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Editorden

Yaratict Drama Dergisi’nin 2024 yillinin ilk sayisiyla sizlerle bulusmaktan mutluluk duyuyoruz. Yaratict Drama ala-
mmin Tiirkiye deki temel taglari Prof. Dr. Inci San ve Prof. Dr. Ali Oztiirk’iin ardindan yaratict drama alamina katkilar:
bulunan Ayla Algan’t ocak ayinda kaybetmenin iiziintiisiinii yasiyoruz.

Yaratict drama alanwyla ilgili olarak Milli Egitim Bakanligi kapsaminda ogretim programlart bazinda c¢esitli degi-
siklikler yapildigini gormekteyiz. 2023 yilinda Ilkégretim égretim programlarinda yapilan giincelleme calismalarindan
yaratict drama alaninin olumsuz yénde etkilendigini fark ediyoruz. Séz gelimi 5., 6. ve 7. simiflarda “Drama” miistakil bir
se¢meli dersken bugiin dramanin “Oyun ve oyun etkinlikleri” adli ders iist bashigi altinda bir modiil olarak yer aldigin
goriiyoruz. Oyun, ¢ok genis ve disiplinlerarasi bir kavramdir. Elbette ¢cocugun en dogal dilidir ancak oyun drama, drama
da oyun demek degildir. Drama, basta isinma asamalari olmak iizere oyundan ¢ok yararlanir ancak dramayr oyun adi ile
smirlandirmak ya da oyunun alt bashgi olarak gostermek onemli bir bilimsel hatadur.

Ortaégretim Sanat Egitimi Ogretim Programlarinda yapilan giincelleme ¢alismalar kapsaminda ise drama alan
adina onemi bir gelismeye tanik olmaktayiz. Dramanin soz konusu ogretim programinda, sahne sanatlari alani tist baslig
altinda tiyatro ve halk oyunlari ile yer almasi, dramanin bir sanat egitimi alant olduguna dair kabuliin yerlestigini kanut-
lamaktadr.

Yaratici drama alanina doniik gelismeler, tez ¢calismalart ile niteligi ve niceligi giderek artan akademik yayinlar iilkemizde
yaratict drama alaninin temellerinin ne denli saglam atildigini gostererek bizlere gelecege dair iimit vermeye devam ediyor. Bu
timitle yolumuza devam ederken dergimizin bu sayisinda da sizlerle birbirinden degerli bes makaleyi paylastyoruz.

Nami Eren Bestepe, Sevin Fatma Yilmaz, Uluslararast Egitimde Yaratict Drama Seminer ve Kongrelerinin Atolye
ve Egitmen Baglaminda Incelenmesi adli ¢alismalarinda 1985-2019 yillart arast Tiirkiye 'de diizenlenen Uluslararasi
Egitimde Yaratict Drama seminer ve kongrelerine farkli iilkelerden katilan egitmen/liderlerin atolyelerini inceleyerek yerel
atolyelerle karsilastirmalarint yapmiglar ve iilkemizde yaratici dramanin gelisimine katkilarini incelemislerdir. Yapilan in-
celemelerde yapilandirma siire¢lerinde goriilen degisikliklerin yapilandirma siiregleri hakkinda ¢alisan akademisyenlerin
dikkatini ¢ekecegini diisiiniiyoruz.

Mustafa Dolmaz ve Ozge Metin, Sosyal Bilgiler Alaminda Yaratict Drama Uzerine Ne Yapildi? Bir Icerik Analizi
adli calismalarinda, sosyal bilgiler-yaratict drama iliskisi tizerine 2002-2022 yillart arasinda yapilmis ¢calismalarin egi-
limlerini inceleyerek detayli bir analiz sunmuglardir. Yapilan bu incelemenin sosyal bilgiler egitimi alaninda ¢alisanlara
yararl olacagin diistiniiyoruz.

Deniz Kiktan ve Omer Adigiizel, Dans, Drama ve Eylem: Tiirk Halk Danslarinin Ogretiminde Yaratict Drama Yon-
temi adli calismalarinda tiniversite dgrencilerine yaratict drama yéntemiyle halk danslart égretimi siirecinin ogrencilere
katkisint incelemislerdir. Eylem arastirmasi olarak tasarlanan bu ¢alismada 6grencilerin oyunlarin hikdyelerini 6grendikge
siireci daha igsellestirdiklerinin goriilmesi ve oynanan yoreye dair hareketleri farkinda olmaksizin 6grenmeleri oldukg¢a
dikkate deger sonuglar arasindadir.

Yunus Yapali, Miizigin Yaratict Drama Atélyelerindeki Rolii ve Planlama Asamalarinda Etkin Kullanimi adli calig-
masinda miizigin yaratici drama atélyelerindeki roliinii; 1sinma, canlandirma ve degerlendirme asamalarinda etkinligini
degerlendirmis ve drama liderlerine, miizigi isinma, canlandirma ve degerlendirme asamalarinda daha etkili bir sekilde
nasil kullanabileceklerine yonelik oneriler sunmustur. Her drama egitmeninin miizik kullanimi stirecinde yararlanabilecegi
plif noktalar agisindan okumanizi oneriyoruz.

Emrah Bilgic ve Ziilfit Alimterim, Kaynastirma Uygulamalar: Siirecinde Yaratict Drama Yontemi adli ¢alisma-
larinda 6zel gereksinimli 6grencilere kaynastirma uygulamalarinda yaratici drama yénteminin kullanimi stirecine iliskin
swmif ogretmenlerinin goriislerini incelemislerdir. Diger alanlarin ogretiminde de oldugu gibi yaratict drama yénteminin
kaynastirma uygulamalarinda da etkili oldugu sonucu, yaratict drama alanimin kullanim alaninin genisligini gostermesi
agisindan da énemlidir.

Dergimizin 19. cilt 1. sayisinin sizlere katkida bulunacagini umuyor ve bu sayimizi keyifle okumanizi diliyoruz. Bu
sayimizi ¢alismalariyla destekleyen yazarlarimiza, titizlikle degerlendirme yapan hakemlerimize ve emegi gegenlere ¢ok

tesekkiir ediyor, sizlerin de cabamiza ortak olarak yayinlarimizi takip etmenizi bekliyoruz.

Dog. Dr. Ferah Burgul Adigiizel
Editor



Editorial

We are pleased to meet you with the first issue of the Creative Drama Journal for the year 2024. The cornerstones of
the Creative Drama field in Turkey are Prof. Dr. Inci San and Prof. Dr. Afier Ali Oztiirk we are saddened to have lost Ayla
Algan, who contributed to the field of creative drama, in January.

Regarding the field of creative drama, we see that various changes have been made based on curriculum within the
scope of the Ministry of National Education. We realize that the field of creative drama has been negatively affected by the
update studies carried out in primary education programs in 2023. For example, while “Drama” was a separate elective
course in the 5th, 6th and 7th grades, today we see that “drama’ is included as a module under the course title “Game and
game activities . Game is a very broad and interdisciplinary concept. Of course, it is the child s most natural language, but
game does not mean drama and drama does not mean game. Drama benefits greatly from game, especially in the warm-up
phases, but limiting drama to the name of the game or showing it as a subtitle of the game is an important scientific mistake.

We are witnessing an important development in the field of drama within the scope of the update studies carried out
in the Secondary Education Art Education Curriculum. The fact that drama is included under the heading of performing
arts, as well as theater and folk dances, in the said curriculum is proof that drama is accepted as a field of art education.

Developments in the field of creative drama, thesis studies and academic publications of increasing quality and quan-
tity continue to give us hope for the future by showing how solid the foundations of the field of creative drama have been laid
in our country. As we continue our way with this hope, we share with you five valuable articles in this issue of our journal.

Nami Eren Bestepe, Sevin Fatma Yilmaz, in their study titled “Examination of Creative Drama Seminars and Con-
gresses in International Education in the Context of Workshops and Instructors”, examined the workshops of instructors/
leaders from different countries who participated in the International Creative Drama Seminars and Congresses in Educa-
tion held in Turkey between 1985-2019 and compared them with local workshops. They examined their contributions to the
development of creative drama in our country. We think that the changes seen in the structuring processes will attract the
attention of academics working on structuring processes.

Mustafa Dolmaz and Ozge Metin, What Has Been Done About Creative Drama in the Field of Social Studies? A
Content Analysis. In their study, they presented a detailed analysis by examining the trends of studies conducted between
2002 and 2022 on the relationship between social studies and creative drama. We think that this review will be useful to
those working in the field of social studies education.

Deniz Koktan and Omer Adigiizel, in their study titled Dance, Drama and Action: Creative Drama Method in Teach-
ing Turkish Folk Dances, examined the contribution of the process of teaching folk dances to university students through
the creative drama method. In this study designed as action research, it is among the remarkable results that the students
internalize the process more as they learn the stories of the folk dances and that they learn the movements of the dance
where they are played without being aware of it.

Emrah Bilgi¢ and Ziilfii Alimterim, in their study titled Creative Drama Method in the Process of Inclusion Practic-
es, examined the opinions of classroom teachers on the process of using creative drama method in the inclusion of students
with special needs. As in the teaching of other fields, the result that creative drama method is effective in inclusion practices
is also important in terms of showing the breadth of the field of creative drama.

Yunus Yapali, in his study titled The Role of Music in Creative Drama Workshops and Its Effective Use in Planning
Stages, explains the role of music in creative drama workshops, evaluated its effectiveness in the warm-up, role-play and
evaluation stages and offered suggestions to drama leaders on how they can use music more effectively in the warm-up,
role-play and evaluation stages. We recommend you read it for tips that every drama instructor can benefit from in the
process of using music.

We hope that the 19th volume, 1th issue of our journal will contribute to you and we hope you enjoy reading this issue.
We would like to thank our authors who supported this issue with their works, our referees who evaluated meticulously, and
those who contributed, and we expect you to follow our publications as a partner in our effort.

Assoc. Prof. Ferah Burgul Adigiizel
Editor
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Uluslararasi Egitimde Yaratict Drama Seminer ve
Kongrelerinin Atolye ve Egitmen Baglaminda Incelenmesi

Sevin Fatma Yilmaz'

Nami Eren Bestepe’

Makale Bilgisi Oz

DOI: 10.21612/yader.2024.001 Bu arastirmada, 1985-2019 yillari arasi Tiirkiye'de diizenlenen Uluslararasi
Egitimde Yaratici Drama seminer ve kongrelerinin, farkly iilkelerden katilan egitmen/

Makale Gegmisi liderlerin atélyeleri kapsaminda incelenmesi amaglanmisti: Bu amag dogrultusunda

Geliy tarihi 30.10.2023 ilgili atélyeler; atolye yapilandirmalari, uygulamalart ve siire¢ yonetimi, kullandiklar
Diizeltme 12.01.2024 teknikler ve Tiirkiye'deki yaratict drama alamin gelisimine katkilari baglaminda
Kabul 15.01.2024 degerlendirilmistir. Arastirma temel nitel arastirma olarak desenlenmistir. Calisma

kapsaminda incelenecek dokiimanlar amach orneklem teknigi ile belirlenmistir.

Bu dogrultuda kongre/seminer kitaplarinda yer alan “‘farkh iilkelerden katilan

Anahtar Sozciikler varatict drama egitmen/liderlerinin atélyeleri” segilmis, 68 egitmen/lider tarafindan

Egitimde yaranci drama gergeklestirilmis, 108 farkli atélye incelenmigtiv. Calismada veri toplama aract olarak
Yaratict drama kongreleri dokiiman inceleme yonteminden yararlanilmistir. Egitmen/lider atolye dokiimleri
Yaratict dramanin asamalari arastirmact tarafindan uzman destegi ile olusturulan c¢erceve dogrultusunda

incelenmis, veriler betimsel analiz araciligi ile kodlanarak nihai bulgular elde

Makale Tiirii edilmistir. Bu arastirmadan elde edilen bulgular, Uluslararas: Egitimde Yaratic

Arastrma Makalesi Drama Seminer ve Kongre (UE YDS/{() "lerine farkly iilkelerden katilan atolye egitmen/
liderlerinin agwlikli Almanya ve Ingiltere’'den katilim sagladigi, lisans mezunu,
yvaratict drama egitmeni ve/veya tiyatro pedagogu mesleki alaninda uzman kisilerden
olustugu goriilmiistiir. Atolyelerinin igerigi incelendiginde, genel olarak yaratici
dramanin ara¢ boyutuna iliskin ¢alismalardan olustugu, uygulamalarimin biiyiik bir
kisminda 1sinma/hazirlik ve canlandirma asamalarina yer verirken, Degerlendirme/
Tartisma asamasimin atolyelerin yarisinda olmadigi gériilmiistiir. Bu anlami ile atolye
vapist balkimindan Tiirkiye ile benzegsirken, atolye yapilandirma sistemi bakimindan
farklilastigr sonucuna ulasilmistir. Tiirkiye 'de yaratict drama alaninmin bu seminer/
kongrelerle birlikte yapilanmaya, gelismeye basladigindan hareketle Tiirkiye deki
atolye yapisinin olusumunda kongre ve seminerlerin énemli bir rol oynadigi sonucuna
ulagilmistir.

* Bu makale, Sevin Fatma Y1lmaz’in Ankara Universitesi Egitim Bilimleri Enstitiisii’'nde yazdig1 yiiksek lisans tezinden gelistirilmistir.

1 Bilim Uzmani, Ankara Universitesi, Tiirkiye. E-posta: sevinkaya@hotmail.com. Orcid ID: 0000-0003-2644-9861

2 Dr. Ogr. Uyesi, Ankara Universitesi Giizel Sanatlar Fakiiltesi, Tiirkiye. E-posta: nbestepe@gmail.com. Orcid ID: 0000-0002-9772-
5360
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Giris

Insan var olusundan bu yana yasadig1 ¢evre ve diinyaya yogun bir merak duymaktadir. Bilinen
yasam cevresindeki insan topluluklarinin bu merak duygusu dogrultusunda eyleme gectigi, icinde
bulundugu toplumu anlama ve anlamlandirma kaygisinin dogal bir sonucu olarak, bilginin ve
bilimlerin ortaya ¢iktig1 goriilmektedir. Yasadigimiz yiizyilda da toplumlarin gelisimi i¢in en
o6nemli ara¢ hi¢ siiphesiz ki bilgidir. Bilim ve teknolojideki hizli ilerleme, toplumlar1 ve ¢agdas
insan1 doniistiirmekte, bu anlamda kiiltiiriin degisimi ve dolayisi ile bilginin evrim siireci de ivme
kazanmaktadir. Bu evrim siireci i¢erisinde seyahat eden bilgi, toplumlart da siniflandirmakta, ilkel
toplumlardan baslayan siire¢, glinlimiizde “bilgi toplumu” ad1 altinda siiregelmektedir. Modernlesme
ile birlikte akilciligin yiikselise gectigi bilgi toplumlarinda, insanlarin birbirleri ile olan sosyal
iletisiminin, bilgi ve deneyim aktarimina olanak saglayacak ortak etkinlikler ile gergeklestigi ve
bu etkinliklerden saglanan paylasimlarin, toplumlar, kiiltiirler, uluslar ve disiplinler aras1 uyuma ve
gelisime katki sagladig: gortilmektedir.

Ulkemiz ve diinya, toplumsal gelismeler ve teknolojik yenilikler ile birlikte hizl1 bir degisim
siirecine girmistir. Cagin ihtiya¢larina karsilik verebilmek adina hem ulusal hem de uluslararasi
diizeyde egitimin ve bilginin kalitesinin artirilmasi, bireyin bagimsiz ve yaratici diigiinceye sahip
olarak yetismesi, edinilen bilgilerin kalic1 ve kullanilabilir olmasina 6nem verilmekte, buna yonelik
olarak, ¢esitli egitim yaklasimlar1 ve disiplinler gelistirilmeye devam edilmektedir.

San (2018)’1n “Yaratict Drama ve Miize” isimli kitabinda ele aldig1 basliklara bakildiginda
hem {iilkemizde hem de diinyada, yaratici dramanin, egitim siireg¢lerinde bir yontem-ara¢ olarak
dogrudan veya dolayli kullanildigini ve ayn1 zamanda bir amag yani disiplin olarak sanatlar egitiminin
icerisinde kendine yer buldugu goriilmektedir.

Yaratici dramanin tarihgesine bakildiginda, birden ortaya ¢ikmadigi, siirekli bir gelisim
siirecine sahip oldugu goriilmektedir. 19. yy’den itibaren yaratici dramanin, baslangigta
kavramsallastirllmamis, ancak uygulanmig orneklerinin gerek miisamere adi altinda gerekse
oyunlastirmalar vb. uygulamalar ile farkli iilkelerde, kesisen tarihlerde, izlerini belli etmeye
basladigini ve bu gelisim siirecine iliskin bilgiler, bugiin yazili kaynaklardan teyit edilebilmektedir.
Bu yazili kaynaklara 6rnek olarak; Britanya’da, Harriet Finlay Johnson’un 1912 tarihli “Dramatik
Ogretim Yéntemi* kitabi, yine ingiltere’de Henry Caldwell Cook ‘un 1917 tarihli “Oyun Yolu”,
Peter Slade’in 1954 tarihli ““ Cocuklarla Yapilan Drama”, Brain Way’in 1967 tarihli “ Drama Yoluyla
Gelisim” kitaplar1 verilebilir. Bunun disinda Amerika’dan Winifred Ward’in 1930°da “Yaratici
Drama”, 1939°da “Cocuklar igin Tiyatro”, 1947°de “Cocuklar icin Oyun Yaratma” 1947’de
“Cocuklarla Oyun Kurma”, 1952’de “Dramatize Etmek Igin Oykiiler”, kitaplar1 ve iilkemizde yapilan
diger ¢aligmalardir (Adigiizel, 2018).

Yaratici dramanin geligimine iliskin Tiirkiye’deki tarihine bakacak olursak, Adigiizel’e (2018,
s.7) gore; Tiirkiye’de egitimde yaratici dramanin yakin tarihini, 1980’1i yillar 6ncesi ve sonrasi olarak
incelemek gerekmektedir. Bunun nedeni ise Tiirkiye’de yaratic1 drama alanindaki iki éncii olan inci
San ve Tamer Levent’in yaratict drama konusunda ilk bulusmalarinin 1982 de gergeklesmesi ve
bugilinkii anlam1 ile yaratici drama anlayisinin varligini bu tarihten itibaren hissettirmesidir. Tiirkiye’de
yaratict drama tarihi igin 1982 yili her ne kadar milat olarak alinsa da, 1980 6ncesi donemde, Milli
Egitim programlarinda “Dramatizasyon” kavraminin yer aldigi, bugiinkii yaratict drama kavraminin
Onsozii niteliginde ¢alismalar yapildigi goriilmektedir. Bu c¢alismalara 6rnek olarak, 1950 yilinda
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yayimlanan, Selahattin Coruh’un “Okullarda Dramatizasyon” adli kitab1 verilebilir. Coruh, kitabinda
dramatizasyonun okullara girisi, Cocuk ve Dramatik Etkinlikler, Ogretim Ilkeleri ve Dramatizasyon,
Okul-Aile Is birlinde Dramatizasyonun Rolii, Dramatik Gosteriler, Tiyatro, Kuklalar, Karagoz,
Radyo Temsilleri gibi boliimlere yer verir. Tiirkiye’de tiyatronun diginda dramatizasyonu vurgulayan
ve dogrudan 6gretmenlere yonelik uygulama 6rnekleri veren bir ilk kitaptir (Adigilizel, 2008, s.12).

Tiirkiye’de 1980 6ncesi miisamere, tiyatro oyunlari, temsiller ve dramatizasyon kavramalari
ile yaratici drama kavramina giris yapilmisken, 1980 sonrasi ise yaratici drama alaninda gelismelerin
hiz kazandigi bir silirece taniklik etmektedir. Yaratict drama kiiltliriniin olugmasina biiyiik
katki saglayan ve ilki 1985 yilinda “1. Uluslararas1 Egitimde Dramatizasyon Semineri” adiyla
diizenlenmeye baslayan seminerler bu ivmenin ilk adimi niteligindedir. 1985, yaratici dramanin
Tiirkiye’deki ¢agdas kullaniminin kamuoyuna agilmasi yoniinden baslangi¢ yili olarak anilir,
Ankara’da 29 Nisan ve 3 Mayis 1985 tarihleri arasinda ilk kez gerceklestirilen seminerde, egitimde
yaratict dramanin bilinen dramatizasyon kavramindan farkli ve cagdas anlamina yonelik genel bir
bilgilendirme yapilmasi amac¢lanmistir. Dogaclamanin sanat egitiminde ve genel egitimde kullanimi
hakkinda ilk izlenimleri olusturmada bu seminer ¢ok basarili olmustur. Bes giin sliren seminerde
atolye calismalari, konferanslar ve agik oturumlar gerceklestirilmistir (Adigiizel, 2018, s.233). 1987
yilinda ikincisi ve 1989 yilinda ti¢linciisii diizenlenen seminerlerin olagan sonucu olarak, kuramsal
bilgi paylasiminin yaninda pratik deneyimlerin aligverisi de gerceklesmis ve bu seminerler yaratici
dramanin Tiirkiye’de daha genis kesimlerce taninmasina 6n ayak olmustur. Yaratici dramanin
tanitilmasi, yayginlastirilmasi ve 6gretim yontemi olarak egitim programlarinda yer almasi gibi bagat
amaglar ile 1990 yilinda kurulan Cagdas Drama Dernegi, gerceklestirilen seminerlerin geleneksel
bir hale gelmesinde 6nemli rol oynamistir. Yaratict drama kiiltiiriiniin {ilkemizde yayginlagmasinda
biiyiik rol oynayan seminerler serisi, 1985 yilindan 2008 yilina kadar iki yilda bir olmak tiizere
diizenlenmistir. 2008 yilindan itibaren ise seminer tanimi yerini kongreye birakarak “Uluslararasi
Egitimde Yaratict Drama Kongresi” baslig1 altinda yilda iki defa olarak diizenlenmistir. 2014 yilindan
bu yana da yilda bir defa olmak iizere diizenlenmeye devam edilmektedir. 1985 yilinda baslayan
seminerler, iilkemizin birgok sehrinde ve cesitli bagliklarda olmak {izere diizenlemis ve 2019 yilinda
30. kongresine imza atmistir.

Uluslararas1 Egitimde Yaratict Drama Seminer/Kongreleri ve Yapilan Calismalar

Ilki 1985 yilinda gergeklestirilen Uluslararasi Egitimde Yaratict Drama seminerlerinin baslangig
noktasini, egitimde bir Ogretim yontemi olarak yaratict dramanin kamuoyunca taninmasi,
yayginlastirilmasi ve etkinliginin artirilmasi olusturmaktadir. San (2020, s.2), 5. Uluslararasi Egitimde
Yaratict Drama Semineri agilis konusmasinda, 29 Nisan-3 Mayis 1985 tarihleri arasinda diizenlenen
ilk seminerin, 6gretim elemanlarina, kurum ve kuruluslardaki egitimcilere, o zamana kadar yapilan
yaratict drama calismalarinin tanitilmasina olanak verdigi, Egitimde Drama kavramina yonelik
sorulara yanitlar arandigindan bahsetmektedir. Ayn1 konusmasinda ikinci ve ti¢lincii seminerlerin,
kavramin iyice oturmasina ve artik egitimde bir yontem olarak cesitli uygulamalar, sorgulamalar
yapilmaya baslandigini dile getirmistir.

Seminerlerle birlikte gelen uzmanlagmanin, yayilma ihtiyacini dogdurdugu ve bu ihtiyag
dogrultusunda 1990 yilinda Cagdas Drama Derneginin kuruldugu belirtilmektedir. Ik seminerden
giinlimiizde kadar olan siire¢ géz Oniine alindiginda, seminerler, giiniimiizdeki hali ile kongreler
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dizisinin, baslangigta kavramin tanitilmasi: ve yayginlagtirilmasi amact ile basladigi, gliniimiizde
ise yaratict dramaya iliskin deneyimlerin paylasilmasi, toplumsal olaylarm ve geligmelerin takibi
ile alanin gelisimine katki saglamak amaciyla Cagdas Drama Dernegi onciiliigiinde siirdiiriildiigti
goriilmektedir.

Adigiizel, Alman Kiiltiir Merkezi’nin destegi ile ilkinin 1985 yilinda “1. Uluslararas1 Egitimde
Dramatizasyon Semineri” adiyla baslamis olmasina ragmen seminer programinda “Drama in Education
Congres” olarak yazildigindan bahsetmektedir. Bu anlamda, drama bulusmalariin baslangicindan
beri bir kongre niteligi tagidigini, 2008 yilindan itibaren ise “Kongre” adiyla diizenlendigini ifade
etmistir (Adigiizel, Kuyumcu ve Aykanat Ozcan, 2021, s. iv).

Tirk Dil Kurumuna (2021), gére seminer; “Bir konu ile ilgili bilgi vermek ve bu bilgiler
iizerinde tartismak amaciyla birkag yetkilinin yonetimi altinda diizenlenen toplanti.” Kongre
ise “Cesitli iilkelerden yoneticilerin, elgilerin, delegelerin katilmasiyla yapilan toplanti.” olarak
tanimlanmistir. 1985-2008 yillar1 arasi diizenlenen ilk 12 bulugma agirlikli olarak uzmanlarin yaratict
drama ile ilgili bilgi ve deneyimlerinin aktarimini yaptigi, atélye, konferans ve panellerden olusan
ve kongreye evirilen birer seminer niteligi tasimaktadir. 2008 Kasim ayinda diizenlenen 13. bulusma
“Tiyatro Kongresi” ad1 altinda diizenlenmistir. Bu tarihten itibaren, 2008-2019 yillar1 aras1 diizenlenen
18 bulusma, artik atolye, konferans ve ¢agrili konugmacilarin yani sira, bilimselligin ise kosuldugu,
alanda akademik ¢alismalar yapan bireylerin, arastirma sonuglarinin paylasimi olan bildiri 6zetlerine
de yer verilen daha genis kapsamli bir organizasyona doniismiistiir. 1985 yilinda ilki diizenlenen
Uluslararas1 Egitimde Yaratici Drama Seminer ve Kongreleri, baglangicindan bu yana Adana, Ankara,
Antalya, Bursa, Eskisehir, Hatay, Istanbul, Izmir, Kocaeli, Mugla, Sanliurfa ve Trabzon olmak iizere 12
ayr1 sehirde gerceklestirilmistir. Seminer ve kongrelere Tiirkiye ve Tirkiye digindan pek ¢ok yaratici
drama egitmeni/lideri, sanatci, egitimci, 6grenci vb. bir¢ok meslek grubundan katilimer katilmistir.

Yillara Gore Seminer/Kongrelerin Temalar: ve Gelisimi

1985, 1987, 1989, 1991 tarihlerinde diizenlenen ilk dort seminerde yaratict dramanin tanitilmasi
ve kavramin kurum, kurulus ve kisiler arasinda tanitilmasi ve benimsenmesi amag¢lanmistir. 1993
tarihli besinci seminer “Drama ve Ogretim Bilgisi”, 2009 tarihli on besinci kongre “Yasamda Drama-
Dramadan Yasama”, 2014 tarihli yirmi dordiincii kongre “Yontem Drama, Ders Drama” basliklari
ile diizenlenmistir. Bu kongre ve seminerler hem egitimde bir 6gretim yontemi olarak, hem de bash
basina bir disiplin olarak yaratici dramanin ele alinigina iligkin atélyeler ve paneller igermistir.

1995 tarihli altinci seminer “Drama, Maske, Miize”, 1997 tarihli yedinci seminer “Drama,
Ogretici Oyun, Maske”, 2009 tarihli on dordiincii Kongre “Erken Cocukluk Egitiminde Drama”, 2013
tarihli yirmi ikinci kongre “Bir ifade Arac1 Olarak; Drama, Dans, Devinim”, 2016 tarihli yirmi besinci
kongre “Dans ve Yaratict Drama”, 2017 tarihli yirmi yedinci kongre “Yasayan Miize” basliklarinda
diizenlenmistir. Bu bagliklar yaratict dramanin bir sanat formu, sanatlar egitimi alani oldugunu ve
disiplinler arasiligini1 gozler oniine sermektedir.

2001 tarihli sekizinci seminer “Siire¢csel Drama, Tiyatro Sporu ve Dramada Zaman”, 2003
tarihli dokuzuncu seminer “Forum Tiyatro, Devinim, Drama”, 2008 tarihli on tiglincii kongre “Tiyatro
Kongresi”, 2010 tarihli on altinct kongre “Bertolt Brecht ve Ogretici Oyunlar”, 2012 tarihinde
diizenlenen yirmi birinci kongre “Ritiieller ve Yaratict Drama”, basliklari ile diizenlenmistir. Bu
kongreler yaratict dramanin tiyatro ile iliskisi baglaminda ele alinmistir.
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2005 tarihinde diizenlenen onuncu seminer “Kiiltiirleraras1 Etkilesimde Yaratict Drama”, 2007
tarihinde diizenlenen on birinci seminer “Diin, Bugiin, Yarin”, 2008 tarihinde diizenlenen on ikinci
kongre “Mozaik” uzman mantosu yaklagimi ve dogaglama, 2010 tarihinde diizenlenen on yedinci
kongre “Sosyal Bilinglenme ve Haklar Egitimi”, 2011 tarihinde diizenlenen on sekizinci kongre”
Farkliliklar, Farkindaliklar”, 2011 tarihinde diizenlenen on dokuzuncu kongre “Kentlilik Bilinci”,
2013 tarihinde diizenlenen yirmi {igiincii kongre “Kadin Olmak”, 2016 tarihinde diizenlenen yirmi
altinc1 kongre “Toplumsal Cinsiyet ve Siddet”, 2017 tarihinde diizenlenen yirmi sekizinci kongre
“Adaletli Bir Diinya i¢in Cember”, 2018 tarihinde diizenlenen yirmi dokuzuncu kongre “Gelenler”
ve son olarak 2019 tarihinde otuzuncusu diizenlenen kongre “ Uyum ve Adaptasyon” basliklar1 ile
diizenlenmistir. Diizenlenen bu kongrelerde, toplumsal ve evrensel soru ve sorunlar yaratict drama ile
ele alimmustir. Yillara goére Seminer/Kongre temalar1 Sekil 1°de gosterilmektedir.

Yillara Gére Seminer/Kongrelerin Temalar
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Sekil 1. UEYDS/K 'nin yillara gore tema dagilimi

Hali hazirda iilkemizde giizel sanatlar egitimi catist altinda bir disiplin olarak kendine yer
bulan yaratici drama, Adigiizel’e (2018, s.101) gore kendi bilesenlerine, 6gelerine sahip farkli bir sanat
ve egitim alanidir. En genel yaniyla egitimde yaratict drama; herhangi bir konuyu, dogaglama, rol
oynama gibi tekniklerden yararlanarak, bir grupla ve grup iiyelerinin birikimlerinden, yasantilarindan
yola ¢ikarak canlandirmalar yapmaktir. Yaratict dramanin bilesenleri, bugiin yaratici dramanin kabul
edilmis tanimindan da yola ¢ikarak; Yaratict drama egitmeni/lideri, konu-tema, grup/katilimcilar
ve yasantilari, ¢aligma ortami-mekan olmak {izere dort baglikta tanimlanmaktadir. Hi¢ sliphesiz ki
bu bilesenler arasindan egitmen/liderin konumu, yaratici dramada siireci baglatan ve katilimcilara
rehberlik ederek stirecin en verimli sekilde gerceklesmesine yardimei olmasi bakimindan énemlidir.
Bir grup ¢alismasi igerisinde, bireylerin bir yasantiy1 ya da olay1 kendi deneyimlerini de isin i¢ine
katarak eylemlerinde oynayarak canlandirmasi ve anlamlandirmasi, yaratici drama egitmeninin
hedefleri ve yontemleri ile otaya g¢ikar ve belirlenir. Bu nedenle egitmen her seyden Once yaratici
drama ve oyun tekniklerini iyi bilen, iletisime agik ve istekli, gerektiginde tiyatro tekniklerinden
yararlanabilen, yaratici ve yeterli oyun bilgisine sahip, grubun ayni zamanda iiyesi olan, katilimci,
giiven veren, dogal, spontan, analiz yapabilen kisidir (Adigiizel, 2018, s.103). Okvuran, “Drama
Ogretmeninin Yeterlilikleri” bashkli ¢alismasinda, drama dgretmeninin yeterlilikleri cogaltilabilir,
gelistirilebilir. Bu yeterliliklere sahip olmanin kolay olmadigi1 agiktir. Ancak bireyin, egitim sisteminin
ve toplumun gereksinimi, istegi, isbirligi ve destegi yoluyla yeterlilikler-beceriler saglanabilecektir.
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Bu ise dogru drama bilinci ve bilgisini gerektirir, demektedir (Okvuran, 2003, s.82-87). Buna
gore dogru bir yaratici drama bilinci ve bilgisi i¢in, yaratici drama egitmeni/liderinin tagimasi
gereken ozellikleri, iletisim becerileri gelismis, gdzlem ve analiz yetenegi yliksek, yaratict drama
alaninda kuramsal ve teknik bilgiye sahip, disiplinler aras1 bag kurma yetenegi olan ve alana iliskin
giincel gelismeleri takip edebilen kisi olarak sayabiliriz. Yaratic1 drama egitmeni/liderinin tagidigi
ozelliklerinden; atolyeleri yonetme, planlama, uygulama bigimleri, grup dinamigini ve 6grenme
siirecini dogrudan etkileyen faktdrlerdendir. Egitmenin/liderin, atdlye uygulamalari ve kendi mesleki
gelisimine yonelik yapacagi aragtirmalar, katilacagi kongre ve seminerler, takip edecegi ulusal —
uluslararast yayinlar yaratict dramanin gelisimine oldukca katki saglayacaktir. Buradan hareketle
egitmenin/liderin siireci planlayan ve gelistiren olmas1 yani sira, yaratict drama kavrami i¢in de
oldukca 6nemli bir bilesen oldugu sonucuna ulasilabilir. San (2018, s.130), bir drama egitmeni/
liderinin gézden kacirmamasi gereken {i¢ alan bulunmaktadir demektedir. Bu alanlari; sanatsal alan,
kuramsal(bilgisel) alan ve egitimbilim-6gretim bilgisi (didaktik) alan olarak siralamistir. Ayrica bir
drama liderinin aragtirmaya dayali ve cesitli dersler arasinda iliskiler kurabilen, disiplinler arasi
projelerin gelistirilip yiiriitiilmesini; atdlye ¢alismalar1 diizenlemesi ve 0zgiir zamanlarda bunlarin
gerceklestirilmesini, yerel kiiltiirel organizasyonlarla baglantt kurarak degisik Sosyo-kiiltiirel
ortamlarda ¢aligabilmesini, is birligine gidilebilmesini saglamasi gerektiginden bahsetmektedir.

Dolayisiyla farkli iilkelerde yasayan uygulayicilar, egitmenler/liderler tarafindan yaratict
dramanin nasil algilandigi ve yorumlandigimi gérmenin, diinyada iizerinde iilkemizle birlikte es
zamanli olarak gelismekte olan 6grenim siireglerini ve bu siireclerin ele alinisini algilamak, bir alanin
gelisimine katkida bulunmak ve alanda gerceklesen gelismelere taniklik edebilmek bakimindan
oldukc¢a anlamli olacagi diistiniilmektedir. Bu dogrultuda yapilan ilgili calismada, bir disiplinin ¢ikist,
gelisimi ve farkli cografyalardaki yansimasini incelemek, amaglanmigtir. Aragtirma probleminin gikis
noktas1 olarak; bir bilim alani olan yaratict dramanin, ulusal ve uluslararasi gelisimine katki saglayan
ve her yil Cagdas Drama Dernegi onciiliiglinde diizenlenen, “Uluslararasit Egitimde Yaratict Drama
Seminer ve Kongreleri” referans alinmaktadir. Bu arastirmanin problemini; Tiirkiye’de diizenlenen
uluslararasi egitimde yaraticit drama seminer ve kongrelerine farkli iilkelerden katilan yaratic1 drama
egitmenlerinin/liderlerinin, atdlyelerinde uyguladiklar1 yontem ve tekniklerini incelemek, uygulama
stireclerini analiz etmek ve Tiirkiye’deki yaratici drama alanin gelisimine etkilerini elde edilen veriler
iizerinden yorumlamak olusturmaktadir.

Arastirmanin Amaci

Bu aragtirmanin genel amaci, Tiirkiye’de bugiine kadar diizenlenen Uluslararas1 Egitimde Yaratici
Drama seminer ve kongrelerine Tiirkiye disindan katilan, farkli iilke drama egitmenlerinin/
liderlerinin atélye yapilandirmalarini, atdlye uygulamalarini ve siire¢ yonetimini incelemek ve
Tiirkiye’deki yaratict drama alanin gelisimine etkilerini elde edilen veriler {izerinden incelenen
atolyeler baglaminda yorumlamaktir. Bu dogrultuda, arastirmanin problemine iligskin olarak asagidaki
sorulara yamt aranmustir. Uluslararasi seminer ve kongrelere Tiirkiye disindan katilan yaratict drama
egitmenlerinin/liderlerinin;

1- UEYDS/K’ne katilan farkli iilke drama egitmen/liderleri atélye ¢alismalarinda agirlikli
hangi yaratici drama tekniklerinden faydalanmaktadir?

1-a. Kendilerine ait bir yaratict drama teknigi var midir?
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1-b. Atdlye yonetme siire¢leri nasildir? (Yonerge vermeleri, agiklama yapmalari
bakimindan)

2- UEYDS/K’ne katilan farkli {ilke drama egitmen/liderleri atolye yapilandirmalarinda
uygulandiklar1 stire¢ nasildir? Hazirlik/isinma, canlandirma, degerlendirme/tartisma sistemi
uygulanmakta midir? Tiirkiye’de kullanilan atdlye yapisi ile benzesmekte midir?

3- UEYDS/K’nde gergeklestirilen atdlyeler yaratict dramanin agirlikli hangi boyutu
iizerinden gerceklestirilmistir? Tiirkiye’deki yaratict drama alanindaki atdlye yapisinin gelisiminde
nasil bir etkisi olmustur?

4- UEYDS/K’ ne katilan egitmen/liderler hangi tilkelerden gelmistir? Mezuniyet durumlari
ve uzmanlik /meslek alanlari nelerdir?

Yontem
Arastirma Modeli

Bu aragtirmanin amaci, Tiirkiye’de baslangicindan bugiine kadar diizenlenen Uluslararas1 Egitimde
Yaratict Drama seminer ve kongrelerine farkli iilkelerden katilan yaratici drama egitmenlerinin
atolye yapilandirmalarini, atdlye uygulamalarini ve siire¢ yonetimini, atdlyelerinde kullandiklari
teknikleri ve Tiirkiye’deki yaratic1 drama alanin gelisimine etkilerini, raporlastirilarak basili kitap
haline getirilmis dokiimanlar {izerinden incelemektir. Bu dogrultuda arastirma, temel nitel arastirma
olarak desenlenmistir. Nitel arastirma, gozlem, goriisme ve dokiiman analizi gibi nitel veri toplama
yontemlerinin kullanildigi, algilarin ve ortamlarin dogal ortamda gercekei ve biitiinciil bir bigimde
ortaya konmasina yonelik nitel bir siirecin izlendigi aragtirma yontemi olarak tanimlanabilir (Glaser
1978, Akt; Yildirim ve Simsek, 2018, s.41). Patton (2018, s.47): Nitel veriler, durumu agiklar. Nitel
veriler, gézlemin yapildigi yerde olani oldugu gibi bilmemiz i¢in okuyucular olarak bizleri g6zlemin
yerine ve zamanina gotiiriir demektedir. Nitel arastirmalar dogasi geregi anlama ve anlamlandirma
istegi barmdirmaktadir. Bu nedenle ¢alismada yapilandirmaci bir goriis benimsenmistir. Creswell’e
(2017, s.8) gore sosyal yapilandirmacilar, bireylerin igerisinde yasadiklari ve c¢alistiklar1 diinya
hakkinda bir anlam arayis1 icerisinde olduklarina inanmaktadirlar. Arastirmacinin amaci diinya ile
ilgili baskalarinin anlamlarini yorumlamak ya da anlamlandirmaktir. Yine yapilandirmacilik ile ilgili
varsayimlarda: Insanlar tarihsel ve sosyal bakiglarina dayali olarak kendi diinyalarinda yasayip,
onu anlamlandirir, hepimiz kendi kiiltliriimiiziin bize sundugu bir anlam diinyasinin i¢ine dogduk.
Boylece, nitel arastirmacilar baglami ziyaret ederek ve kisisel bilgi toplayarak katilimcilarin ortamini
ya da baglamini anlamaya caligirlar (Crotty,1998; Akt; Creswell,2017, s.9) denmektedir. Yapilan bu
aragtirmanin ana problemi de farkli iilkelerden gelen yaratici drama egitmenlerinin yontemlerini,
bu yontemlerin uygulanisini kendi kiiltiirimiiziin bize sunduklar1 igerisinde anlamlandirmak ve
yorumlamak {izerine kurulmustur. Bu anlamda ¢aligsmada kullanilacak en iyi yontemin nitel aragtirma
yontemleri olacagi sonucuna varilabilir.

Evren/Orneklem

Bu aragtirmada amacghi o6rneklem stratejilerinden, Olgiit drneklem se¢im yontemi kullanilmistir.,
Arastirmaya konu olan, Tirkiye’de bugiine kadar Cagdas Drama Dernegi Onciiliigiinde ve is
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birligi yaptig1 kurumlar ile ortaklasa diizenlenen Uluslararasi1 Egitimde Yaratict Drama Seminer ve
Kongrelerine ait basili seminer ve kongre kitaplarinda yer alan tiim atolyeler bu ¢alismanin evrenini
olusturmaktadir. Kitap iceriginde yer alan, farkli iilkelerden katilan yaratici drama egitmen atolyeleri
ise amagli 6rneklemimizi olusturmaktadir. Patton’a (2018, s.230) gore, amach 6rneklemin mantigi
ve giicii, derinlemesine ¢alismak i¢in bilgi bakimindan zengin durumlarin se¢ilmesinde yatar. Amagh
ornekleme, lizerinde calisilan sorulart aydinlatacak bilgi agisindan zengin durumlarin segilmesine
odaklanir. Olgiit drneklemin mantig1 ise énceden belirlenmis bir dnemdeki 6lgiitleri karsilayan
tiim durumlar1 gdzden gegirmek ve incelemektir (Patton, 2018, s.238). Bu nedenle ¢alismaya konu
arastirma probleminin derinlemesine anlagilmasi, tiim durumlarin gézden gecirilerek incelenmesine
yonelik olarak, arastirmaya konu kongre/seminer kitaplarmmdan c¢alismaya dahil edilmek iizere
sadece “farkli {ilkelerden katilan yaratict drama egitmenlerinin/liderlerinin atdlyeleri” secilmistir.
Bu anlamda orneklemimiz amagli 6rnekleme stratejilerinden olgiit 6rnekleme gore belirlenmis
Uluslararas1 Egitimde Yaratici Drama Seminer ve Kongrelerine farkl: iilkelerden davet edilen 68
egitmen/liderdir.

Veri Toplama Araclari

Arastirmanin amact dogrultusunda veri toplamak icin yontemlerinden dokiiman incelemesini
kullanilmistir. Dokiiman incelemesi, arastirilmasi hedeflenen olgu veya olgular hakkinda bilgi i¢eren
yazili materyallerin analizini kapsar. Dokiimanlar, nitel aragtirmalarda etkili bir sekilde kullanilmasi
gereken onemli bilgi kaynaklaridir. Bu tiir arastirmalarda, arastirmaci, ihtiyaci olan veriyi, gdzlem
veya goriisme yapmaya gerek kalmadan elde edebilir (Yildirnm ve Simsek, 2018, s.189,190).
Yildirim ve Simsek’e gore (2018, s.194) dokiiman incelemesi belli basli bes asamada yapilabilir: (1)
dokiimanlara ulasma, (2) orijinalligi kontrol etme, (3) dokiimanlar1 anlama, (4) veriyi analiz etme
ve (5) veriyi kullanma. Arastirma problemine doniik sorulara yanit aranirken temin edilen seminer
ve kongre kitaplar1 igerisinde farkli {ilkelerden gelen egitmenlerin/liderlerin gerceklestirmis oldugu
atolyelerin 3. kisiler tarafindan tutulmus raporlart referans alinmistir. Temin edilen verilerin, rapor
yazicilarin tutugu raporlarin aktarimi sirasinda olusabilecek kayip ve/veya degisiklikleri, ¢ceviriden
kaynakli farkliliklart ve editor diizeltmesi gibi diizenlemeleri i¢eriyor oldugu g6z 6niinde tutulmalidir.
Atolye raporlarinda yer alan egitmen/lider uygulamalar1 ve atolyelere katilmis olan egitmen/lider ve
katilimeilarin raporlanmig goriislerinin dokiimleri arastirma sorulari ile iligskilendirilerek incelenmis,
temalar olusturulmasinda bu raporlarin inceleme sonucglar1 temel alinmistir. Yine arastirma
problemine doniik; farkl tilkelerden gelen egitmenlerin/liderlerin atélyelerinde kullandigi teknikler,
atolye planlamalarinin sistematiginin nasil oldugu, gerceklesen atdlye siireglerinin Tiirkiye’deki
yansimasinin nasil oldugu, sorularmna iligkin yanitlar bu raporlarin bireysel okumalari aracilig ile
elde edilmistir.

Verilerin Toplanmasi

Arastirmada, verilerin asil toplandig1 arag, Tirkiye’de gercgeklestirilen Uluslararasi Egitimde
Yaratici Drama Seminer ve Kongrelerine ait basili kitaplaridir. Stirece ilk olarak kitaplarin temini
ile baslanmigtir. Kitaplarin teminine yonelik Oncelikle, seminer ve kongre kitaplart i¢in internet
veri tabani ile liniversite kiitiiphaneleri, milli kiitiiphane ve halk kiitiiphanelerinin ¢evrim igi
kataloglarmin taranarak fiziki kitap varhginim tespit edilmesi gergeklestirilmistir. ikinci asama séz
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konusu basili kitaplarin yayin evleri ve sahaflardan temin edilmesi siirecidir. Kitaplarin yeni baskisi
olanlarindan 4, 8, 9, 11, 14, 15, 16, 17, 18, 21, 22, 24, 25, 26, 27, 28, 29, 30 sira numarali kongre/
seminer temin edilmistir. Bulunmasi zor olan eski tarihli 5, 6, 7, 10, 12 sira numarali kongre/seminer
kitaplarma sahaflar araciligi ile ulagilmistir. Yapilan teminler sonucunda, bugiine kadar diizenlenmis
olan 30 adet kongre/seminerden basili olan 23 adedine ait kitaplar temin edilerek arastirmaya dahil
edilmistir. Arastirmaya konu problemin incelenmesine yonelik kitap temini sonrasi, incelenecek
farkli tilkelerden katilan yaratici drama egitmen/liderlerin atdlyeleri tespit edilmistir. 2019 yilinda
otuzuncusu diizenlenen Uluslararas1 Egitimde Yaratict Drama seminer ve kongrelerinin, 6ncelikle
basili olan kitaplarindan secilen 6rnekleme uygun atdlyeler, arastirma problemine iliskin sorular
baglaminda arastirmaci tarafindan incelenmis, atdlyelere iliskin tek tek okumalar gerceklestirilmistir.
Okumalar sirasinda atolye bilgileri arastirma sorular1 cercevesinde sistematik bir bigimde
yapilandirilarak kisa metinler halinde Word belgesi tizerinde el ile zetlenmistir. Yine 6zetlemelerle
es zamanli arastirmaci tarafindan arastirma problemine doniik olusturulan kategoriler dogrultusunda
hazirlanmis Excel dokiimanina girigler yapilarak atdlye ve egitmen/lider bazinda okuma giinligii
cizelgesi olusturulmustur. incelemelerden elde edilen atdlyeye iliskin bilgilerin yer aldig1 Word ve
Excel dokiimanlariin arastirmaci tarafindan farkli zamanlarda tekrar okumasi ve diizenlenmesi ile
ham veri elde edilmistir.

Verilerin Analizi

Arastirmada elde edilen veriler betimsel analiz yontemi ile ¢oziimlenmistir. Betimsel analiz
yontemine gore, elde edilen veriler daha 6nceden belirlenmis temalara gdre 6zetlenir ve yorumlanir.
Bu tiir analizde amag, elde edilen bulgularin diizenlenmis ve yorumlanmis bir bicimde okuyucuya
sunmaktir. Bu amagla elde edilen veriler, 6nce sistematik ve agik bir bigimde betimlenir. Daha sonra
yapilan betimlemeler aciklanir ve yorumlanir, neden-sonug iliskisi irdelenir ve birtakim sonuglara
ulasilir. Betimsel analiz dort asamadan olusur: 1-Betimsel analiz i¢in bir ¢ergeve olusturma, 2-Tematik
cerceveye gore verilerin islenmesi, 3-Bulgularin tanimlanmasi, 4- Bulgularin yorumlanmasi
(Yildirim ve Simgek, 2018, 5.239-240). Bu dogrultuda arastirmaci tarafindan yapilan kongre/seminer
kitaplarma iligkin incelemelerden elde edilen ve atdlyelerdeki siirece iliskin bilgilerin yer aldigi Word
ve Excel dokiimanlarinin araciligi ile elde edilen veriler, uzman destegi ile olusturulmus temalar ve
arastirma problemi baglaminda, MAXQUDA 2022 nitel veri analizi sistemi aracilig1 ile kodlanmis ve
diizenlenmistir. ilgili analiz sistemi kullamlirken arastirma problemine iliskin sorular dogrultusunda,
aragtirmaci tarafindan hazirlanan yabanci egitmen atdlye 6zet dokiimanlarinin igerigi; atdlyelerde
kullanilan yaratict drama teknikleri, yaratict dramanin amag¢ ve/veya arag, destekleyici vb. hangi
boyut ile ele alindigi, yaratict dramanin isinma/hazirlik, canlandirma ve degerlendirme/tartisma
asamalarmin bulunup bulunmadigi, yaratict dramanin Tiirkiye’deki uygulama sekli ve atdlye yapisi
ile benzesip benzesmedigi baglaminda detayl incelemeleri yapilmistir. Yine arastirmaci tarafindan
elle olusturulmus olan arastirma sorularia iligskin atdlye verilerinin yer aldig1 Excel tablo araciligi
ile ulasilan veriler sistem analizi ile karsilagtirilarak ayrica derlenmis, hata ayiklamasi yapilmistir.
Verilerden elde edilen bulgular, problem sorulari ile iligkilendirilmis, frekans degerli {izerinden
yorumlanarak raporlagtirilmistir,
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Arastirma ve Yayin Etigi

Bu aragtirma “Yiiksekogretim Kurumlar1 Bilimsel Arastirma ve Yayin Etigi Y onergesi’nde belirtilen
tim kurallara uyularak yapilmistir. S6z konusu yonergenin “Bilimsel Arastirma ve Yayin Etigine
Aykirt Eylemler” baslikli ikinci boliimiinde belirtilmis olan eylemlerin higbiri meydana gelmemistir.
Calisma, insan ya da hayvanlar {izerinde deneysel bir iglem icermemesi nedeniyle etik kurul izni
gerektirmemektedir.

Bulgular
Birinci Problem ve Alt Probleme iliskin Bulgular ve Yorumlar

Kongre/seminere katilan farkl iilke drama egitmen/liderleri atélye ¢alismalarinda agirlikli hangi
yaratici drama tekniklerinden faydalanmaktadir?

Tiirk Dil Kurumu (2022)’na gore teknik; bir sanat, bir bilim, bir meslek dalinda kullanilan
yontemlerin hepsi olarak tanimlanmistir. David Farmer, “Drama Yolu ile Ogrenme” adli kitabinda,
drama tekniklerini, drama uygulayicilar, tiyatro yonetmenleri, tiyatro egitimi sirketleri tarafindan
cesitli amaglar icin gelistirilen ve drama 6gretmenlerinin giinliik kullanim araglar1 olarak tanimlamigtir
(Farmer, 2011). Kitabinda, “Drama Stratejileri” boliimiinde 36 ayr1 teknigi bes ana baslik etrafinda
siniflandirmaya gitmistir. Bu bagliklar; 1- Rol Oynama Stratejileri, 2- Hikaye anlatim stratejileri,
3- Fiziksel Stratejiler, 4- Karar Verme Stratejileri ve 5- Dogaglama ve Canlandirma Stratejileri
basliklaridir (Farmer, 2011, s.15- 122). Jonothan Neelands ve Tony Goode tarafindan yazilan “Drama
Caligmalarinin Yapilandirilmasi-Tiyatro ve Dramaya Uygun Formlar El Kitab1” (Structuring Drama
Work-A Handbook of Available Forms in Theatre and Drama) isimli kitabinda yaratic1 drama ve
tiyatroda kullanilan teknikleri bir araya toplamistir. Kitabinda 73 ayr1 konvansiyonel teknigi, dort
ana baglikta simiflandirmaya giden yazarlarin olusturdugu bagliklar; 1-Baglam Olusturma Eylemi,
2-Anlat1 Eylemi, 3-Siirsel Eylem,4-Yansitma Eylemi olarak siniflamistir. Needlands ve Goode (2000,
s. 3-4) kitabin amacini, dogaclama bir atdlye caligmasi, bir metnin ve anlamlarin arastirilmasi veya
ogrenciler i¢in bir atdlye ¢alismasinin yapilandirilmasinda 6gretmenlere ve dgrencilere sunulan bazi
konvansiyonel yaklagimlarin ana hatlarini ¢izmek ve kullanicilarin tiyatro formu araciligiyla anlam
olusturmalarini, kesfetmelerini ve iletisim kurmalarini saglamak olarak ifade etmistir.

Baldwin, “Drama Yoluyla Okul Gelisimi” isimli kitabinin ikinci kisminda yer verdigi
“Drama Teknikleri ve Yaklasimlar1 i¢in Kiigiik Sozliik” isimli béliimde 43 ayr1 drama teknigi ve
aciklamalarina yer vermistir (Baldwin, 2019, s.138-162). Farkli kitaplardan teknikler ve igeriklerine
ait yapilan incelemelerde birbirine bezer adlar ve iceriklerle yer aldig1 goriildiigiinden, arastirmada
yer alan probleme ydnelik incelemede, Adigiizel’in “Egitimde Yaratict Drama” kitabinda, yazar
tarafindan derlenmis hali ile yer alan teknikler referans alinarak kodlamalar gergeklestirilmistir. Bu
baglamda; Uluslararasi Egitimde Yaratici Drama Seminer ve Kongrelerine farkli tilkelerden katilan
68 egitmen/lider tarafindan gergeklestirilmis altmig dort farklr atolye (bu egitmenlerden 8 tanesi iki
egitmen/liderli ortak atdlye gergeklestirmistir) incelenmistir. Yapilan incelemeler neticesinde elde
edilen egitmen/liderlerin atolyelerde siklikla kullandiklar1 teknikler Tablo 1 ile asagida 6zetlenmistir.
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Tablo 1 UEYDS/K ’lerinde Diizenlenen Farkli Ulke Egitmen/Lider Atélyelerinde Kullanilan
Teknikler

Dogaclama 53
Rol Oynama 46
Grup Dogaglama 42
Donuk Imge 26
Grup Heykelleri Tablo Olusturma 20
Rol Degistirme 12
Es Zamanli Dogaglama 12
Dramatizasyon 11
Akiskan Heykel 11
Ogretmen Rolde 8
Rol Icinde Yazma 6
Anlat1 Teknigi 5
Diisiince Izleme 5
Ritiieller-Seremoniler 5
Sicak Sandalye 5
Tekrar Canlandirma 5
Yaratict Drama Teknik Kullanimi1 Bulunmamaktadr. 5
Pantomim 4
Toplant1 Diizenleme 4
Bilin¢ Koridoru 4
Mekani Tanimlamak 3
Toplu Cizim 3
Roportaj-Sorgu-Goriisme 3

Ozel Miilkiyet- Yarim Kalmis Materyal,
Riiya Teknigi, Dedikodu Halkast, 2
Duvardaki Rol, I¢ Ses, Bas Ustii Konusmalari, Uzman Gériisii, Forum Tiyatro

Aradaki Bosluk, Geriye Doniig, Duvarlarin Kulaklar1 Var, Harita Ya Da Sema
Olusturma, Jeux Dramatiques, Manset Slogan, Rol Karti, Rol Koridoru, Yagam 1
Cemberi, Zaman Cizgisi

Elde edilen verilerde, egitmen/liderlerin atdlyelerinde kullandiklar1 tekniklerden;
dogaglama, rol oynama ve grup dogaclama tekniklerinin digerlerinden anlamli bir ¢ogunlukla
ayrildigr gortilmiistiir. Gergeklestirilen altmig dort atdlyenin elli iiglinde dogaglama, kirk altisinda
rol oynama ve kirk ikisin de ise grup dogaclama tekniklerine yer verildigi goriilmektedir. Bu
anlamda yaratict drama etkinliklerinin ge¢misten bugiine kullaniminda dogaglama ve rol oynama
tekniklerinin siirecin olmazsa olmaz parcalarindan oldugu séyleminin farkli tilkelerdeki kullanim
biciminde de ayni oldugu sdylenebilir. Yine yapilan atolyeler tarih sirasina gore incelendiginde ilk
atolyelerde Tirkiye’de yaratict dramanin 6gretimine yonelik bir odak igermesi nedeniyle kisitli bir
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teknik kullanimin bulundugu, daha ¢ok yaratici drama uygulamalarinin yap1 tasi olan dogaclama
ve rol oynama tekniklerinin mantigmin dgretilmesine énem verildigi goriilmektedir. i1k atdlyelerde
kullanilan teknik sayismin baslangicta iki (Atdlye Incelemeleri boliimii Dagmar Dérger atdlyesi)
olarak gerceklestigi goriiliirken, 30. Kongreye gelindiginde (Atdlye Incelmeleri Boliimii, Pamela
Bowell atolyesi) atolyelerde kullanilan teknik sayisinin 16 ‘ya kadar c¢iktigr gortilmektedir. Bu
anlamda teknik kullanimindaki artigin gerek diinya da gerekse Tiirkiye’deki yaratici drama kiiltiirtiniin
ve uygulaniginin zenginlesmesinin bir gostergesi oldugu sdylenebilir.

Kendilerine ait bir yaratici drama teknigi var midir?

Kongre/seminerlere katilan egitmen/liderin atdlye dokiimleri {izerinden yapilan incelemede,
atdlye egitmen/liderlerin kendilerine ait bir teknik kullanimi bulunmadig1 goriilmektedir. Ancak bu
degerlendirmenin, ¢alismaya konu olan UEYDS/K lere ait basili kitaplarda yer alan raporlardan
yola ¢ikilarak yapildigi, kitaplarda yer alan bilgilerde ceviri, editdr diizeltmesi, l¢ilincii kisilerin
tutugu raporlarin aktarimi sirasindaki veri diizeltme vb. islemler nedeniyle kayip ve/veya degisiklik
olabilecegi gercegi goz Oniinde tutulmalidir. Bu anlamda, incelenen egitmen/liderlerin kendi
gelistirdikleri teknikler olabilir ancak incelenen kitaplarda bahsi gegmediginden bulunmuyor olarak
degerlendirilmistir.

Atolye yonetme siirecleri nasildir? (Yonerge vermeleri, aciklama yapmalar: bakimindan)

Kongre/seminerlere katilan egitmen/liderin tamaminin gerceklestirdigi atolyelerde agik ve
anlagilir bir sekilde yonerge verildigi, gergeklestirilen etkinliklere ait yonergelerin agiklamalar ile
desteklendigi goriilmiistiir. Incelenen atélye raporlarinda egitmen/liderlerin katilimcilar ile etkilesim
icinde olduklar1 goriilmiigtiir. Yaratict drama Ogretiminin dgretimine yonelik olan atdlyelerde
ozellikle egitmen/liderlerin verdikleri yonergelere konu etkinliklerin ne amagla yapildigi, hangi yas
grubuna hitap ettigi, nasil ¢esitlendirilebilecegi gibi detay bilgileri paylastiklari siklikla goriilmiistiir.

ikinci Probleme iliskin Bulgular ve Yorumlar

UEYDS/K 'ne katilan farkly iilke drama egitmen/liderleri atélye yapilandirmalarinda uygulandikiar
siire¢ nasildr? Hazirlik/istnma, canlandirma, degerlendirme/tartisma sistemi uygulanmakta midir?
Tiirkiye 'de kullanilan atolye yapisi ile benzesmekte midir?

Yaratic1 drama atdlye uygulamalarinda farkl iilkelerden katilan egitmen/liderlerin nasil bir
siire¢ izledigini tespit edebilmek icin Oncelikle atdlyelere iliskin basili kitaplarda yer alan raporlar
teker teker okunarak Word dokiimam halinde &zetlenmistir. Ozetler genel olarak egitmen/lider
atolyelerinin kag¢ giin, kac saat ve ka¢ oturum olarak yapilandirildigi, oturumlarda kag¢ etkinlik
yapildig1 ve etkinliklerin igerikleri gbz Oniine alinarak ve arastirmanin problemine iligkin sorular
baglaminda gerceklestirilmistir. Ayrica 6zetleme siirecinde, basilt kongre/seminer kitaplarindan
okumalar yapilirken, arastirmaci tarafindan aragtirma problemine iliskin olusturulan kategoriler
baglaminda hazirlanmis Excel dokiimani tizerine es zamanli girisler yapilarak atolye bazinda okuma
giinliigii olusturulmustur. Arastirmada elde edilen verinin giivenilirligine iliskin farkli formatlarda
tutulan veriler, arastirmaci tarafindan ¢apraz karsilagtirmalar ve farkli zamanlarda yapilan tekrar
okumalar ile derlenmis ve hata diizeltmeleri yapilmistir. Diizeltmeler sonras1 veriler bilgisayar
tabanli veri analiz programi aracilig1 ile analiz edilmistir. Sonug¢lara iliskin bilgiler; Isinma/Hazirlik,
Canlandirma ve Degerlendirme/Tartisma basliklari altinda ayri ayri ele alinmistir. Elde edilen atdlye
yapilandirma sistemine iligkin nihai sonuglar Tablo 2’de 6zetlenmektedir.
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Tablo 2. UEYDS/K ne Katilan Farkli Ulke Egitmen/Lider Atdlyelerinde Kullanilan Yapilandirma
Sistemi Siklik Tablosu

Atolye Yapilandirma Sistemi Bulunuyor Kisith/Bulunmuyor
Isinma/Hazirlik Siireci 55 9
Canlandirma 53 11
Degerlendirme/Tartigma 32 32

Toplam Atdlye Sayist 64

Isinma/Hazirlik Siireci Bakimindan

Isinma/Hazirlik agsamasi bakimindan Tablo 2 ‘de yer alan frekans degerleri incelendiginde atdlyelerin
anlamli bir gogunlugunda “Isinma ve Hazirlik” asamasina yonelik ¢caligmalar yapildig1 goriilmektedir.
Egitmen/liderlerin atlye baslangiclarinda verdigi yonergeler dogrultusunda gerceklestirilen baslangic
etkinliklerinde, altmis dort atolyeden elli besinde bu etkinlilerin, bedensel 1sinmaya yonelik esneme,
egzersiz ve devinim caligmalari, grup uyumu ve giivene yonelik calismalar, tanisma ve iletisime
yonelik etkilesim ¢aligmalar1 ve/veya siiregte islenecek konuya yonelik zihinsel hazirlik ¢aligmalari
vb. olarak gerceklestigi goriilmistiir. Bu anlamda atdlyelerin geneli degerlendirildiginde egitmen/
liderlerin uyguladiklar1 ¢aligmalarin, oyun, egzersiz, zihinsel caligmalar gibi uygulama secenegi
olarak farklilagsa da temelde katilimcilarin siirece alistirilmasi, hazirlanmasina iliskin etkinlikleri
iceriyor oldugu goriilmektedir. Farkli basliklar altinda gergeklestirilen 1sinma /hazirlik ¢alismalarina
ait kimi egitmen/lider atdlye raporlarinda yer alan Isinma/Hazirlik siireci etkinlik 6rnekleri su
sekildedir;

“Giiven ¢alismalart ve birbirimizi tammayla baslayacagiz. Doga¢lama yapilabilmesi igin,
oncelikle insanlarin birbirine giivenmesi ve birbirini tanimasi gerekir... Tiim grup ayaga kalkar. El
ele tutusarak bir ¢ember yapilir. Karl Meyer: Taka tinka diye bir ritim ogretecegim...” (Bestepe,
2011, 5.94). “Dagmar Dérger, Miizik esliginde (Gipsy Kings; “Bamboleo”) dolasilir ve dans edilir.
Miizik durdugunda, séylenen sayi kadar gruplar olusturulup, ad ve dogum yeri séylenir. Ilk énce 5 er
kisilik gruplar olusturulur. Miizik ile dans edilmeye devam edilir” (San,2020, s.6).

“Lider (Roberta Sechhi) katilimcilarin oturmalarin séyler. Ayaklarini uzatarak elleri ile
ayak parmak uglarint tutmalarini ve esnemelerini ister...” (Arslan, 2015, s. 54).

“Egitmen (Anna Lena Ostern), katilimcilara el ele tutusmasini soyler: Iki elden tutulur, once
vavas gidilir, sonra grup hizlamr. Egitmen grubun en oniindedir. Herkes miizige uygun gitmeye
calisir” (Adigiizel, Canbazoglu, Kaf ve Saribag, 2021, 5. 321).

“Egitmen (Tom Willems) Bir sonraki etkinligimizde karsimizdaki kisi ile goz goze gelecegiz
ve biz ona, o bize dogru yiiriiyecek. Yer degistirecegiz. Yapacagimiz tek sey yiiriimek” (Adigiizel,

Kalay Ince ve Kelesoglu, 2021, 5.349).

Incelenen altmis dért atdlyenin dokuzunda ise Ismnma/Hazirhk asamasinin kisith ya da
bulunmadig1 goriilmektedir. Bu sekiz atdlyenin ikisinde de Isinma/Hazirlik asamasina yonelik hi¢bir
caligma bulunmamaktadir.
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Bu atolyelerden ilki, Pamela BOWELL’a ait 30.Uluslararas1 Egitimde Yaratict Drama
Kongresi, 2019, “Hayatta Kalanlar En Giigliiler Degil, Uyum Saglayabilenlerdir” konulu atélyesidir.
Egitmen/liderin katilmis diger kongre ve seminerlerde gergeklestirdigi atdlyelerde incelenmis olup,
4.ve 5. Seminerlerde ve 18. Kongre atolyeleri incelendiginde 1sinma/hazirlik siirecinin bu atdlyelerde
de yer almadig1 goriilmiistiir.

Isinma/Hazirlik asamasina yonelik hicbir ¢alisma bulunmayan bir diger atolye ise Sabine
STANGE’ye ait, 6.Uluslararas1 Egitimde Yaratict Drama Semineri, 1997, “Drama ve Maske”
konulu atdlyesidir. Atolyede maske yapimi agirlikli ¢calismalar gergeklestirilmis, siiregte dogrudan
maske yapimina gecilmistir. Geriye kalan 7 adet atdlyenin genel niteligine bakildiginda agirhikli
dans, devinim ve maske yapimina yonelik atolyeler oldugu, yaratici drama asamalarindan bagimsiz
sekillendigi gdze ¢arpmaktadir.

Isnma /Hazirlik siireclerini, atdlyelerin yaratict drama atdlyesi olarak nitelendirilmedigi
icin, olmadig1 goriisli ve/veya kisitli uygulamalar olarak degerlendirildigi atolyelere iligkin egitim/
lider adlari, seminer/kongre sira ve tarihi ile atdlye konularmin yer aldigi bilgiler Tablo 3’te
gosterilmektedir.

Tablo 3. Isinma/Hazirlik Asamasi Bulunmayan/Kisitl Degerlendirilen Atdlyeler

Egitmen/Lider Ad1 Seminer/Kongre Atolye Adi

Sayisi, Yili

Uwe KRIEGER 7, 1997 Maske Hazirlamak

Elise DEVLIEGER 22,2013 Modern Dans Teknigi ve Dogaglama

Tamas KORZENSKY 25,2015 Dans Evi

Roberta SECCHI 22,2013 Agirlik ve Kanatlardan Bir Beden

Rebecca MILEHAM 27,2017 Enerji Miizesi’nde Aktif Ogrenme Yoluyla Endiistriyel
Mirasin Yorumlanmasi

Friederike LAMPERT 25,2015 Cagdas Dansta Dogaclama ve Koreografik Yontemler

Sabina STANGE 6, 1997 Drama ve Maske

Pamela BOWELL 29,2019 Hayatta Kalanlar En Giigliiler Degil, Uyum
Saglayabilenlerdir

Matthew WARD 27,2017 Daha Genis Kiiltiirel Baglamda Tarihi Ogretmek

Canlandirma Siireci Bakimindan

Canlandirma agamasit bakimindan Tablo 2 ‘de yer alan bilgiler incelendiginde atdlyelerin
cogunlugunda “Canlandirma” agamasina yonelik ¢aligmalar yapildigi goriilmektedir. Arastirmanin
analiz sonuglarinin tabloya yansiyan frekans degerlerine bakildiginda egitmen/liderlerin altmis dort
atolyeden, elli liglinde canlandirma asamasina yonelik etkinlige yer verdigi goriilmiistiir. Bu anlamda
atolyelerin geneli degerlendirildiginde egitmen/liderlerin uyguladiklar1 ¢alismalarin ¢ogunlugunda
yaraticl dramanin olmazsa olmaz olarak nitelendirilen ve 6grenme eyleminin daha bir yogunlastig
siire¢ olan “Canlandirma” asamasina yer verdikleri soylenebilir. Farkli temalar altinda ve farkli
zamanlarda diizenlenen UEYDS/K kitaplarinda yer alan atdlyelerde farkli iilke egitmen/liderlerinin
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kullanilan teknikler, konu, katilimci sayisi, mekan gibi etkenleri farklilagsa da temel olarak
“Canlandirma” agamalarini yapilandirdiklart goriilmektedir. Farkli basliklar altinda gergeklestirilen
“Canlandirma” ¢alismalarina ait kimi egitmen/lider atdlye raporlarinda yer alan etkinlik 6rnekleri su
sekildedir;

Egitmen/lider (IOGNA), “Her gruptan bir kisi heykeltiras, digerleri kil olacak. Sizden
istedigim sey hayatimizda yasadiginiz bir yabancilasma aninin heykelini yapmaniz...” (Adigiizel,
2021 b, 5. 70).

Egitmen/lider (BALDWIN),”...Birazdan késelere gegecegiz ve ortacag miizikleri calmaya
baslayacak. Tek tek herkes donuk bir sekilde hareketinin baslangicini belirleyecek ve biz birazdan
aymi bu resimdekiler gibi bir resim olusturacagiz...” (Adigiizel, Kalay Ince ve Kelesoglu, 2021,
5.271).

Egitmen/lider (BOWELL) *...Binalar olarak sizler bu koyiin karar verme konusunda
stkintilar yasadigim diisiiniiyorsunuz. Bu binalar konusuyor olsalardi yanindan gegen koyliilere ne
derlerdi?” (Adigiizel, Kalay Ince ve Kelesoglu, 2021, 5.284).

Egitmen/lider (FARMER) “...Size verdigim bu dort bashiga uygun, dort ayri, sessiz, sozsiiz ve
hareketsiz olarak canlandirma hazirlaymn.” (Adigiizel, Basbug, Kelesoglu ve Ozdemir Simsek, 2021,
s5.160).

Geriye kalan on bir atdlyeden besinde arastirmaci tarafindan yapilan incelemede yaratici
dramada cok¢a 6nem verilen “Canlandirma” agamasina ait atolye siirecinde yer alan etkinliklerin
atolye geneline kiyasla diisiik olmasi nedeniyle, kisitli ve/veya az olarak nitelendirilmistir. Bu
atolyelerin iceriklerine bakildiginda; Renata BREITIG tarafindan diizenlenen, “Kiiltiirel, Tarihsel,
Kisisel Baglamda Zaman” konulu atdlye dort giin olarak diizenlenmis olmasina ragmen atdlye
stirecinde iki ve lgiincli giin yapilan caligmalarinda canlandirma etkinliklerine yer verilmedigi
gorilmektedir. Gunter MIERUCH tarafindan diizenlenen, “Devinim-Drama” konulu atdlye bes
giin olarak diizenlenmis olmasina ragmen atdlye siirecinde sadece ikinci giin yapilan ¢alismalarinda
canlandirma etkinliklerine yer verildigi goriilmektedir. Ulrike STOCKBURGER tarafindan
diizenlenen, “Siirdiiriilebilir Gelisim I¢in Tiyatro ve Egitim: Konusan Seyler-Ikinci Yasam” konulu
atolye dort giin olarak diizenlenmis olmasina ragmen atolye siirecinde son giin yapilan ¢alismalar
disinda canlandirma etkinliklerine yer verilmedigi goriilmektedir. Tarek ZBOUN tarafindan
diizenlenen, “I¢inizdeki Palyago” konulu atdlye ii¢ giin olarak diizenlenmis canlandirma etkinliklerine
yer verilmis olmakla birlikte atolye siirecinin agirlikli palyagoluk ve palyaco karakteri olusturmaya
yonelik, oyunculuk ve sahne merkezli ¢alismalardan olustugu goriilmektedir. Son olarak Vicky
CAVE & Jenny STAFF tarafindan diizenlenen, “Bes Yas ve Bes Yas Alt1 Cocuklar ve Aileler ile
Miizelerde Yaratici Oyun Calismalar1” konulu atélyede siirecin agirlikli tartisma ve malzeme, oyun/
etkinlik iiretim siirecinden olustugu goriilmektedir. Yine dort giin olarak diizenlenmis olan atdlye
siirecinde birinci ve tgilincii glin yapilan ¢alismalarda canlandirma etkinliklerine yer verilmedigi,
goriilmektedir. Bu atdlyelere iligskin 6zet bilgi Tablo 4 ‘de belirtilmistir.
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Tablo 4. Canlandirma Asamasi Kisith Olarak Degerlendirilen Atolyeler

Egitmen/Lider Ad1 Seminer/Kongre Atélye Ad1

Sayisi, Yil
Renata BREITIG 8,2001 Kiiltiirel, Tarihsel, Kisisel Baglamda Zaman
Gunter MIERUCH 9, 2003 Devinim-Drama
Ulrike 24,2014 Siirdiiriilebilir Gelisim I¢in Tiyatro ve Egitim: Konusan
STOCKBURGER Seyler-ikinci Yasam”
Tarek ZBOUN 25,2015 Icinizdeki Palyago
Vicky CAVE & 27,2017 Bes Yas ve Bes Yas Alt1 Cocuklar ve Aileler ile Miizelerde
Jenny STAFF Yaratic1 Oyun Caligmalar1”

Alt atdlye ise, yaratic1 drama egitimini destekleyen ve yaratict drama atlye siireglerinde kullanilan
dans, devinim, maske yapimi, oyun-fikir tiretme vb. konularin 6gretimine yonelik diizenlenmis
atolyeler olarak belirlenmistir. Bu atdlyeler yaratict dramanin temel asamalarini tagimadigi igin
“Yaratict Drama Atolyesine Yapisal Olarak Uygun Degildir” bashg altinda toplanmistir. Bu
atolyelere ait bilgiler Tablo 5’te dzetlenmistir.

Tablo 5. Dogrudan Yaratici Drama Atdlyesi Olarak Degerlendirilmeyen Atolyeler

Egitmen/Lider Ad1 Seminer/Kongre Atolye Adi

Sayisi, Yili
Uwe KRIEGER 7, 1997 Maske Hazirlamak
Elise DEVLIEGER 22,2013 Modern Dans Teknigi ve Dogaglama
Tamas KORZENSKY 25,2015 Dans Evi
Roberta SECCHI 22,2013 Agirlik ve Kanatlardan Bir Beden
Friederike LAMPERT 25,2015 Cagdas Dansta Dogaglama ve Koreografik Yontemler
Rebecca MILEHAM 27,2017 Enerji Miizesi’nde Aktif Ogrenme Yoluyla Endiistriyel

Mirasin Yorumlanmasi

Degerlendirme/Tartisma Siireci Bakimindan

Degerlendirme/tartisma asamasi bakimindan Tablo 2 ‘de yer alan bilgiler incelendiginde atdlyelerin
yarisinda, atdlyenin geneline ve siiregte verilmek istenen kazanimlara yonelik bir “Degerlendirme/
Tartisma” yapilmadigi goriilmektedir. Gergeklestirilen altmis dort egitmen atdlyesinden otuz ikisinde
genel degerlendirme/tartisma yapilirken, on dordiinde genel degerlendirme/tartigma agamasina
yer verilmedigi, on sekiz atdlyede ise sadece ara degerlendirme gerceklestirildigi tespit edilmistir.
Yine yapilan incelemelerde altmis dort atdlye igerisinde, genel degerlendirme/tartisma yapilan bes,
genel degerlendirme/tartisma siireci bulunmayan ti¢ atdlye de Tiirkiye’deki uygulamalarda yaratici
dramada kullanilmayan “Gosteri” kavramina yonelik hazirlik ve ¢alismalarin yapildigi goriilmiistiir.
Degerlendirme/Tartisma asamasi bakimindan degerlendirilen atolyelere iligskin 6zet bilgi Tablo 6 ‘da
belirtilmistir.
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Tablo 6. UEYDS/K ne Katilan Farkli Ulke Egitmen/Lider Atdlyeleri, Degerlendirme/Tartigma
Asamasi Siklik Tablosu

Degerlendirme/Tartiyma Boliimler
Genel Degerlendirme/Tartisma Siireci Bulunuyor 32

Genel Degerlendirme/Tartisma Siireci Bulunmuyor 14
Sadece Ara Degerlendirme Bulunuyor 18
Gosteri (Toplamdan Harig) 8
TOPLAM 64

Yapilan UEYDS/K kitap incelemelerinde farkli tema ve konu bagliklar1 altinda gerceklestirilen
atolyelerde “Degerlendirme/tartisma” ¢aligmalarina ait kimi egitmen/lider atdlyelerinde yer alan bazi
etkinlik o6rnekleri su sekildedir;

Egitmen/lider (JASKULSKA) *“...Simdi degerlendirme kismi var. Miizigin dili hakkinda da
konusabilirsiniz, genel olarak da degerlendirebilirsiniz. Birer tane kdgit alabilirsiniz. Liitfen bir ¢canta
¢izin. Bir valiz, el ¢cantasi olabilir. Ne isterseniz. Sizin i¢in bu atolyedeki onemli seyleri cantanin i¢ine

vazin. Bu atélyeden neler gotiiriiyorsunuz evinize? Bunu yazin liitfen” (Adigiizel, Basbug, Kelesoglu
ve Ozdemir Simgek, 2021, 5.257).

Egitmen/lider (DEVI) “...Egitmen elindeki kagit topu katilimcilara atar, degerlendirme
etkinligini bagslatir. Topu alan kisi atolye ile ilgili diisiincelerini, duygularim grupla paylasir.”
(Kwrkar ve Yilmaz, 2021, s.128).

Egitmen/lider (OSTERN) *“...Hangi an sizin i¢in onemliydi. Onu diigiiniin. Bugiin
yvaptiklarimizi gozden gecirin. Egitmen, katilimcilara yavasca kalkmasini séyler. Cember seklinde
oturulur ve yeniden kizimin verdigi kalp verilir. Herkes sirayla o kalbi eline alir ve fikrini séyler...”(
Adigiizel, Canbazoglu, Kaf ve Saribag, 2021, s. 333).

Isinma/Hazirlik, Canlandirma ve Degerlendirme/Tartisma bagliklar1 altinda ayri ayn ele
aliman sonuglar bir arada incelendiginde, UEYDS/K lerine farkli {ilkelerden katilan atélye egitmen/
liderlerinin uygulamalarinin biiyiik bir kisminda Isinma/Hazirlik ve Canlandirma asamalarina
yer verilirken, Degerlendirme/Tartisma asamasinin atolyelerde kullanim oraninin yari yariya
oldugu goriilmektedir. Incelenen kitaplarda altmis dért egitmen/lider atdlyesi incelenmis ve veri
kodlamasina dahil edilmis olmakla birlikte, bu egitmen/liderlerden yirmi biri, kongre/seminerlere
birden fazla katilmistir. Saglikli bir veri elde edebilmek adina, birden fazla katilan egitmenlerin tiim
atolyeleri ve atdlyelerde uyguladiklar: atélye yapilandirma sistemi biitiinciil olarak incelenmis ve
ortak bir sonug elde edilmeye ¢alisilmistir. Ayrica kimi atdlyeler 5 giine yayilarak gerceklestirilirken
kimi atdlyeler tek giinde gergeklestirilmistir. Atdlye incelmelerinde asamalar degerlendirilirken,
bir giinden uzun atdlyelerde; Isinma/Hazirllk ve Canlandirma asamalar1 zamana yayilarak
degerlendirilmis, atdlyelerdeki biitlinliik g6z 6niine alinmistir. Canlandirma siiregleri, bir giinden uzun
gerceklestirilen atolyelerde ilgili asamanin atolye genelinde gergeklesen etkinlik tabanl uygulama
siklig1 ve canlandirma etkinliklerinin yer almadigi giin olup olmadig1 gercekligi dikkate alinarak
degerlendirilmistir. Degerlendirme/Tartigma asamasina iliskin olarak ise bir giinden uzun olan
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atolyelerde giinlerden bagimsiz olarak son giin genel bir siire¢ degerlendirmesi yapilip yapilmadigi
kistas olarak tutulmustur. Sadece etkinlik bazinda degerlendirilen, katilimcilarin ise kosulmadigi,
egitmen/liderin yaptig1 ve agirlikli bilgi aktarimi, 6gretme amaci igeren didaktik degerlendirmeler
dikkate alinmamastir.

Atélye Yapist ve Atolye Yapilandirma Sistemi Bakimindan

Atolyeler, atolye yapist bakimindan benzerlik ve atdlye yapilandirma sistemi bakimindan benzerlik
olarak iki ayr kategoride ele alimmuistir. Atdlye yapilandirma sistemi olarak smiflandirilan atdlyeler,
Tiirkiye’de uygulanan genel yapi olan; 1- Isinma/Hazirlik, 2- Canlandirma, 3- Degerlendirme/
Tartisma uygulamalarini barindiran, biitiinliikli atdlyelerdir. Tirkiye’de uygulanan atdlyelerde konu,
grup, siire vb. baglamlarda zaman zaman farklilik olusmakla birlikte amag uygulanan sistematik ile
oturumlarin verimliligini arttirmaktir. Atolye yapilandirma sisteminde sirali bir stireg takibinden ziyade
asil 6nemli olan, oturumlarin mekaniklestirilmemesi ve 6grenmede dogal ve biitiinciil bir siirecin
desteklenmesidir. Farkli iilkelerden gelen egitmen atdlyeleri incelenirken bir baslangici, gelisimi ve
sonucu olan biitiinliiklii bir atdlye yapilandirma sisteminin uygulanip uygulanmadig1 géz oniinde
bulundurulmustur. Farkli iilke ve cografyalarda, farkli sistematik kullanimlarinin oldugu/olabilecegi
g6z oniinde bulundurulmalidir. Atdlye yapist bakimindan benzerlik tasidigi diisiiniilen atdlyeler ise
genel anlamda asamalardan bir veya birkagini takip etmis, etkinlik siralamalar atlye yapilandirma
sisteminden bagimsiz ama “var” olarak gerceklesmis atdlyelerdir. Bu atolyeler iclerinde genel olarak
isinma/hazirlik, canlandirma, ara ve/veya genel degerlendirme/tartisma asamalarini tasimalarina
ragmen kimilerinde canlandirma, kimilerinde 1sinma/hazirlik, kimilerinde ise degerlendirme/
tartisma asamalar1 yer almamistir. Bu anlamda genel olarak bakildiginda altmis dort egitmen/lider
atolyesinden yirmi yedisinde siireclerin Tiirkiye’deki atolye yapilandirma sistemi ile benzer 6zelikte
oldugu goriiliirken elli iki atdlye, atolye yapisi bakimindan benzer olarak belirlenmistir. Yine atolye
yapilandirma bakimindan otuz bir atolye, 1sinma/hazirlik, canlandirma ve degerlendirme/tartisma
asamalarindan bir ve/veya birka¢ini igermedigi i¢in atdlye yapilandirma sistemi bakimindan uygun
olmadig1 seklinde bulunurken, bu rakam atolye yapisi olarak incelendiginde alt1 olarak belirlenmistir.
Yaratic1 drama atdlyesi olarak hesaplanmayan alt1 atdlye, atdlye yapisi ve atdlye yapilandirma sistemi
uygunlugu icin hesaplamaya dahil edilmemistir. UEYDS/K’ne katilan farkli iilke egitmen/lider
atolyelerinin Tirkiye’deki atdlye yapist ve atdlye yapilandirma sistemi bakimindan uygunluguna
iliskin elde edilen veri 6zetleri, Tablo 7 ve Tablo 8 ‘da dzetlenmistir.

Tablo 7. UEYDS/K ne Katilan Farkli Ulke Egitmen/Lider Atdlyelerinin Tiirkiye’deki Sistem ile
Uygunlugunu Tablosu

Atolye Yapilandirma Sistemine Uygun Mu? Sikhik
Uygun Degil 31
Uygun 27
Yaratict Drama Atolyesine Yapisal Olarak Uygun Degildir. 6
TOPLAM 64

18



Uluslararas1 Egitimde Yaratict Drama Seminer ve Kongrelerinin Atdlye ve Egitmen Baglaminda Incelenmesi

Tablo 8. UEYDS/K ne Katilan Farkli Ulke Egitmen/Lider Atdlyelerinin Atdlye Yapis1 Benzerlik
Tablosu

Atolye Yapis1 Benzesiyor Mu? Sikhk
Benzesiyor 52
Benzesmiyor 6
Yaratic1 Drama Atdlyesine Yapisal Olarak Uygun Degildir. 6
TOPLAM 64

Bu bilgiler 1s181nda kongre/seminere katilan farkli iilke drama egitmen/liderlerinin atdlye
yapilandirmalarinda genel anlamda isinma/hazirlik, canlandirma, ara ve genel degerlendirme/
tartisma siireglerini barindirdig1 soyleyebilir. Ancak Tiirkiye’de uygulanan ve 1isinma/hazirlik ve/
veya oyun etkinlikleri ile baslayip canlandirmalar1 ise kosan, siire¢ sonunda katilimei diisiincelerini
merkeze koyan bir degerlendirme/tartisma siireci ile tamamlanan bir atdlye yapilandirma sisteminin
takip edilmedigi sdylenebilir.

Uciincii Probleme fliskin Bulgular ve Yorumlar

UEYDS/K 'nde gerceklestirilen atolyeler yaratici dramamin agwrliklt hangi boyutu iizerinden
gercgeklestivilmistir? Tiirkiye 'deki yaratict drama alamindaki atélye yapisimin gelisiminde nasil bir
etkisi olmugtur?

Yaratici Dramanin Boyutu Bakimindan

Yaratict drama gilinlimiizde yaygin olarak arag, amag¢ ve ayni zamanda sanatlar egitimi boyutu
olmak iizere ele alinmaktadir. Arastirma kapsaminda ele alinan atdlye incelemelerinde yaratici
drama ister amag, isterse ara¢ odaginda kullanilsin genel olarak sanat egitimi boyutu dolayli olarak
gerceklesmektedir.

Ustiindag (1996), Yaratict Dramanin Ug Boyutu isimli makalesinde yaratict dramay1
bir 6gretim yontemi, bir sanat egitimi araci ve bir disiplin olarak tanimlamistir. Adigiizel (2018),
Egitimde Yaratici Drama adli kitabinda, yaratici dramanin bir arag veya bir yontem olarak kullanim1
ve yaratict dramanin bir amag bir ders olarak kullanim1 basliklarinda yaratict dramanin boyutlarini
ele almis, yaratict dramay1 amag¢ ve ara¢c boyutu olmak lizere ele alinmistir. Temelde yapilan
siniflandirmalarda yaratict dramanin diger derslerde bir konuyu o6gretmede kullanilan bir arag
olmasinin yan sira kendine ait ¢calisma ile kendine ait yontem ve teknikleri biinyesinde barindiran,
diger disiplinlerden beslenen bir alan 6zelligine sahip olmasi bakimindan da kendi bagina bir disiplin
olarak degerlendirilmektedir. UEYDS/K’nde gergeklestirilen atdlyeler, yaratict dramanin boyutlar
bakimindan incelendiginde elde edilen verilerde, altmis dort atdlyeden elli besinin, yaratict dramanin
ara¢ boyutunda yapilandirilmistir. Yani gerceklestirilen atdlyelerde yaratici drama bir konunun
ogretiminde kullanilan bir ara¢ olarak yer almistir. Alt1 at6lye, dramanin amag (disiplin) boyutunda
yapilandirilmistir. Bu atolyeler agirlikli olarak UEYDS/K’nin diizenlenmeye basladigr ilk yillarda
gergeklestirilen, dogrudan yaratict dramanin Tiirkiye’deki yaratict drama alaninda ¢alismak isteyen
Ogretmen, akademisyen ve katilimcilara 6gretimine yonelik atdlyelerdir. Atolyelerin {igii ise temel
yaratict drama uygulamasi ile birlikte yaratici drama ile konu 6gretimi igerdiginden hem arag,
hem de amag olarak simiflandirilmistir. Egitmen/liderlerin atdlyelerinin yaratici dramanin boyutlart
bakimindan 6zetlendigi veriler Tablo 9’ da gdsterilmektedir.
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Tablo 9. UEYDS/K ne Katilan Egitmen/Liderlerin Atdlyeleri Yaratici Dramanin Boyutlar1 Ozet
Tablosu

Atolye Konusu Boliimler
Arag 55

Amag 6

Hem ara¢ hem amag 3

Toplam 64

Egitmen/liderlerin atdlyelerinin yaratici dramanm boyutlar1 bakimindan incelemesi
yapilirken, kongre/seminerlerin igerikleri ve temalari gz Oniline alinarak “Ara¢” boyutunun
siniflandirilmasi ii¢ alt baslikta ele alinmistir. Ara¢ boyutunda gercgeklestirilen atdlyelerin detay
dagilimini gdsteren 6zet bilgi Tablo 10°de gdsterilmektedir.

Tablo 10. UEYDS/K ne Katilan Farkli Ulke Egitmen/Liderlerin Atdlyeleri Yaratici Dramanin Arag
Boyutu Detay Tablosu

Atolye Konusu Arac¢ Boyutu Alt Bashklar Sikhik
Yaratict Drama Egitimi Destekleyen; Miize, Dans, Devinim, Ritim, Dogaglama, Oyunculuk 25
Gibi Konularin Calisilmast

Bir Konunun Yaratict Drama ile Yapilandirilarak Calisilmasi 25
Stiregsel Drama, Uzman Mantosu, Forum Tiyatrosu Benzeri Yaklagimlarin Caligilmast 5

1. Bir Konunun Yaratict Drama ile Yapilandirilarak Calisiimast

“Ara¢” boyutunda siniflandirilan elli bes atélyeden yirmi besi bir konunun yaratict drama
ile yapilandirilarak ¢alisilmasi olarak siniflandirilmistir. Bu baslik altinda yer alan at6lyeler, kongre
ve seminer temalart dogrultusunda, yapilandirilmig adalet, esitlik, siddet, toplumsal cinsiyet, go¢
ve miilteci sorunlari, 6gretici oyunlar, uyum ve adaptasyon gibi kavram ve konular1 yaratici drama
yontemi ile aktarmaya yonelik planlanmis atolyelerdir.

2. Yaratict Drama Egitimi Destekleyen,; Miize, Dans, Devinim, Ritim, Doga¢lama, Oyunculuk
Gibi Konularin Calisilmast

“Ara¢” boyutunda siniflandirilan elli bes atdlyeden yirmi besi yaratici drama egitimini
destekleyen, miize, dans, devinim, maske yapimi, ritim, dogaglama, oyunculuk gibi konularin
calisilmasi olarak smiflandirilmistir. Bu baglik altinda siniflandirilan atdlyeler, yaratici dramanin
beslendigi sanat dallariin atolye icerigine yedirildigi ve yine bu sanat dallarina ait kavram, yontem ve
tekniklerin yaratic1 dramadan yararlanilarak ve/veya yaratict dramanin i¢inde nasil kullanilacaginin
Ogretimine yonelik planlanmis atolyelerdir. Atolyelerin igerikleri maske yapimi, miizede yaratici
drama faaliyetleri, dans, devinim, ritim c¢aligmalari, temel oyunculuk ve sahne caligmalari,
dogaglama, rol oynama, karakter yaratma gibi yaratict drama egitiminde sik¢a yararlanilan hem
katilimc1 hem de egitmen/lider olarak bireylerde bulunmasi gereken donanimlarin 6gretimine yonelik
gerceklestirilmistir.
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3. Siire¢sel Drama, Uzman Mantosu, Forum Tiyatrosu Benzeri Yaklasimlarin Calisilmast

“Ara¢” boyutunda smiflandirilan elli bes atdlyeden besi ise yaklasim calismasi olarak
sintflandirilmigtir. Bu baslik altinda siniflandirilan atolyeler, yaratict drama atdlyelerinde kullanilan
kimi ozellikli tekniklerin yine yaratici drama araciligi ile Ogretilmesine yonelik gerceklesen
atolyelerdir. Bunlar; David DAVIS tarafindan gergeklestirilen “Uzman Mantosu Yaklasimi”,
Luciano IOGNA tarafindan gerceklestirilen “Forum Tiyatroya Giris “, Ines HONSEL tarafindan
gerceklestirilen “Anlat1 Tiyatrosu”, Hans Wolfgang NICKEL tarafindan gerceklestirilen “Anlati ve
Animasyon Tiyatrosu”, Helga FLOHR tarafindan gergeklestirilen “Jeux Dramatiques” atdlyelerdir.

Kongre ve seminer kitaplarmin incelemelerinde yaratici drama alaninda gergeklestirilen
caligmalarin agirlikli ara¢ boyutunda (elli besi) ¢alisildig1 sonucuna ulasilmakla birlikte bu atolye
detaylarinda bakildiginda 30 adet atdlyenin, yaratici drama egitimini destekleyen konular merkezinde
ve yaratict drama ile yakin temaslh yaklasim ¢alismalar1 olarak gergeklestirilen atdlyeler oldugu
goriilmektedir. Buanlami ile gerceklestirilen atolyelerin asil hedefinde yaratici dramanin Tiirkiye’deki
uygulayicilar tarafindan dogru bir sekilde kullanilmasina yoénelik yogun bir ¢aba oldugu sdylenebilir.
Uygulamalarim ilk yillarinda yaratict dramanin kavram olarak ne oldugunun tam olarak net olmadigi
bir Tiirkiye ortaminda, Tamer LEVENT 4. Uluslararas1 Egitimde Yaratict Drama Semineri’nin agilis
konugmasinda daha once gercgeklestirilen 1985,1987 ve 1989 tarihli seminerleri daha ¢ok dramanin
tanim1 ve Ozellikle egitimdeki islevi iizerine yogunlasan bir yapida tanimlamaktadir.

San’m 1993 tarihinde diizenlenen 5. Uluslararas1 Egitimde Yaratict Drama Semineri agilis
konusmasinda, egitim kurum ve kuruluslarinda ¢alisanlar, 6gretim elemanlari ve egitimcilere yaratici
dramanin genis bir sekilde tanitilmasini 1985 yilinda gergeklestirilen ilk seminer ile oldugundan
bahseder. Yine bu ilk seminerde “Egitimde drama nedir, bir yontem olarak hangi nitelik ve 6zellikleri
tasir? Nasil uygulanir?” gibi sorulara yanit verilmeye calisildigini soyler. ikinci ve iigiincii seminerleri
kavramin iyice oturtulmasi ve egitimde dramanin yagamsal dneminin vurgulanmasi olarak tanimlar.
Uciincii seminerden sonraki dénemi ise kuramsal bilgiye ulasmaya baslayan katilimcilarin
uygulamalarmi irdeleme, sorgulama ve dogrulama gereksinimlerinin ortaya ¢iktig1 dolayist ile
uzmanlasmaya baslanilan bir donem olarak ifade eder (San, 2020, s.2).

Sonug olarak 30 y1li askin siiredir gerceklestirilen atdlyeleri siniflayacak olursak; baslangigta
yaratici dramanin kavram olarak tanitilmasina yonelik amag(disiplin) boyutlu ¢alisildigi, 2000°1li
yillara gelindiginde kuramsal bilgiye ulasan katilime1 uygulamalarinin gegerliligi ve dogrulugunu
saglamaya yonelik, yaratici dramayi destekleyen alanlarda ve arag boyutu ile devam edildigi
goriilmektedir. Hem kavramsal, kuramsal hem de uygulama olarak gelisen yapinin 2010 ve sonrasinda
ise artik toplumsal cinsiyet esitligi, miilteci ve gd¢ sorunu, uyum, yabancilasma vb. 6zellikli ve hem
ulusal hem de uluslararasi odakli konularda gerceklestirilmeye evirildigi sonucuna ulasilabilir.

Tiirkiye’deki Yaratici Drama Alanindaki Atélye Yapisinin Gelisimine Etkisi Bakimindan

Incelenen kongre ve seminerlerde diizenlenen atdlyeler, Tiirkiye’deki atdlye yapisina etkisi
bakimindan ele alindiginda zamana yayilmis bir gelisim siireci goze carpmaktadir. Tiirkiye’de
uygulanan giiniimiiz yaratict drama uygulamalarmin gelisiminde, akademisyen Prof. Dr. Inci San ve
oyuncu, yazar, yonetmen Tamer Levent’in 1982 yilinda bir araya gelisi onemli bir milat sayilmaktadir.
Bu tarihten sonra sanat, egitim ve akademik g¢evreler is birligi icine girmis ve 1985 yilindaki ilk
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semineri organize etmislerdir. 1985 yilinda ve sonrast 1987,1989 ve 1991 yillarinda gerceklestirilen
seminer organizasyonlar1 sirasinda Ankara’da yer alan Goethe Enstitli (Alman Kiiltiir Dernegi)
ve British Council (ingiliz Kiiltiir Dernegi) destegi ile alan uzmanlar iilkemize davet edilmeye
baslanmistir. Davet edilen uzmanlar drama kavramimi uygulamali olarak katilimcilara aktarmaya
baslamasi ile birlikte atolye uygulamalarinin ilk sekillenmeleri de gergeklestirilmeye baglanmistir.

Adigiizel (2021a), 4. Uluslararas1 Egitimde Yaratic1 Drama Semineri kitab1 dnsoziinde soyle
demektedir; Bu kitap bir yoniiyle Tiirkiye’de egitimde dramanin gelisimi agisindan ayr1 bir 6neme
sahiptir. Seminerde yapilan atolyelerdeki etkinliklere dikkat edildiginde, bu etkinliklerin ¢ok temel
caligmalar oldugu goriiliir. Uzman drama egitmenlerinin etkinlikleri daha ayrintili incelendiginde
Tiirkiye’deki drama anlayisinin temel iskeletinin bu seminerlerde yapilan etkinliklerle olusturuldugu
rahatlikla goriilebilir.

Bu anlamda yapilan atdlye incelemelerinde elde edilen verilerden, baslangigta kurulan
Almanya ve Ingiltere Kiiltiir merkezleri is birligi ve bu iilkelerden davet edilen uzman uygulamalari
nedeniyle, Tirkiye’deki atdlye yapilarinin bu iilke ekollerinden yola ¢ikarak sekillenmeye bagladigi
sOylenebilir.

Okvuran (2014, s. 1722), “Dramada Siirdirebilirlik (Sustainability in Drama)” adli
makalesinde yaratici dramayr 6grenen katilimcilart 1980, 1990 ve 2000°li kusaklar olarak ele
almistir. Aragtirmasinda, 1980’ler kusagimin yaratici dramayi1 yabanci yayinlar ve etkilesimler
yoluyla, 1990’lar kusaginin yaratict dramay1 ulusal ve uluslararas: seminerler araciligryla, 2000°1i
yillarda ise yaratict dramay1 agirlikli olarak Cagdas Drama Dernegi tarafindan verilen drama
dersleri, Ankara Universitesi Yaratict Drama Toplulugunun ¢aligmalarindan ve tezli yiiksek lisans
programlarindan 6grenildiginden bahsetmektedir. Bu ¢alismada da goriilmektedir ki yapilan kongre
ve seminerlerdeki atolyeler ve bu atolyeleri gerceklestiren egitmen/liderlerin uygulama ydntemleri
bir kusagin Tiirkiye’deki yaratict drama anlayisini olusturmalarinda etkin bir rol oynamaistir.

Yine bu ilk seminer organizasyonlari ile birlikte iilkedeki akademik ¢aligmalarin gelisiminin
de ivme kazandig1 goriilmektedir. Ulusal tez veri tabanindan arastirildiginda; 1988 yilinda Tiilay
Ustiindag tarafindan yazilan “Dramatizasyon agirlikli ydntemin etkililigi” konulu yiiksek lisans, 1989
yilinda Songiil Aynal tarafindan yazilan “Dramatizasyon yonteminin yabanci dil 6gretimi iizerindeki
etkisi” konulu yiiksek lisans, 1990 yilinda Esra Omeroglu tarafindan yazilan “Anaokuluna giden
bes-alt1 yasindaki ¢ocuklarin sézel yaraticiliklariin gelisimine yaratict drama egitiminin etkisi”
konulu doktora, 1991 yilinda Aylin Kalkanci tarafindan yazilan “Dramatizasyon yonteminin okul
oncesi egitimde kullanimi” konulu yiiksek lisans vd. calismalarin seminerlerle paralel bir tarih
akisi ile ortaya ¢ikmaya basladigi géze ¢arpmaktadir. Bu anlamda da hem akademik hem de atolye
uygulamalarinin Tiirkiye’de bu seminerlerle birlikte yapilanmaya basladigi, seminerlere katilan
egitimci, akademisyen, 6gretmenlerin 6grendikleri bilgi ve uygulamalart kendi uzmanlik alanlari ile
birlestirmeye basladiklari, uygulamalar ve atolyeler diizenledikleri goriilmektedir.

Dérdiincii Probleme iliskin Bulgular ve Yorumlar

UEYDS/K’ ne katilan egitmen/liderler hangi iilkelerden gelmistir? Mezuniyet durumlari ve uzmanlik
/meslek alanlar1 nelerdir?
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1985 yilinda gergeklestirilen ilk seminer organizasyonu ve sonrasinda 1987,1989 ve 1991 yillarinda
gerceklestirilen seminer organizasyonlar1 sirasinda Ankara’da yer alan Goethe Enstitii (Alman
Kiiltiir Dernegi) ve British Council (ingiliz Kiiltiir Dernegi) destegi ile alan uzmanlar iilkemize
davet edilmeye baslanmistir. Bu nedenle incelenen seminer ve kongrelere katilan egitmen/liderlerin
katildig1 iilkeler bakimindan agirhkli Almanya ve Ingiltere iilkelerinden egitmenlerin katilimi
gerceklesmistir. Incelenen altmig dért atdlyenin yirmi besi Almanya, on {igii Ingiltere kokenli
egitmen/liderler tarafindan gerceklestirilmistir. Genel olarak davet edilen egitmen/liderlerin agirlikli
Avrupa kitasindan katilim gergeklestirildigi goriiliirken, bunun yan1 sira, Amerika, Kuzey Amerika,
Okyanusya ve Asya’dan katilimlarin da oldugu goriilmektedir. Egitmenlerin katildig: iilkelerin
agirhiklar Sekil 2°de gosterilmektedir.
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Sekil 2. UEYDS/K ’ne Katilan Farkl: Ulke Egitmen/Liderlerin Katildig1 Ulkeler

Egitmen/liderlerin uzmanlik alanlart incelendiginde agirlikli “Tiyatro Pedagogu” ve
“Yaratict Drama Egitmeni” bagliklar1 goze ¢arpmaktadir. Bu iki kavramdan Tiyatro Pedagogu
agirhiklt Almanya’da tercih edilen bir kavram iken Yaratict Drama Egitmeni, Drama Egitmeni/
Ogretmeni kavramu ise Ingiltere’de agirlikli kullanilmaktadir. incelenen 64 atdlyeyi gerceklestiren
egitmenlerden; 28’i “Tiyatro Pedagogu, Egitimcisi, Ogretmeni olarak tanimlanmistir. Kavramlar
farkli olmakla birlikte igerik bakimindan hemen hemen ayni meslek dali oldugu i¢in tek baslikta
kategorize edilmistir. Yirmi altis1 Yaratict Drama Egitmeni, Drama Egitmeni, Ogretmeni olarak
tanimlanmis yine farkli iilkelerde farkli isimlerle adlandirilsa da icerikte ayni olan kavram tek baslik
altinda ele alinmigtir. On ikisi Oyuncu, Aktris, Aktdr, Tiyatrocu olarak meslekleri ifade etmis sahne
sanatlar1 alaninda yer almasi nedeniyle TV- Tiyatro oyuncusu vb. ayrima gidilmeksizin tek baslikta
toplanmistir. On biri Yazar, on biri Dans/Hareket/ Beden Egitimcisi/Koreograf, onu Y&netmen/
Yapimci, besi Miize egitimcisi baglig1 altinda toplanmistir. Egitmen/liderlere ait tiim sayisal bilgilerin
Tablo 11°de belirtilmistir.
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Tablo 11. Egitmen/Liderlerin Uzmanlik Alani/Meslegi

Egitmen/Liderlerin Uzmanhk Alani/Meslegi Boéliimler Yiizde
Tiyatro Pedagogu/ Egitimcisi/Ogretmeni 28 21,05
Yaratici Drama Egitmeni/Drama Egitmeni, Ogretmeni 26 19,55
Oyuncu/Aktor/Aktris/Tiyatrocu 12 9,02
Yazar 11 8,27
Dans/Hareket/ Beden Egitimcisi/Koreograf 11 8,27
Diger Alanlar 11 8,27
Yonetmen/Yapimet 10 7,52
Miize Egitimcisi 5 3,76
Estetik/Sanat Egitim Ogretmeni 3 2,26
Oyun Pedagogu 3 2,26
Miizik Ogretmeni/Egitmeni 3 2,26
Kiiltiir Pedagogu 2 1,5
Ogretici Oyunlar Egitmeni 2 L5
Palyaco 2 1,5
Dramaturg 2 1,5
Plastik Sanatlar/Maske Sanatcisi 2 1,5
TOPLAM 133 100

Egitmen/liderlerin mezuniyet durumlart incelenen kongre/seminer kitaplarinda yer alan
0z gee¢mis ve internet veri tabanli yapilan arastirmalarda tespit edilerek yazilmistir. Altmis dort
egitmenden otuz altis1 Lisans, sekizi yiiksek lisans, yirmi dordii doktora ve iistii seviyede egitimini
tamamlamistir. Mezuniyet bilgilerine Sekil 3’te 6zetlenmistir.

Egitmen/Liderlerin Mezuniyet Durumu
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Sekil 3. Egitmen/Liderlerin Mezuniyet Durumu

Sonug¢ ve Oneriler

Yapilan arastirmada 1985 yilindan 2019 yilina kadar diizenlenmis olan UEYDS/K’ne farkli
tilkelerden katilan egitmen/liderlerin yiiriittiigti atolyelerin, basili kongre ve seminer kitaplarinda
yer alan raporlari iizerinden incelenmesi amaglanmistir. 1985-2019 yillar1 arast 30 adet kongre ve
seminer diizenlenmis olup, bu kongre ve seminerlere ait basili kitaplardan 23 adedine ulasilabilmistir.
Ulasilabilen basili 23 adet kitapta yer alan atdlye raporlari, arastirma problemine yonelik sorular
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iizerinden irdelenmis, bu dogrultuda elde edilen veriler lizerinden asagida siralanan problem basliklari
altindaki sonuglara ulagilmistir.

Birinci Problem ve Alt Problemlerine iliskin Sonuglar

Arastirmaya doniik ilk problem, seminer ve kongrelere katilan egitmen/liderlerin yiiriittiigii atolyelerde
agirlikli kullandiklart tekniklerin neler oldugu, kendilerine ait bir teknik kullanimi olup olmadigi ve
atolyede yonerge siireglerinin nasil olduguna iliskindir. Bu anlamda altmig dort farkli tilke egitmeninin
yiriittiigii yiiz sekiz atdlye incelenmis, birden ¢ok kere katilan egitmen/lider atdlyeleri ayiklanarak,
son gergeklestirdikleri atdlyeler referans alinarak analizler yapilmistir. Yapilan veri incelemelerinde
frekans degerleri temel alindiginda gerceklestirilen altmis dort atlyenin elli tigiinde dogaglama, kirk
altisinda rol oynama ve kirk ikisinde ise grup dogaclama tekniklerine yer verildigi goriilmektedir.
Bu anlamda egitmen/liderlerin atdlyelerinde yaratici dramanin ayrilmaz bir parcasi olan dogaglama
ve rol oynama tekniklerinin 6ne ¢iktigi goriilmektedir. Kongre/seminerlere katilan egitmen/liderin
katildiklar1 kongre ve seminerlerde kendilerine ait bir teknik kullanimi olup olmadigina iliskin
atdlye dokiimleri {izerinden yapilan incelemede anlamli bir sonug elde edilememistir. incelemelerde
atolyelerde egitmen/liderlerin kendilerine ait bir teknik kullaniminin belirtilmedigi goriilmektedir.
Yapilan at6lye rapor incelemelerinde farkli tilkelerden katilan egitmen/liderin tamaminin, atdlyelerin
yaratici drama atdlyesi ve/veya yaratici drama diginda gerceklestirilen atdlye olmasina bakilmaksizin
atolyelerde agik ve anlasilir bir sekilde yonerge verdigi, gergeklestirilen etkinliklere ait yonergelerin
aciklamalar ile desteklendigi goriilmiistiir. Ancak yapilan ¢alismada referans alinan atdlye raporlari,
liclincii kigiler tarafindan tutulmus raporlar olup c¢eviri kayiplari, editdr diizenlemeleri gibi
degisiklikleri icerebileceginden, egitmen/liderlerin atdlye yonetmelerine iliskin yorum genel bir
goriis olarak verilmektedir.

ikinci Probleme iliskin Sonuclar

Arastirmada ikinci problem olarak UEYDS/K’ne katilan farkl: iilke drama egitmen/liderleri atdlye
yapilandirmalarinda uygulandiklar siire¢ ve Tiirkiye’de kullanilan atélye yapisi ile benzesen yonleri
iizerinden incelemeler yapilmistir. Elde edilen bulgulardan yola ¢ikarak UEYDS/K’ne katilan
egitmen/liderlerin atdlye yapilandirmalarinda igerikleri birbirinden farkli olmakla birlikte bir 1sitnma
ve hazirlik siireci ve bunu takip eden bir canlandirma siirecinin genel olarak yer aldigi goriilmiistiir.
Atolye yapisinda Tiirkiye’den farkli olarak anlamli bir gogunlukla degerlendirmelere yer verilmedigi
ve/veya sadece ara degerlendirme sayilabilecek etkinliklerin gergeklestirildigi goriilmektedir. 29.
Kongrede atdlye yiiriitiiciisii olarak Polonya’dan katilan Mateusz Marciniak kongreye ait kitabin
kapanis konugmasi boliimiinde degerlendirme/tartisma agsamasina yonelik ...Kesfettigim diger
seylerden bir tanesi de aslinda normalde bu c¢aligsmalar1 Polonya’da yiiriitiirken, kendi grubumda
bu kadar degerlendirme kismi yapmadigimdi.” Seklinde bir konugsma gerceklestirmistir. Bu
anlami ile farkli {ilkelerden katilan egitmen/liderlerin atolyeleri yapit ve asama sistemi olarak
farkli iki baslikta ele alinmistir. Atdlyeler yap1 olarak 1sinma/hazirlik, canlandirma, ara ve genel
degerlendirme/tartigma asamasindan bir ya da birkagini barindiriyor olmasi goz Oniine alinarak
degerlendirilmistir. Bu haliyle 64 atdlyeden 52 adedinde Tiirkiye’deki atolye yapisi ile benzerlik
durumunun oldugu sonucuna varilmistir. incelenen atélyelerde her ne kadar igerik ve uygulanisi farkli
olanlar olsa da temelde siirece, bedensel ve/veya zihinsel hazirliga yonelik bir 1sinma asamasinin
yer aldigi goriilmektedir. Yine siirecte canlandirmalar yer verilmis olmasi, etkinlik bazinda ara
degerlendirmeler yapilmis olmasi bir arada diisliniildiiglinde yapisal olarak atdlyelerin benzestigi
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diistinlilmiistiir. Tiirkiye’deki yaratici drama yapisinin ge¢misten bugiine olusumuna yine bu seminer
ve kongrelerdeki atolyeler ve atdlyeleri yiiriiten egitmenler/liderlerin uzmanlik ve deneyimlerinin 6n
ayak oldugu diisiintildiigiinde atolye yapisindaki benzerlik olagan bir sonug olarak degerlendirilmistir.
Atolyelere “atdlye yapilandirma sistemi” bakimindan degerlendirildiginde ise 64 atdlyeden sadece
27 adedinin Tiirkiye’deki atdlyelerin asama sistemi ile Ortiisen bir yapida hesaplanmistir. Atdlye
yapilandirma sistemi olarak analizler yapilirken atdlyelerde, 1- Isinma/Hazirlik, 2- Canlandirma,
3- Degerlendirme/Tartisma asamalarinin, uygulamalarin tamaminda biitiinliiklii bir sekilde bulunup
bulunmadigina bakilmistir. Buradan hareketler Tiirkiye’de 1985 yilindan baglayan kongre/semineler
dizisinin Tirkiye’deki yaratict drama geleneginin olusumunda temel bir iskelet gorevi gordiigi,
alanda yetisen uzmanlar ile Tiirkiye’de uygulanan yaratic1 drama uygulamalarmin kendine has bir
sistem gelistirdigi sonucuna ulasilabilir.

Uciincii Probleme iliskin Sonuclar

Arastirmada ticlincii problem olarak UEYDS/K’nde gergeklestirilen atolyeler yaratict dramanin
agirlikli hangi boyutu lzerinden gerceklestirildigi ve Tirkiye’deki yaratict drama alanindaki
atolye yapisinin gelisiminde nasil bir etkisi oldugu {izerinden inceleme yapilmistir. Yapilan atolye
incelemelerinde UEYDS/K’nde gergeklestirilen atdlyeler boyut olarak ii¢ boliimde ele alinabilir.
Bunlardan ilki seminerlerin ilk yillarini kapsayan, gergeklestirilen atolyelerin agirlikli olarak yaratict
drama kavraminin ne oldugu ve nasil uygulandigina iligkin temel bilgileri vermeyi amagladig1 ve
yaraticidramauygulamalarinin temel asamalarinin 6gretimine yonelik kuramsal ¢alismalarin yapildigi,
yaratici dramanin amag boyutuna hizmet eden atdlye siiregleridir. ikinci olarak kuramsal bilgiyi edinen
katilimcilarin uygulamalart dogru olarak gerceklestirmesi ve yaratici drama egitimini destekleyen
dans, devinim, miize vb. konularda at6lye kurgulamalarini nasil ger¢eklestireceklerine iligskin bilgileri
iceren atOlyelerin yuriitiildigl, yaratict dramanin hem ara¢ hem de amag olarak kullanildig: atdlye
stirecleridir. Son olarak ise kuramsal ve destekleyici egitimlerin tamamlandigi, Tiirkiye’de oturmus
bir yaratici drama kavram catis1 altinda egitmen/liderlerin yaratic1 dramayi egitimde bir arag olarak
kendi uzmanlik alanlar1 ve toplumsal sorunlarla iliskilendirerek yiiriittiigii atolye siiregleridir. Bu
anlamda yapilan incelemelerde énemli bir ¢ogunlugun yaratic1 dramay1 ara¢ boyutunda ele aldig1
goriilmektedir. Ancak detaylarina bakildiginda Tiirkiye’de kavramin oturma siirecinde oldugu ve
bu elli bes atdlyeden otuzunun yaratici drama egitimini destekleyen konular merkezinde ve yaratict
drama ile yakin temasli yaklasim galismalari olarak gerceklestirilen atolyeler oldugu goriilmektedir.
Bu anlamu ile arag¢ olarak kullanilan atolyelerin, Tiirkiye’deki disiplinin olusmasinda yaptig1 etki
ile ayn1 zamanda amag olarak da degerlendirilebilecegi sonucuna varilabilir. Yine yapilan atdlye
caligmalarinin Tirkiye’deki atolye yapisina etkisi bakimindan incelemeler yapildiginda UEYDS/
K’ne katilan farkli iilke egitmenlerinin ve bu egitmenlerle Tiirk egitmenlerin yaptig1 tartigmalarin
ve degerlendirmelerin Tiirkiye’deki yaratic1 drama disiplinin ve sisteminin olusumunda temel bir rol
oynadig1 sonucuna varilabilir. 1980 6ncesi Tirkiye’de dramatizasyon ¢alismalar1 olarak okullarda
yer alan ve miisamereden oteye gitmeyen, tiyatro terimleri ile i¢ i¢e ge¢mis bir yapidan s6z edilirken
bugiin oturmus bir yaratict drama kavrami ve ¢aligma alan1 bulunmaktadir. Giiniimiizde kullanilan
Yaratic1 Drama uygulamalarima kadar gegen siirede bu seminer/kongrelerin, dolayist ile bu seminer
ve kongrelerde atdlyeler diizenleyerek kendi uzmanlik ve deneyimlerini Tirkiye’deki katilimcilara
aktaran egitmen/liderlerin etkisi yadsmmamaz bir gercekliktir. Bugiin Tiirkiye’de yaratici drama
alaninda kuramsal calismalar gerceklestiren akademisyen ve egitmen/liderlere bakildiginda Inci San,
Omer Adigiizel, Nami Eren Bestepe, Ayse Okvuran, Ayse Cakir {lhan, Ali Oztiirk, Naci Aslan, Tiilay
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Ustiindag, Tiilin Saglam ve diger bir¢ok arastirmacinin bu seminerlerin ilk katilimeilar1 oldugu goze
carpmaktadir. Dolayis1 ile 1985-2019 yillar1 arasinda gergeklestirilen kongre ve seminerlerdeki
farkli egitmen/liderlerinin atolye uygulamalar: Tiirkiye’deki yapinin gelisimine olumlu bir etki ettigi
sonucuna varilabilir.

Dérdiincii Probleme iliskin Sonuclar

Yapilan arastirmada, UEYDS/K’ ne katilan egitmen/liderler hangi iilkelerden geldigi ve mezuniyet
durumlart ile uzmanlk /meslek alanlari arastirilmistir. Incelenen kongre ve seminer kitaplarinda
yer alan egitmen/lider 6zge¢misleri ile internet veri tabani iizerinden yapilan arastirmalarda katilan
egitmen/liderlerin agirhikli Almanya ve Ingiltere’den katilim sagladig1, uzmanlik ve meslek alanlarmin
ise Tiyatro Pedagogu, Egitimcisi, Ogretmeni ve Yaratict Drama Egitmeni, Drama Egitmeni,
Ogretmeni meslek ve uzmanlik alanlarindan geldigi sonucuna varilmistir. Egitmen/liderlerin birden
cok meslek ve uzmanlik alanina sahip oldugu durumlar mevcuttur. Egitmen bazinda degil uzmanlik
bazinda frekans degerleri olusturulmustur. Egitmen/liderlerin uzmanlik alanlar1 incelendiginde
Tiyatro Pedagogu ve Yaratici Drama Egitmeni disinda, oyuncu, aktor, aktris, tiyatrocu, yonetmen/
yapimci, yazar, plastik sanatlar/maske sanatcisi, dramaturg, miizik 6gretmeni, oyun pedagogu,
estetik/sanat egitmeni, dans, hareket egitmeni, koreograf, miize egitimcisi, kiiltiir pedagogu, palyaco,
ogretici oyunlar egitmeni gibi alanlarda uzmanliklarinin oldugu goriilmistiir. Bu anlamda yaratici
drama egitiminin ayni zamanda bir giizel sanatlar ve estetik egitim oldugu, disiplinler arasi ¢alisildigi
gercekligine de ulasilabilecegi sOylenebilir.

Yapilan arastirmada 1985-2019 yillari arasinda diizenlenen UEYDS/K’lerine katilan farkli
iilke egitmen atdlyelerinin incelenmesi amaglanmustir. Ozellikli olarak farkl iilkelerden katilan
egitmen/liderlerin atdlye incelemelerinin yapilmasindaki temel amag farkli cografya ve kiiltiirlerde
yaratict drama uygulaniglarinin seminer ve kongreler baglaminda iilkemizdeki yaratict drama
kiiltiirine katkilarii incelemek olusturmustur. Calismanin ilk problemini olusturan kullanilan
yontem ve teknikler ile atolyelerdeki yonerge verislerine iliskin sonuglarda agirliklt olarak
dogaglama ve rol oynama teknikleri kullanilmaktadir. Bugiin alinyazinda yer alan calismalarda
da bir yaratic1 drama atdlyesinde 6grenmenin etkin gerceklesmesi, yaparak ve yasayarak 6grenme
yontemlerini igermektedir. Bu baglamda kullanilan ve katilimcilarin kendi yagantilarindan getirdikleri
deneyimleri isin igine kosarak gerceklestirdikleri rol oynama ve dogaglama etkinlikleri yaratici
dramanin baslangicindan bu zamana 6nemli bir rol oynamistir. Calisma ayni zamanda tekniklere
iligkin zamana yayilan bir cesitlilik ivmesini de gozler oniine sermistir. Baslangicta gerceklestirilen
seminerlerde drama kavraminin tanitilmasi ve kavramin yerlestirilmesi 6nem arz ettiginden, agirlikl
kuramsal ¢aligmalar yapildig1 dolayist ile teknik kullaniminin temel diizeyde ve sayica az oldugu
goriilmiistiir. Son kongrede gergeklesen atdlyeler incelendiginde ise gerek siireclerin gerek ise teknik
kullaniminin gelistigi goriilmektedir. Yillar icinde egitmen/liderlerin atdlyelerde 6grenmenin etkin
olarak gerceklesebilmesi, katilimcilarin ilgilerinin ve katilimlarinin artmasi gibi birgok nedenle farkli
teknik ve yontemler kullanmaya basladiklar1 goriillmektedir. Yine Tiirkiye’deki yapilandirma sistemi
ve atolye yapisi bakimindan yapilan incelemelerde de sonuglar dikkat ¢ekici olarak nitelendirilebilir.
1980 6ncesi Tiirkiye’de miisamere ve oyunlastirmalar diizeyinde yer alan ¢calismalarin, 6zellikle 1985
yilindan itibaren diizenlenen seminer ve kongreler sonrasi kendine yaratici drama baslig1 altinda
sistematik bir atdlye yapisi ve yapilandirmasi ile alanda kendine yer bulmaya basladig1 goriilmektedir.
Seminer ve kongreler ile birlikte farkli cografya, kiiltiir, meslek ve uzmanlik alanlarindan gelen
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egitmen/liderlerin kendi iilkelerinde uyguladiklari yapiyr Tiirkiye’de diizenlenen seminer ve
kongreler araciligi ile katilimeilarla paylastigi goriilmektedir. Bu paylasimlarin, zaman igerisinde
donemin katilimcilari, giiniimiiziin yaratic1 drama alaninda hem kuramsal hem uygulayici diizeyinde
caligan kisilerce kendi deneyim ve uzmanlik alanlari ile birlestirilerek yeni kusaklara aktarildigi ve
bu anlamda Tiirkiye’de yaratict drama yap1 ve yapilandirma sistematiginin ilk uygulanis seklinden
farklilasarak ve gelistirilerek uygulandig1 gortilmektedir. Bu anlamda farkli cografyalardan gelen
egitmen/liderlerin Tiirkiye’deki yapinin gelisiminde rolii yadsinamaz. Ancak bu gelisimden, farkli
iilkelerden katilan egitmen/liderlerin atdlyelerinin oldugu gibi kopyalandigi, salt taklitgilikten olusan
bir yapilanma anlagilmamalidir. Yapilan incelemeler gostermistir ki Tiirkiye’deki yap1 seminer ve
kongrede yer alan egitmen atolyeleri ile ortak noktalar igermekle birlikte 6zellikle Degerlendirme/
Tartisma asamast bakimindan farklilagmaktadir. Bu baglamda Tiirkiye’de olusan yaratict drama
kiltiiriintin salt bir kopyaciliktan ibaret olmadigi, kendine has atdlye yapist ve yapilandirma
sistematigini gelistirmis bir alan oldugu sonucuna varilmistir. Burada belirtilmesi gereken 6nemli
bir nokta da gelistirilen agamaliliga dayali atdlye yapisinin zorunlu bir yap1 olmayip, temel olanin
atolyenin biitiinliiglinlin saglanmasidir. Bu yap1 yol gosterici niteliktedir. Bu baglamda, bir atolye
tasarlanirken, atolyenin konusu, katilimei 6zellikleri, atdlyenin siiresi, egitmenin yaklasimi vb.
faktdrler gbz 6niinde bulundurularak agamali yapidan yararlanilarak atlyenin biitiinliigii saglanmaya
caligilir. Seminer ve kongrelere tarihsel olarak bakildiginda; 1985-2008 yillart arasi diizenlenen
ilk 12 bulusmanin egitmen/liderlerin yaratici drama ile ilgili bilgi ve deneyimlerinin aktarimini
yaptig1, yaratict dramanin Tiirkiye’de bilinirliginin artirilmasia yonelik kaygilar tagiyan, kuramsal
bilginin de ele alindig1 bir nitelikte olduklar1 goze ¢arpmaktadir. 2008 Kasim ayinda diizenlenen
13. bulusma “Tiyatro Kongresi” ad1 altinda diizenlenmistir. Bashiginda yer alan “Kongre” kavrami
ile birlikte artik Tiirkiye’de seminer olarak baslayan bulugmalar bu tarihten itibaren, daha bilimsel
olarak ele alinan alanda kuramsal ¢aligmalar yapan bireylerin, aragtirma sonuglarinin paylasimi olan
bildirilerine de yer verilen daha genis kapsamli bir organizasyona doniismiistiir. Yine bu kongre
ile birlikte Cagdas Drama Dernegi onursal bagkanligi, yaratici dramanin diinyaca taninan egitmen/
liderlerinden, Dorothy Heathcote’a verilmistir. Dorothy Heathcote gerek alandaki konumu gerek
ise birikimi ile yaratici drama alaninin énemli onciilerinden olmustur. Bu baglamda Tiirkiye’de
diizenlenen seminer ve kongreler, katilimeilarin farkl {ilkelerden gelen nitelikli egitmenler/liderler
ile bulugmalaria aracilik etmis olmasi, bu egitmen/liderlerin seminer ve kongre sonrasi yapmis
oldugu bildiriler ve sunumlar1 igeriyor olmasi nedeniyle tasidigi gérev bakimindan da olduke¢a
onemlidir. Yaratici dramanin alanda kavramin dgretilmesinden, kavramin 6ziine doniik ¢aligmalara,
disiplinler arasi kurulan baglardan, toplumsal konulara kadar olduke¢a ¢esitli konu basliklarinda
diizenlenen seminerler bir yoniiyle Tiirkiye’deki alan ve alan ¢alismalarina katki saglarken bir
yoniiyle de Tiirkiye’nin diinyada yaratict drama alani i¢inde kendine yer bulmasini da saglamistir.
1990 yilinda kurulan ve bu tarihten itibaren seminer ve kongrelerin diizenlenmesi gorevini lstlenen
Cagdas Drama Dernegi’nin, Almanya, Oyun ve Tiyatro Pedagojisi Ust Birligi (BAG Spiel and
Theatre), IDEA (International Drama/Theatre and Education Association — Uluslararasi Drama/
Tiyatro ve Egitim Dernegi) ve EDERED (European Drama Encounters) adli kurumlara tiyelikleri
diinyada sz sahibi olundugunun adeta kanit1 niteligindedir. Seminer ve kongrelerdeki farkli tilke
egitmen/liderlerinin atdlyeleri kapsaminda yapilan ¢alisma egitmen/liderlerin meslek ve uzmanliklari
bakimindan da incelenmistir. Bu egitmen/liderlerin biiyiik ¢ogunlugu Tiyatro ve Yaratict Drama
Ogretmeni/egitmeni olmakla birlikte aktdr, aktris, yonetmen, yapimci, yazar, sanat egitimcisi,
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dans ve beden egitmeni gibi sanatin bir¢ok alanindan gelen egitmen/liderlerin meslekleri yaratici
dramanin bir sanat egitimi alanm oldugu ve disiplinler arasi ¢alistig1 gergekligini de bir kez daha
gozler Oniine sermistir. Bu sonuglardan hareketle; Tiirkiye’de 1985 yilindan bu yana diizenlenmekte
olan Uluslararas1 Egitimde Yaratict Drama seminer ve kongreleri ve bu kongre/seminerlere katilan
farkl iilke egitmen/liderlerinin atdlyelerinin, Tirkiye’deki yaratict drama disiplinin olusumunda
biiyiik bir katki sundugu soylenebilir.

Oneriler

Arastirma kapsaminda temelde UEYDS/K’ne katilan yabanci egitmen/lider atdlyeleri incelenmis ve
arastirma sorulart dogrultusunda sonuglar ortaya konmustur. Bu sonuglardan yola ¢ikarak; yaratici
drama alaninda c¢alisan egitmen/lider, 6gretmenler, arastirmacilar, bireysel ilgi duyan bireyler ile
kongre/seminerleri diizenleyen kurum/kuruluslara ve is birligi gerceklestiren kurumlara yonelik
Oneriler;

» Egitimde yaratici dramanin tarihsel gelisiminde, Tiirkiye’de diizenlenen ulusal ve
uluslararasi kongre ve seminerlerin 6nemi ve etkisi tizerine bir ¢alisma yiiriitiilebilir.

« UEYDS/K’lerinde yer alan Tiirk egitmenlerinin atdlyeleri {izerinden incelemeler
gerceklestirilebilir.

* UEYDS/K’ne katilan ilk katilimcilar ve son katilimcilarin deneyimlerinden yola ¢ikarak
karsilastirmali calismalar gerceklestirilebilir.

* Cagdas Drama Dernegi tarafindan diizenlenen UEYDS/K’leri sonrasi, kongreye iliskin
bildiri sunumu yer alabilir.
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Introduction

Since the inception of human existence, there has been a profound and enduring curiosity concerning
the environment and the world. It is evident that human communities, within the known life
environment, have systematically responded to this innate curiosity. The emergence of knowledge
and sciences can be observed as a natural consequence of the imperative to comprehend and interpret
the intricacies of the societal fabric. In the contemporary era, knowledge undeniably stands as the
paramount instrument for the advancement of societies. The rapid advancements in science and
technology are effecting a profound transformation in societies and contemporary humanity. In this
context, the shift in culture and, consequently, the evolution of knowledge are gaining momentum. The
knowledge that undergoes this evolutionary process also serves to categorize societies, perpetuating
a continuum that commenced with primitive societies and persists today under the nomenclature of
the “information society.” Within information societies, characterized by an escalating rationality
accompanying modernization, it is discernible that social communication among individuals is
actualized through collective activities fostering the transfer of knowledge and experience. The
shared engagement in these activities contributes significantly to fostering harmony and facilitating
development across societies, cultures, nations, and academic disciplines.

Our nation and the global community are presently navigating a phase characterized by swift
transformations propelled by social advancements and technological innovations. To effectively
address the imperatives of this era, there exists a critical need to enhance the caliber of education
and knowledge on both national and international fronts. This entails the cultivation of individuals
endowed with independent and creative thinking abilities, the perpetuation and practical application
of acquired knowledge, and the ongoing development of diverse educational approaches and
disciplines designed to fulfill these objectives.

Upon examining the topics San (2018) explored in his work “Creative Drama and Museum,”
it becomes evident that Creative Drama serves as a methodological tool in educational processes,
both directly and indirectly, both in our nation and globally. Simultaneously, it has established a niche
within arts education, assuming the role of a distinct discipline with its own purpose and significance.

Looking at the history of creative drama, it can be seen that it did not emerge suddenly
but had a continuous development process. From the 19th century onwards, it can be seen that the
examples of creative drama, which were not conceptualized at the beginning but were applied, began
to show their traces in different countries, at intersecting dates, either under the name of the play or
with applications such as dramatizations, and information about this development process can be
confirmed from written sources today. Examples of these written sources are Harriet Finlay Johnson’s
“Dramatic Teaching Method” dated 1912 in Britain, Henry Caldwell Cook’s “The Way of Play” dated
1917, Peter Slade’s “Drama with Children” dated 1954, and Brain Way’s “Development through
Drama” dated 1967. Apart from this, Winifred Ward’s books “Creative Drama” in 1930, “Theater for
Children” in 1939, “Creating Plays for Children” in 1947, “Creating Plays with Children” in 1947,
“Stories for Dramatizing” in 1952 are other studies conducted in our country (Adigiizel, 2018).

Considering the history of the development of creative drama in Turkey, Adigiizel (2018,
p.7) argues that the recent history of creative drama in education in Turkey should be analyzed before
and after the 1980s. The reason for this is that the first meeting of Inci San and Tamer Levent, two
pioneers in the field of creative drama in Turkey, took place in 1982, and the existence of creative
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drama understanding in its present meaning has been felt since this date. Although 1982 is taken
as a milestone in the history of creative drama in Turkey, it is seen that in the pre-1980 period, the
concept of “Dramatization” was included in the National Education programs, and studies were
carried out as a preface to today’s concept of creative drama. Selahattin Coruh’s book “Dramatization
in Schools,” published in 1950, can be an example of these studies. In his book, Coruh includes
chapters such as the introduction of dramatization to schools, Children and Dramatic Activities,
Teaching Principles and Dramatization, The Role of Dramatization in School-Family Cooperation,
Dramatic Performances, Theatre, Puppets, Karagéz, Radio Representations. It is the first book in
Turkey to emphasize dramatization other than theatre and to give examples of direct applications for
teachers (Adigiizel, 2008, p.12).

While the concept of creative drama was introduced in Turkey before 1980 with the concepts
of musamere, theater plays, representations, and dramatization, the post-1980 period witnessed a
process in which developments in the field of creative drama accelerated. The seminars, which
contributed greatly to the formation of creative drama culture and the first of which was organized in
1985 under the name of “1st International Seminar on Dramatization in Education”, are the first step
of this acceleration. 1985 is remembered as the year that began publicizing the contemporary use of
creative drama in Turkey. The seminar, held for the first time in Ankara between April 29 and May
3, 1985, aimed to provide general information about the contemporary meaning of creative drama in
education, which differs from the known concept of dramatization. This seminar was very successful
in creating the first impressions about the use of improvisation in arts education and general education.
Workshops, conferences, and open sessions were held during the five-day seminar (Adigiizel, 2018,
p-233). In 1987 and 1989, the second and third seminars were organized, and as a usual result of these
seminars, not only theoretical knowledge was shared, but also practical experiences were exchanged;
these seminars paved the way for creative drama to be recognized by a wider audience in Turkey.
The Contemporary Drama Association, established in 1990 with the main objectives of introducing
and disseminating creative drama and including it in education programs as a teaching method, has
played an important role in making the seminars traditional. The seminar series, which played a
major role in the spread of creative drama culture in our country, was organized every two years from
1985 to 2008. Since 2008, the seminar definition has been replaced by a twice-yearly congress titled
“International Congress of Creative Drama in Education.” Since 2014, it continues to be organized
once a year. Starting in 1985, seminars have been organized in many cities of our country under
various titles, and in 2019, it signed its 30th Congress.

Seminars / Congresses and Studies on Creative Drama in International Education

The starting point of the International Seminars on Creative Drama in Education, the first of which
was held in 1985, was the public recognition, dissemination, and effectiveness of creative drama as a
teaching method in education. San (2020, p.2), in his opening speech of the 5th International Seminar
on Creative Drama in Education, mentions that the first seminar, which was held between April 29-
May 3, 1985, enabled the introduction of creative drama studies carried out until then to lecturers,
educators in institutions and organizations, and that answers to questions about the concept of Drama
in Education were sought. In the same speech, he stated that the second and third seminars helped the
concept to become well-established and that various applications and inquiries began to be made as a
method in education.
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It is indicated that the specialization that came with the seminars led to the need for
dissemination, and in line with this need, the Contemporary Drama Association was founded in 1990.
Considering the process from the first seminar to the present day, it is seen that the series of seminars,
or congresses as they are called today, initially started with the aim of introducing and disseminating
the concept, and today, they continue under the leadership of the Contemporary Drama Association
in order to contribute to the development of the field by sharing experiences related to creative drama
and following social events and developments.

Adigiizel mentions that although the first one started in 1985 with the support of the German
Cultural Center under the name of “1st International Seminar on Dramatization in Education”, it was
written as “Drama in Education Congress” in the seminar program. In this sense, he stated that drama
meetings have been a congress since the beginning, and since 2008, they have been organized under
the name of “Congress” (Adigiizel, Kuyumcu, & Aykanat Ozcan, 2021, p. iv).

According to the Turkish Language Association (2021), a seminar is “A meeting organized
under the direction of several officials to provide information on a subject and to discuss this
information.” Congress is “A meeting held with the participation of administrators, ambassadors,
delegates from various countries.” The first twelve meetings organized between 1985 and 2008
were mainly seminars consisting of workshops, conferences, and panels where experts shared their
knowledge and experiences about creative drama and evolved into congresses. The 13th meeting
held in November 2008 was organized under the “Theater Congress” name. Since then, the 18, and
students from Turkey and abroad have participated in the seminars and congresses. meetings held
between 2008 and 2019 have turned into a more comprehensive organization that includes not only
workshops, conferences, and invited speakers but also abstracts of abstracts, which are the sharing of
research results of individuals conducting academic studies in the field. Organized for the first time
in 1985, the International Seminars and Congresses on Creative Drama in Education have been held
in twelve different cities, including Adana, Ankara, Antalya, Bursa, Eskisehir, Hatay, Istanbul, Izmir,
Kocaeli, Mugla, Sanliurfa and Trabzon. Many creative drama trainers/leaders, artists, educators.

Themes and Development of Seminars/Congresses by Year

The first four seminars held in 1985, 1987, 1989, and 1991 aimed to introduce creative drama and to
promote and adopt the concept among institutions, organizations, and individuals. The fifth seminar in
1993 was titled “Drama and Teaching Knowledge,” the fifteenth Congress in 2009 was titled “Drama
in Life - From Drama to Life,” and the twenty-fourth Congress in 2014 was titled “Method Drama,
Lesson Drama.” These congresses and seminars included workshops and panels on creative drama as
a teaching method in education and a discipline in its own right.

The sixth seminar in 1995 was titled “Drama, Mask, Museum,” the seventh seminar in 1997
was titled “Drama, Instructive Play, Mask,” the fourteenth Congress in 2009 was titled “Drama in
Early Childhood Education,” the twenty-second Congress in 2013 was titled “Drama, Dance, Motion
as a Means of Expression,” the twenty-fifth Congress in 2016 was titled “Dance and Creative Drama,”
and the twenty-seventh Congress in 2017 was titled “Living Museum.” These titles reveal that creative
drama is an art form, a field of arts education, and an interdisciplinary one.

The eighth seminar in 2001 was titled “Processual Drama, Theater Sport and Time in Drama,”
the ninth seminar in 2003 was titled “Forum Theater, Motion, Drama,” the thirteenth Congress in
2008 was titled “Theater Congress,” the sixteenth Congress in 2010 was titled “Bertolt Brecht and
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Educational Games,” and the twenty-first Congress in 2012 was titled “Rituals and Creative Drama.”
These congresses were discussed in the relationship between creative drama and theater.

The tenth seminar in 2005 was “Creative Drama in Intercultural Interaction,” the eleventh
seminar in 2007 was “Yesterday, Today, Tomorrow,” the twelfth Congress in 2008 was “Mosaic”
expert mantle approach and improvisation, the seventeenth Congress in 2010 was “Social Awareness
and Rights Education,” the eighteenth Congress in 2011 was “Differences, Awareness,” The nineteenth
Congress held in 2011 was titled “Awareness of Urbanity,” the twenty-third Congress held in 2013 was
titled “Being a Woman,” the twenty-sixth Congress held in 2016 was titled “Gender and Violence,” the
twenty-eighth Congress held in 2017 was titled “Circle for a Fair World,” the twenty-ninth Congress
held in 2018 was titled “Comers” and finally the thirtieth Congress held in 2019 was titled “Harmony
and Adaptation.” These congresses addressed social and universal questions and problems through
creative drama. Seminar/Congress themes according to years are shown in Figure 1.

Themes of Seminars/Congresses by Year

3 M Social and Universal Issues
a4

m Method and Discipline
3 Dimension of Creative Drama
) Relationships with Art Forms

and Other Disciplines

1 Theater and Creative Drama
0 I I I W Other

1985-2000 2001-2010 2011-2019

Figure 1. Theme distribution of ICDES/C by years

According to Adigiizel (2018, p.101), creative drama, which currently finds its place
as a discipline under the umbrella of fine arts education in our country, is a different field of art
and education with its own components and elements. In the most general sense, creative drama
in education is to act out any subject by using techniques such as improvisation and role-playing
with a group based on the knowledge and experiences of group members. Based on the accepted
definition of creative drama today, the components of creative drama are defined under four headings:
creative drama trainer/leader, subject-theme, group/participants and their experiences, and working
environment-space. Undoubtedly, the trainer/leader position among these components is important
in initiating the creative drama process, guiding the participants, and helping the process be realized
most efficiently. Within group work, individuals acting out and making sense of an experience or
event by including their own experiences in their actions emerges and is determined by the goals
and methods of the creative drama instructor. For this reason, the instructor is a person who knows
creative drama and play techniques well, is open and willing to communication, can benefit from
theater techniques when necessary, has creative and sufficient play knowledge, is a member of
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the group at the same time, participatory, reassuring, natural, spontaneous, and able to analyze
(Adigiizel, 2018, p.103). Okvuran, in her study titled “Competencies of Drama Teachers,” states that
the competencies of the drama teacher can be multiplied and developed. It is clear that it is not easy
to have these competencies. However, competencies-skills can be provided through the need, desire,
cooperation, and support of the individual, education system, and society. This requires the right
drama awareness and knowledge (Okvuran, 2003, pp.82-87). Accordingly, for correct creative drama
awareness and knowledge, we can count the characteristics that a creative drama trainer/leader should
have as a person who has developed communication skills, has high observation and analysis skills,
has theoretical and technical knowledge in the field of creative drama, has the ability to establish
interdisciplinary connections and can follow current developments in the field. The characteristics
of the creative drama trainer/leader and how they manage, plan, and implement the workshops are
among the factors that directly affect the group dynamics and the learning process. The research,
congresses, and seminars to be attended, national and international publications to be followed by
the trainer/leader for workshop practices, and his/her own professional development will contribute
to the development of creative drama. From this point of view, it can be concluded that the trainer/
leader is a very important component of the concept of creative drama and planning and developing
the process. San (2018, p.130) states that there are three areas that a drama trainer/leader should not
overlook. These areas are the artistic, theoretical (epistemic), and didactic fields. He also mentions
that a drama leader should be able to develop and carry out interdisciplinary projects based on
research and establish relationships between various courses, organize workshops and conduct them
in free time, connect with local cultural organizations, work in different socio-cultural environments,
and collaborate.

Therefore, it is thought that seeing how creative drama is perceived and interpreted by
practitioners, trainers/leaders living in different countries will be very meaningful in terms of
perceiving the learning processes that are developing simultaneously with our country in the world
and how these processes are handled, contributing to the development of a field and witnessing the
developments in the field. In this respect, this study aims to examine the emergence and development
of'a discipline and its reflection in different geographies. The starting point of the research problem is
the “International Seminars and Congresses on Creative Drama in Education,” which contribute to the
national and international development of creative drama, a field of science, and are organized every
year under the leadership of the Contemporary Drama Association. The problem of this research is
to examine the methods and techniques applied in the workshops of creative drama trainers/leaders
from different countries participating in the international seminars and congresses of creative drama
in education held in Turkey, to analyze their application processes and to interpret their effects on the
development of the creative drama field in Turkey through the data obtained.

Aim of the Study

The general purpose of this research is to examine the workshop structuring, workshop practices,
and process management of drama trainers/leaders from different countries who participated in the
International Creative Drama in Education seminars and congresses organized in Turkey so far and
to interpret their effects on the development of the creative drama field in Turkey in the context of the
workshops examined through the data obtained. In this direction, answers to the following questions
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were sought concerning the research problem. Creative drama trainers/leaders who participated in
international seminars and congresses from outside Turkey;

1- Which creative drama techniques do drama trainers/leaders from different countries participating
in ICDES/C mainly use in their workshops?

1-a. Do they have a creative drama technique of their own?

1-b. How is their workshop management process (giving instructions, making
explanations)?

2- What is the process applied in the workshop structuring of drama trainers/leaders from different
countries participating in ICDES/C? Is the preparation/warm-up, enactment, evaluation/discussion
system applied? Is it similar to the workshop structure used in Turkey?

3- In which dimension of creative drama were the workshops conducted in ICDES/C predominantly
based? What impact did it have on developing the workshop structure in the field of creative drama
in Turkey?

4- Which countries did the trainers/leaders who participated in ICDES/C come from? What are their
graduation status and areas of specialization/profession?

Method

Research Design

The study aims to examine the workshop structuring, workshop practices, and process management of
creative drama educators who participated in the International Creative Drama in Education seminars
and congresses organized in Turkey from the beginning until today, the techniques they used in their
workshops and their effects on the development of the field of creative drama in Turkey through
documents that have been reported and turned into printed books. In this direction, the research was
designed as basic qualitative research. Qualitative research can be defined as a research method in
which qualitative data collection methods such as observation, interview, and document analysis
are used, and a qualitative process is followed to reveal perceptions and environments realistically
and holistically in a natural environment (Glaser 1978, cited in Yildinm & Simsek, 2018, p.41).
Patton (2018, p.47); Qualitative data explain the situation. Qualitative data takes us as readers to the
place and time of observation to know what happened where the observation was made. Qualitative
research inherently involves the desire to understand and make sense. For this reason, a constructivist
view was adopted in the study. According to Creswell (2017, p.8), social constructivists believe that
individuals are searching for meaning about the world in which they live and work. The researcher
aims to interpret or make sense of others’ meanings about the world. Again, in the assumptions about
constructivism, people live in and make sense of their own world based on their historical and social
perspectives; we are all born into a world of meaning that our own culture offers us. Thus, qualitative
researchers try to understand the participants’ environment or context by visiting the context and
collecting personal information (Crotty, 1998); cited in (Creswell, 2017, p.9). The main problem
of this research is based on interpreting the methods of creative drama instructors from different
countries and applying these methods to what our own culture offers us. In this sense, it can be
concluded that the best method to be used in the study will be qualitative research methods.
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Population/Sample

In this study, the criterion sampling method, one of the purposeful sampling strategies, was used.
All workshops included in the printed seminar and congress books of the International Seminars
and Congresses on Creative Drama in Education organized in Turkey under the leadership of
the Contemporary Drama Association and in cooperation with the institutions it cooperates with
constitute the population of this study. The creative drama instructor workshops included in the
book content, participating from different countries, constitute our purposive sample. According to
Patton (2018, p.230), the logic and power of purposive sampling lie in selecting information-rich
situations for in-depth study. Purposive sampling focuses on selecting information-rich situations
that illuminate the questions being studied. The logic of criterion sampling is to review and examine
all situations that meet predetermined criteria of importance (Patton, 2018, p.238). For this reason,
in order to understand the research problem subject to the study in depth and to review and examine
all situations, only “workshops of creative drama trainers/leaders from different countries” were
selected to be included in the study from the congress/seminar books subject to the research. In this
sense, our sample is 68 trainers/leaders invited from different countries to the International Creative
Drama in Education Seminars and Congresses, determined according to criterion sampling, one of
the purposeful sampling strategies.

Data Collection Tools

Document analysis was used to collect data in line with the purpose of the study. It involves
analyzing written materials containing information about the phenomenon or phenomena targeted
to be researched. Documents are important sources of information that should be used effectively
in qualitative research. In this type of research, the researcher can obtain the data he/she needs
without the need for observation or interview (Yildirim & Simsek, 2018, p.189,190). According to
Yildirim and Simsek (2018, p.194), document analysis can be done in five main stages: (1) accessing
documents, (2) checking authenticity, (3) understanding documents, (4) analyzing data, and (5) using
data. While searching for answers to the questions related to the research problem, third-party reports
of the workshops conducted by trainers/leaders from different countries in the seminar and congress
books provided were taken as references. It should be kept in mind that the data provided includes
losses and/or changes that may occur during the transfer of the reports kept by the report printers,
differences due to translation, and edits such as editorial corrections. The instructor/leader practices
in the workshop reports and the transcripts of the reported opinions of the instructors/leaders and
participants who attended the workshops were examined in relation to the research questions, and
the results of the examination of these reports were taken as the basis for creating themes. Again, the
answers to the questions related to the research problem, the techniques used by trainers/leaders from
different countries in their workshops, the systematics of workshop planning, and the reflection of the
realized workshop processes in Turkey were obtained through individual readings of these reports.

Data Collection

In the study, the main data collection tool was the printed books of the International Seminars and
Congresses on Creative Drama in Education held in Turkey. The process started with the procurement
of the books. For the procurement of the books, first of all, the internet database for seminar and
congress books and the online catalogs of university libraries, national libraries, and public libraries
were scanned to determine the existence of physical books. The second stage was procuring printed
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books from publishing houses and bookshops. The congress/seminars numbered 4, 8, 9, 11, 14, 14,
15, 16, 17, 18, 21, 22, 24, 24, 25, 25, 26, 27, 28, 29, 30 were obtained from the new editions of the
books. The books of congresses/seminars numbered 5, 6, 7, 10, and 12, which are difficult to find,
were accessed through booksellers. As a result of the procurements made, books belonging to 23 of
the 30 congresses/seminars organized so far were obtained and included in the research. After the
procurement of books for the examination of the problem subject to the research, the workshops of
creative drama trainers/leaders participating from different countries to be examined were identified.
In 2019, the workshops suitable for the sample selected from the books of the thirtieth International
Creative Drama in Education seminars and congresses organized in 2019 were examined by the
researcher in the context of the questions related to the research problem, and the workshops were
read one by one. During the readings, the workshop information was structured systematically within
the framework of the research questions and summarized manually in short texts on a Word document.
Again, simultaneously with the summarizations, entries were made into the Excel document prepared
by the researcher in line with the categories created for the research problem, and a reading diary
chart was created based on the workshop and trainer/leader. The raw data were obtained by the
researcher re-reading and editing the Word and Excel documents containing information about the
workshop obtained from the reviews at different times.

Data Analysis

The data obtained in the study were analyzed using the descriptive analysis method. According to
the descriptive analysis method, the data obtained are summarized and interpreted according to
predetermined themes. This type of analysis aims to present the findings to the reader in an organized
and interpreted form. The data obtained for this purpose are first described systematically and clearly.
Then, the descriptions are explained and interpreted, the cause-effect relationship is examined, and
some conclusions are reached. Descriptive analysis consists of four stages: 1-Creating a framework
for descriptive analysis, 2-Processing the data according to the schematic framework, 3-Defining the
findings, 4-Interpretation of the findings (Yildirnm & Simsek, 2018, p.239-240). In this regard, the
data obtained through Word and Excel documents obtained from the reviews of the congress/seminar
books made by the researcher and containing information about the process in the workshops were
coded and organized through the MAXQUDA 2022 qualitative data analysis system in the context of
the themes created with expert support and the research problem. While using the mentioned analysis
system, in line with the questions related to the research problem, the content of the foreign trainer
workshop summary documents prepared by the researcher were examined in detail in terms of the
creative drama techniques used in the workshops, the purpose and/or tool, supportive dimensions of
creative drama, whether there are warm-up/preparation, animation and evaluation/discussion stages
of creative drama, and whether creative drama is similar to the way it is practiced in Turkey and
whether it is similar to the workshop structure. The data obtained through the Excel spreadsheet
containing the workshop data related to the research questions, which the researcher manually
created, were also compiled and debugged by comparing them with the system analysis. The findings
obtained from the data were associated with the problem questions, interpreted through frequency
values, and reported.
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Research and Publication Ethics

This research was conducted in accordance with all the rules specified in the “Higher Education
Institutions Scientific Research and Publication Ethics Directive”. None of the actions specified
in the second part of the directive titled “Actions Contrary to Scientific Research and Publication
Ethics” have occurred. The study does not require ethics committee permission because it does not
involve any experimental procedures on humans or animals.

Findings
Findings and Comments Related to the First Problem and Sub-Problem

Which creative drama techniques do drama trainers/leaders from different countries participating in
the congress/seminar mainly use in their workshops?

According to the Turkish Language Association (2022), technique refers to all methods used
in an art, science, or profession. In his book “Learning Through Drama, “ David Farmer defined drama
techniques as the tools developed by drama practitioners, theater directors, theater training companies
for various purposes, and drama teachers’ daily use (Farmer, 2011). In his book, in the “Drama
Strategies” section, he categorized 36 techniques under five main headings. These titles are: 1- Role
Playing Strategies, 2- Storytelling Strategies, 3- Physical Strategies, 4- Decision-Making Strategies,
and 5- Improvisation and Reenactment Strategies (Farmer, 2011, p.15- 122). The techniques used
in creative drama and theater are combined in the book “Structuring Drama Work-A Handbook
of Available Forms in Theatre and Drama” by Jonothan Neelands and Tony Goode. In the book,
73 different conventional techniques are classified under four main headings: 1-Contextualization
Action, 2-Narrative Action, 3-Poetic Action, and 4-Reflection Action. Needlands and Goode (2000,
pp. 3-4) state the purpose of the book as outlining some of the conventional approaches available
to teachers and students in structuring an improvisational workshop, an exploration of a text and
its meanings, or a workshop for students, and enabling users to create, explore and communicate
meaning through the theatrical form.

Baldwin included 43 different drama techniques and explanations in the section titled “Small
Dictionary for Drama Techniques and Approaches” in the second part of his book titled “School
Development through Drama” (Baldwin, 2019, pp.138-162). Since it is seen that the techniques and
their contents from different books are included with similar names and contents, in examining the
problem in the research, coding was carried out regarding the techniques in Adigiizel’s book “Creative
Drama in Education,” as compiled by the author. In this context, sixty-four different workshops (8
of these trainers conducted joint workshops with two trainers/leaders) conducted by 68 trainers/
leaders who participated in International Creative Drama in Education Seminars and Congresses
from different countries were examined. The techniques frequently used by the trainers/leaders in the
workshops are summarized in Table 1 below.
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Table 1. Techniques Used in Different Country Trainer/Leader Workshops Organized in ICDES/Cs

Techniques Used in the Workshop Parts

Improvisation 53
Role Play 46
Group Improvisation 42
Frozen Image 26
Group Sculptures Table Creation 20
Role Reversal 12
Simultaneous Improvisation 12
Dramatization 11
Fluid Sculpture 11
Teacher in Role 8
Writing within a Role 6
Narrative Technique 5
Thought Monitoring 5
Rituals-Ceremonies 5
Hot Chair 5
Animation 5
No Creative Drama Technique Use 5
Pantomime 4
Holding a Meeting 4
Consciousness Corridor 4
Defining Space 3
Group drawing 3
Interview - Interrogation - Meeting 3

Private Property - Unfinished Material,

Dream Technique, Gossip Ring, 9
Role on the Wall, Inner Voice, Overhead Conversations, Expert Opinion, Forum

Theater,

The Space In-Between, Looking Back, The Walls Have Ears, Creating a Map or

Diagram, Jeux Dramatiques, Headline Slogan, Role Card, Role Corridor, Circle 1
of Life, Timeline

In the data obtained, it was seen that improvisation, role-playing, and group improvisation
techniques were significantly different from the others among the techniques used by the trainers/
leaders in their workshops. It is seen that improvisation techniques were used in fifty-three of the
sixty-four workshops, role-playing in forty-six, and group improvisation in forty-two. In this sense,
it can be said that the discourse that improvisation and role-playing techniques are indispensable
parts of the process in the use of creative drama activities from past to present is the same in how
they are used in different countries. Again, when the workshops are analyzed in order of date, it is
seen that there is limited use of techniques in the first workshops due to the fact that they include a
focus on teaching creative drama in Turkey and more emphasis is placed on teaching the logic of

11
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improvisation and role-playing techniques, which are the building blocks of creative drama practices.
While the number of techniques used in the first workshops was initially two (Workshop Reviews
section, Dagmar Ddrger workshop), by the 30th Congress (Workshop Reviews section, Pamela
Bowell workshop), the number of techniques used in the workshops increased to 16. In this sense,
it can be said that the increase in the use of techniques is an indicator of the enrichment of creative
drama culture and practice both in the world and Turkey.

Do they have their own creative drama technique?

In the analysis of the workshop transcripts of the trainers/leaders who participated in the
congresses/seminars, it is seen that the workshop trainers/leaders did not use a technique of their
own. However, it should be kept in mind that this evaluation is based on the reports in the printed
books of the ICDES/Cs that are the subject of the study and that the information in the books may be
lost and/or changed due to translation, editorial correction, data correction during the transfer of third
party reports. In this sense, there may be techniques developed by the trainers/leaders examined, but
since they are not mentioned in the books examined, they are considered absent.

How is their workshop management process (in terms of giving instructions and making
explanations)?

It was observed that all of the trainers/leaders who participated in the congresses/seminars
provided clear and understandable instructions in the workshops and that explanations supported
the instructions for the activities. In the workshop reports examined it was seen that the trainers/
leaders interacted with the participants. In the workshops aimed at teaching creative drama teaching,
it was frequently observed that trainers/leaders shared detailed information such as the purpose of the
activities subject to the instructions they gave, which age group they addressed, and how they could
be diversified.

Findings and Comments on the Second Problem

What is the process applied in the workshop structuring of drama trainers/leaders from different
countries participating in ICDES/C? Is the system of preparation/warm-up, enactment, evaluation/
discussion applied? Is it similar to the workshop structure used in Turkey?

In order to determine the process followed by the trainers/leaders participating from different
countries in creative drama workshop practices, first of all, the reports in the printed books related
to the workshops were read one by one and summarized as a Word document. The summaries were
generally based on the number of days, hours, and sessions of the trainer/leader workshops, the number
of activities in the sessions, the content of the activities, and the context of the questions related to
the research problem. In addition, during the summarization process, while reading from the printed
congress/seminar books, a reading diary was created on a workshop basis by making simultaneous
entries on the Excel document prepared by the researcher in the context of the categories related to
the research problem. Regarding the reliability of the data obtained in the research, the researcher
compiled the data in different formats through cross-comparisons and re-readings at different times,
and error corrections were made. After the corrections, the data were analyzed through a computer-
based data analysis program. The information about the results was handled separately under the titles
of Warm-up/Preparation, Animation, and Evaluation/Discussion. The final results of the workshop
structuring system are summarized in Table 2.

12
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Table 2. Frequency Table of Configuration System Used in Trainer/Leader Workshops of Different
Countries Participating in ICDES/C

Atolye Yapilandirma Sistemi Bulunuyor Kisith/Bulunmuyor
Isinma/Hazirlik Siireci 55 9
Canlandirma 53 11
Degerlendirme/Tartigma 32 32

Toplam Atdlye Sayist 64

Regarding the Warm-up/Preparation Process

When the frequency values in Table 2 are analyzed in terms of the Warm-up/Preparation stage, it
is seen that in a significant majority of the workshops, activities were carried out for the “Warm-
up and Preparation” stage. In the initial activities carried out in line with the instructions given by
the trainer/leaders at the beginning of the workshop, it was observed that in fifty-five out of sixty-
four workshops, these activities were carried out as stretching, exercise, and movement activities
for physical warm-up, activities for group harmony and trust, interaction activities for meeting and
communication, and/or mental preparation activities for the subject to be covered in the process. In
this sense, when the workshops are evaluated in general, it is seen that the activities implemented
by the trainers/leaders basically include activities related to the familiarization and preparation of
the participants for the process. However, they differ in terms of application options such as games,
exercises, and mental exercises. Examples of Warm-up/Preparation process activities included in
some trainer/leader workshop reports of the warm-up/preparation activities carried out under different
titles are as follows;

“Giiven ¢alismalart ve birbirimizi tamimayla baslayacagiz. Doga¢lama yapilabilmesi icin,
oncelikle insanlarin birbirine giivenmesi ve birbirini tanimasi gerekir... Tiim grup ayaga kalkar. El
ele tutusarak bir ¢cember yapilir. Karl Meyer: Taka tinka diye bir ritim ogretecegim...” (Bestepe,
2011, 5.94). “Dagmar Dérger, Miizik esliginde (Gipsy Kings, “Bamboleo”) dolasilir ve dans edilir.
Miizik durdugunda, séylenen sayi kadar gruplar olusturulup, ad ve dogum yeri soylenir. Ilk énce 5 er
kisilik gruplar olusturulur. Miizik ile dans edilmeye devam edilir” (San,2020, s.6).

... The whole group stands up. They hold hands and form a circle. Karl Meyer: I will teach
a rhythm called taka tinka...” (Bestepe, 2011, p.94). “Dagmar Dorger, The children walk around and
dance to the music (Gipsy Kings; “Bamboleo”). When the music stops, groups are formed as many
as the number of people and the name and place of birth are said. First, groups of five are formed.
Dancing continues with the music” ( San, 2020, p.6).

“The leader (Roberta Sechhi) asks the participants to sit down. She asks them to stretch
their feet and hold their toes with their hands and stretch...” (Arslan, 2015, p. 54).

“The trainer (Anna Lena Ostern) tells the participants to hold hands. Both hands are held,
going slowly at first, and then the group speeds up. The instructor is at the front of the group.
Everyone tries to move to the music” ( Adigiizel, Canbazoglu, Kaf, & Saribag, 2021, p. 321).

“Trainer (Tom Willems) In our next activity, we will make eye contact with the person in front
of us, and we will walk towards him/her, and he/she will walk towards us. We will change places. The
only thing we will do is to walk” (Adigiizel, Kalay Ince, & Kelesoglu, 2021, p. 349).
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In nine of the sixty-four workshops analyzed, it is seen that the Warm-up/Preparation stage
is limited or absent. There is no study on the Warm-up/Preparation phase in two of these eight
workshops.

The first of these workshops is Pamela BOWELL’s 30th International Congress on Creative
Drama in Education, 2019, workshop on “Survivors are not the Strongest, but those who can Adapt.”
The workshops conducted by the trainer/leader in other congresses and seminars were examined, and
when the workshops of the 4th and 5th Seminars and the 18th Congress were examined, it was seen
that the warm-up/preparation process was not included in these workshops either.

Another workshop that did not include any work on the warm-up/preparation stage was
Sabine STANGE’s workshop on “Drama and Mask” in the 6th International Seminar on Creative
Drama in Education, 1997. Mask-making activities were carried out in the workshop, and mask-
making was directly started in the process. When we look at the general nature of the remaining seven
workshops, it is noticeable that they are mainly dance, movement, and mask-making workshops
shaped independently from the stages of creative drama.

The names of the trainers/leaders, the order and date of the seminar/congress, and the
workshop topics for the workshops in which the warm-up/preparation processes were evaluated as
non-existent and/or limited practices because the workshops were not qualified as creative drama
workshops are shown in Table 3.

Table 3. Workshops with No Warm-up/Preparation Phase/Restricted Assessment

Name of Trainer/Leader Number of Seminars/ Name of Workshop
Congresses, Year

Uwe KRIEGER 7, 1997 Preparing a Mask

Elise DEVLIEGER 22,2013 Modern Dance Technique and Improvisation

Tamas KORZENSKY 25,2015 Dance House

Roberta SECCHI 22,2013 A Body of Weight and Wings

Rebecca MILEHAM 27,2017 Interpreting Industrial Heritage through
Active Learning at the Energy Museum

Friederike LAMPERT 25,2015 Improvisation and Choreographic Methods
in Contemporary Dance

Sabina STANGE 6, 1997 Drama And Mask

Pamela BOWELL 29,2019 It's Not the Strongest Who Survive, It's the
Adaptable

Matthew WARD 27,2017 Teaching History in a Wider Cultural
Context

In terms of Animation Process

When the information in Table 2 is examined in terms of the animation stage, it is seen that the
majority of the workshops included activities for the “Animation” stage. Looking at the frequency
values reflected in the table of the research analysis results, it was seen that the trainers/leaders
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included activities for the animation stage in fifty-three of the sixty-four workshops. In this sense,
when the workshops are evaluated in general, it can be said that the trainers/leaders included the
“Animation” stage, which is the process in which the act of learning is more intense and which is
considered a sine qua non of creative drama in the majority of the studies they implemented. In
the workshops in the ICDES/C books organized under different themes and at different times, it is
seen that the trainers/leaders of different countries structured the “Reenactment” stages, although the
techniques used, subject, number of participants, and location factors differed. Examples of activities
included in some of the trainer/leader workshop reports of the Animation activities carried out under
different titles are as follows;

The trainer/leader (IOGNA) said, “One person from each group will be the sculptor, and
the others will be the clay. What [ want you to do is to sculpt a moment of alienation in your life...”(
Adigiizel 2021 b, p. 70).

Trainer/leader (BALDWIN), ... We will soon move to the corners, and medieval music will
start playing. One by one, everyone will determine the beginning of their movement in a frozen
way, and we will soon form a picture just like the ones in this picture...” ( Adigiizel, Kalay Ince, &
Kelesoglu, 2021, p. 271).

Trainer/leader (BOWELL) “...You, as buildings, think that this village has difficulties in
decision-making. If these buildings were talking, what would they say to the villagers passing by?” (
Adigiizel, Kalay Ince, & Kelesoglu, 2021, p.284).

Trainer/leader (FARMER) “...Prepare four separate, silent, wordless, and still animations
following these four topics I have given you.” ( Adigiizel, Basbug, Kelesoglu, & Ozdemir Simsek,
2021, p.160).

In five of the remaining eleven workshops, the activities in the workshop process of the
“Reenactment” stage, which is highly emphasized in creative drama, were characterized as limited
and/or few because of the low number of activities in the workshop process compared to the overall
workshop. When the contents of these workshops are examined, although the workshop on “Time
in Cultural, Historical, Personal Context” organized by Renata BREITIG was organized for four
days, it is seen that the workshop did not include animation activities on the second and third days
of the workshop. Although the workshop on “Movement-Drama” organized by Gunter MIERUCH
was organized for five days, it is seen that only the second day of the workshop included animation
activities. The workshop organized by Ulrike STOCKBURGER on “Theater and Education for
Sustainable Development: Talking Things-Second Life,” organized by Ulrike STOCKBURGER, was
organized for four days, but it is seen that the workshop did not include animation activities except
for the work done on the last day. The workshop on “The Clown in You” organized by Tarek ZBOUN
was held for three days and included reenactment activities, but it was observed that the workshop
process mainly consisted of acting and stage-centered activities aimed at clowning and creating a
clown character. Finally, in the workshop organized by Vicky CAVE & Jenny STAFF on “Creative
Play Activities in Museums with Five-Year-Old and Under Five-Year-Old Children and Families,” it
is seen that the process consists mainly of discussion and material, game/activity production process.
Again, it is seen that the first and third days of the workshop, which was organized for four days, did
not include animation activities. Summary information about these workshops is given in Table 4.
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Table 4. Workshops with Restricted Animation Phase

Name of Trainer/Leader Number of Seminars/ Name of Workshop

Congresses, Year
Renata BREITIG 8, 2001 Time in Cultural, Historical, Personal Context
Gunter MIERUCH 9, 2003 Movement-Drama
Ulrike STOCKBURGER 24,2014 Theater and Education for Sustainable

Development: Talking Things-Second Life"

Tarek ZBOUN 25,2015 Your Inner Clown
Vicky CAVE & 27,2017 Creative Play in Museums with Five and
Jenny STAFF Under Five-Year-Old Children and Families"

Six workshops were identified as workshops organized for teaching subjects such as dance,
movement, mask making, and game-idea generation, which support creative drama education and
are used in creative drama workshop processes. Since these workshops did not carry the basic stages
of creative drama, they were grouped under the title “Structurally Not Suitable for Creative Drama
Workshop.” Information about these workshops is summarized in Table 5.

Table 5. Workshops that are not directly evaluated as Creative Drama Workshops

Name of Trainer/Leader Number of Seminars/ Name of Workshop
Congresses, Year
Uwe KRIEGER 7, 1997 Preparing a Mask
Elise DEVLIEGER 22,2013 Modern Dance Technique and Improvisation
Tamas KORZENSKY 25,2015 Dance House
Roberta SECCHI 22,2013 A Body of Weight and Wings
Friederike LAMPERT 25,2015 Improvisation and Choreographic Methods in
Contemporary Dance
Rebecca MILEHAM 27,2017 Interpreting Industrial Heritage through Active

Learning at the Energy Museum

Regarding the Evaluation/Discussion Process

When the information in Table 2 is examined in terms of the evaluation/discussion phase, it is seen that
in half of the workshops, an “Evaluation/Discussion” was not conducted for the overall workshop,
and the outcomes desired to be given in the process. Of the sixty-four instructor workshops, thirty-
two had a general evaluation/discussion, fourteen did not include a general evaluation/discussion
phase, and eighteen workshops had only an interim evaluation. It was also observed that in five of the
sixty-four workshops where general evaluation/discussion was made and in three workshops where
there was no general evaluation/discussion process, preparations and studies were carried out for the
concept of “Demonstration,” which is not used in creative drama in practices in Turkey. Summary
information about the workshops evaluated in terms of the evaluation/discussion phase is given in
Table 6.
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Table 6. Trainer/Leader Workshops of Different Countries Participating in ICDES/C, Frequency
Table of Evaluation/Discussion Phase

Evaluation/Discussion Parts
There is an Overall Evaluation/Discussion Process 32
There is no General Evaluation/Discussion Process 14
Only Interim Evaluation Available 18
Demonstration (Excluded from Total) 8
TOTAL 64

In the ICDES/C book reviews conducted, some examples of activities included in some
trainer/leader workshops of “Evaluation/discussion” activities in workshops organized under
different themes and topics are as follows.

Trainer/leader (JASKULSKA) “...Now there is the evaluation part. You can talk about the
language of the music, you can talk about it in general. You can take a piece of paper each. Please
draw a bag. It can be a suitcase a handbag. Whatever you like. Write down the important things for

you in this workshop in the bag. What are you taking home from this workshop? Please write this
down “ ( Adigiizel, Basbug, Kelesoglu, & Ozdemir Simsek, 2021, p.257).

Trainer/leader (DEVI): “...The trainer throws a paper ball to the participants and starts the
evaluation activity. The person who receives the ball shares his/her thoughts and feelings about the
workshop with the group.” ( Kirkar & Yilmaz 2021, p.128).

Trainer/leader (OSTERN) “... Which moment was important for you. Think about it. Review
what we did today. The trainer asks the participants to stand up slowly. They sit in a circle and

are again given the heart given by the daughter. Everyone takes the heart in turn and gives their
opinion...”( Adigiizel, Canbazoglu, Kaf, & Saribas, 2021, p. 333).

When the results under the headings of Warm-up/Preparation, Animation, and Evaluation/
Discussion are analyzed together, it is seen that while Warm-up/Preparation and Animation stages
are included in most of the practices of workshop trainers/leaders who participated in ICDES/Cs
from different countries, the rate of use of the Evaluation/Discussion stage in the workshops is half.
Although sixty-four trainer/leader workshops were analyzed and included in the data coding, twenty-
one of these trainers/leaders participated in the congresses/seminars more than once. In order to
obtain healthy data, all workshops of the trainers who participated more than once and the workshop
structuring system they applied in the workshops were examined holistically, and a common result
was tried to be obtained. In addition, while some workshops were held over five days, others were
held in a single day. While evaluating the stages of the workshops, in workshops longer than one day,
the Warm-up/Preparation and Animation stages were evaluated over time, and the integrity of the
workshops was taken into consideration. The animation processes were evaluated by considering the
frequency of the activity-based implementation of the relevant stage throughout the day in workshops
longer than one day and the reality of whether there was a day without animation activities. Regarding
the Evaluation/Discussion phase, the criterion for workshops longer than one day was whether a
general process evaluation was made on the last day, regardless of the days. Didactic evaluations,
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which are evaluated only based on the activity, do not involve the participants, are made by the
trainer/leader, and mainly include information transfer and teaching purposes, are not considered.

Regarding Workshop Structure and Workshop Configuration System

The workshops were categorized into two different categories: similarity in terms of workshop
structure and similarity in terms of workshop structuring system. The workshops classified as
workshop structuring systems are holistic workshops that include 1- Warm-up/Preparation, 2-
Animation, 3- Evaluation/Discussion practices, which is the general structure applied in Turkey.
Although there are differences in the subject, group, and duration in the workshops applied in Turkey,
the aim is to increase the efficiency of the sessions with the systematic approach applied. Rather than
following a sequential process in the workshop structuring system, the most important thing is not
to mechanize the sessions but to support a natural and holistic learning process. While analyzing
the trainers’ workshops from different countries, it was considered whether a holistic workshop
structuring system with a beginning, a development, and an end was applied. It should be considered
that different countries and geographies have/may have different systematic uses. The workshops
considered to be similar in terms of workshop structure generally followed one or more of the stages,
whose activity sequences were independent of the workshop structuring system but “existed.”
Although these workshops generally included warm-up/preparation, animation, intermediate, and/or
general evaluation/discussion stages, some did not include animation, some did not include warm-
up/preparation, and some did not include evaluation/discussion. In this respect, twenty-seven of
the sixty-four trainer/leader workshops had processes similar to the workshop structuring system
in Turkey, while fifty-two workshops were similar in terms of workshop structure. Again, in terms
of workshop structuring, thirty-one workshops were found to be unsuitable in terms of workshop
structuring system because they did not include one or more of the stages of warm-up/preparation,
enactment, and evaluation/discussion, while this figure was determined as six when analyzed in
terms of workshop structure. The six workshops not calculated as creative drama workshops were
not included in the suitability of workshop structure and workshop structuring system calculation.
Tables 7 and 8 summarize the data obtained regarding the suitability of different country trainer/
leader workshops participating in ICDES/C regarding workshop structure and workshop structuring
system in Turkey.

Table 7. Table of Compatibility of Trainer/Leader Workshops of Different Countries Participating
in ICDES/C with the System in Turkey

Does the workshop comply with the Configuration System? Frequency
Not applicable 31
Applicable 27
Structurally Not Applicable for Creative Drama Workshop 6

TOTAL 64
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Table 8. Workshop Structure Similarity Table of Trainer/Leader Workshops of Different Countries
Participating in ICDES/C

Is the Workshop Structure Similar? Frequency
Similar 52

Not similar 6
Structurally Not Applicable for Creative Drama Workshop. 6

TOTAL 64

Based on this information, it can be said that drama trainers/leaders from different countries
participating in the congress/seminar generally include warm-up/preparation, role-play, intermediate,
and general evaluation/discussion processes in their workshop structuring. However, it can be said
that the workshop structuring system applied in Turkey, which starts with warm-up/preparation and/
or play activities, employs enactments, and is completed with an evaluation/discussion process that
puts the participant’s thoughts at the center at the end of the process, is not followed.

Findings and Interpretations Related to the Third Problem

In which dimension of creative drama were the workshops conducted in ICDES/C predominantly
based? What impact did it have on developing the workshop structure in the field of creative drama
in Turkey?

Regarding the Dimension of Creative Drama

Nowadays, Creative drama is widely used as a tool, purpose, and dimension of arts education.
Whether creative drama is used as a tool or as a purpose in the workshop investigations within the
scope of the research, the arts education dimension is generally realized indirectly.

In his article titled Three Dimensions of Creative Drama, Ustiindag (1996) defined creative
drama as a teaching method, an art education tool, and a discipline. Adigiizel (2018), in his book
titled Creative Drama in Education, discussed the dimensions of creative drama under the titles of the
use of creative drama as a tool or a method and the use of creative drama as a purpose and a lesson
and discussed creative drama as a purpose and tool dimension. Basically, in the classifications made,
creative drama is considered a discipline in its own right in terms of being a tool used to teach a
subject in other courses, as well as being a field that feeds on other disciplines, incorporating its own
work and its own methods and techniques. When the workshops held in ICDES/C were analyzed in
terms of the dimensions of creative drama, the data obtained showed that fifty-five of the sixty-four
workshops were structured in the tool dimension of creative drama. In other words, creative drama
was used as a tool for teaching a subject in the workshops. Six workshops were structured around
the purpose (discipline) dimension of drama. These workshops were mainly conducted in the first
years of the ICDES/C and were aimed directly at teaching creative drama to teachers, academics, and
participants who wanted to work in the field of creative drama in Turkey. Three of the workshops
were categorized as both means and ends, as they included basic creative drama practice and subject
teaching with creative drama. The data summarizing the trainers/leaders’ workshops in terms of the
dimensions of creative drama are shown in Table 9.
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Table 9. Summary Table of Dimensions of Creative Drama in Workshops of Trainers/Leaders from
Different Countries Participating in ICDES/C

WORKSHOP TOPICS Sections
TOOL 55
PURPOSE
BOTH TOOL AND AIM
TOTAL 64

While examining the workshops of the trainers/leaders in terms of the dimensions of
creative drama, the classification of the “Tool” dimension was considered under three sub-headings,
considering the contents and themes of the congresses/seminars. Summary information showing the
detailed distribution of the workshops realized in the tool dimension is shown in Table 10.

Table 10. Workshops of Trainers/Leaders from Different Countries Participating in ICDES/C Tool
Dimension of Creative Drama Detail Table

WORKSHOP TOPIC TOOL DIMENSION SUBHEADINGS Frequency
Studying subjects that support creative drama education, such as museum, dance, movement, 25

rhythm, improvisation, and acting

Studying a Subject by Structuring it with Creative Drama 25
Studying Approaches such as Processual Drama, Mantle of the Expert, Forum Theater 5
TOTAL 55

1. Studying a Subject by Structuring it with Creative Drama

Twenty-five of the fifty-five workshops categorized under the “tool” dimension were
classified as structured work on a topic through creative drama. The workshops under this heading
are planned to convey concepts and topics such as structured justice, equality, violence, gender,
migration and refugee problems, educational games, adaptation, and adaptation with creative drama
methods in line with the congress and seminar themes.

2. Studying subjects that support creative drama education, such as museum, dance,

movement, rhythm, improvisation and acting

Twenty-five of the fifty-five workshops classified under the “tool” dimension were classified
as workshops on subjects that support creative drama education, such as museum, dance, movement,
mask making, rhythm, improvisation, and acting. The workshops classified under this heading are
workshops in which the branches of art that creative drama feeds on are integrated into the content
of the workshop, and the concepts, methods, and techniques of these branches of art are planned
to teach how to use creative drama and/or how to use them in creative drama. The contents of
the workshops are mask making, creative drama activities in museums, dance, movement, rhythm
studies, basic acting and stage studies, improvisation, role-playing, and character creation, frequently
used in creative drama education, both as participants and trainers/leaders.

20



Examination of Creative Drama Seminars and Congresses in International Education in the Context of
Workshops and Trainers

3. Study Approaches such as Processual Drama, Mantle of the Expert, Forum Theater

Five of the fifty-five workshops classified under the “tool” dimension were classified as
approach workshops. The workshops classified under this heading are the workshops that aim to
teach some specific techniques used in creative drama workshops through creative drama. These are
“Expert Mantle Approach” by David DAVIS, “Introduction to Forum Theater” by Luciano IOGNA,
“Narrative Theater” by Ines HONSEL, “Narrative and Animation Theater” by Hans Wolfgang
NICKEL, “Jeux Dramatiques” by Helga FLOHR.

In the analysis of the congress and seminar books, it is concluded that the studies carried out
in the field of creative drama are predominantly in the dimension of tools (fifty-five). However, when
we look at the details of these workshops, it is seen that 30 workshops are carried out in the center
of subjects that support creative drama education and approach studies in close contact with creative
drama. In this sense, it can be said that the main goal of the workshops is an intensive effort to ensure
that creative drama is used correctly by practitioners in Turkey and in an environment in Turkey where
it was not clear what creative drama was as a concept in the first years of the implementations, Tamer
LEVENT, in his opening speech of the 4th International Seminar on Creative Drama in Education,
described the previous seminars held in 1985, 1987 and 1989 in a structure that focused more on the
definition of drama and especially its function in education.

In San’s opening speech at the 5th International Seminar on Creative Drama in Education
held in 1993, he mentions that it was with the first seminar held in 1985 that creative drama was
widely introduced to those working in educational institutions and organizations, lecturers, and
educators. Again, in this first seminar, questions such as “What is drama in education, what qualities
and characteristics does it have as a method? How is it applied?”” and that they tried to answer such
questions. He defines the second and third seminars as establishing the concept and emphasizing the
vital importance of drama in education. He defines the period after the third seminar as a period in
which the participants, who have started to reach theoretical knowledge, need to examine, question,
and verify their practices and thus begin to specialize (San, 2020, p.2).

As a result, if we classify the workshops held for more than 30 years, it is seen that in
the beginning, the purpose (discipline) dimensional work was carried out to introduce creative
drama as a concept. In the 2000s, it was continued in areas that support creative drama and with the
dimension of tools to ensure the validity and accuracy of participant practices that reached theoretical
knowledge. It can be concluded that the structure, which has developed conceptually, theoretically,
and practically, has evolved to be carried out on issues such as gender equality, refugee and migration
problems, adaptation, and alienation with both national and international focus in 2010 and after.

Regarding the Effect on the Development of Workshop Structure in the Field of Creative Drama
in Turkey

When the workshops organized in the congresses and seminars examined are considered in terms of
their impact on the workshop structure in Turkey, a development process spread over time stands out.
The development of today’s creative drama practices in Turkey is considered an important milestone
when academician Prof. Dr. Inci San and actor, writer, and director Tamer Levent came together in
1982. After this date, art, education, and academic circles cooperated and organized the first seminar
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in 1985. In 1985 and during the subsequent seminar organizations in 1987, 1989, and 1991, experts
in the field were invited to our country with the support of the Goethe Institute (German Cultural
Association) and the British Council (British Cultural Association) in Ankara. As the invited experts
started to transfer the concept of drama to the participants in practice, the first formations of the
workshop practices began to be realized.

Adigiizel (2021 a), in his foreword to the book of the 4th International Seminar on Creative
Drama in Education, states: “This book has a special importance in terms of the development of
drama in education in Turkey. When attention is paid to the workshops held at the seminar, it is
seen that these activities are very basic studies. When the activities of the expert drama trainers are
examined in more detail, it can be easily seen that the basic skeleton of the understanding of drama
in Turkey was formed with the activities carried out in these seminars.

In this regard, it can be said that the workshop structures in Turkey started to take shape based
on the schools of these countries due to the cooperation between the Cultural Centers of Germany
and England and the expert practices invited from these countries.

Okvuran (2014, p. 1722), in his article titled “Sustainability in Drama,” analyzed the
participants learning creative drama in the 1980s, 1990s, and 2000s generations. In his research,
he mentions that the 1980s generation learned creative drama through foreign publications and
interactions, the 1990s generation learned creative drama through national and international
seminars, and the 2000s generation learned creative drama mainly through drama courses given by
the Contemporary Drama Association, the work of the Ankara University Creative Drama Society
and master’s degree programs with thesis. It is seen in this study that the workshops in the congresses
and seminars and the application methods of the trainers/leaders who carried out these workshops
played an active role in the formation of a generation’s understanding of creative drama in Turkey.

It is also seen that the development of academic studies in the country gained momentum
with these first seminar organizations. When searched from the national thesis database, master’s
degree in “The effectiveness of dramatization based method” written by Tiilay Ustiindag in 1988,
master’s degree in “The effect of dramatization method on foreign language teaching” written by
Songiil Aynal in 1989, doctorate on “The effect of creative drama education on the development of
verbal creativity of five-six-year-old children attending kindergarten” written by Esra Omeroglu
in 1990, master’s degree on “The use of dramatization method in preschool education” written by
Aylin Kalkanci in 1991. It is noticeable that these studies started to emerge with a parallel flow of
history with seminars. In this sense, it is seen that both academic and workshop practices started
to be structured with these seminars in Turkey; educators, academics, and teachers who attended
the seminars started to combine the knowledge and practices they learned with their own fields of
expertise and organized practices and workshops.

Findings and Interpretations Related to the Fourth Problem

Which countries did the trainers/leaders participating in ICDES/C come from? What are their
graduation status and areas of specialization/profession?

During the first seminar organization in 1985 and the subsequent seminar organizations in 1987,
1989, and 1991, experts in the field started to be invited to our country with the support of the Goethe
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Institute (German Cultural Association) and the British Council (British Cultural Association) in
Ankara. For this reason, in terms of the countries in which the trainers/leaders participated in the
seminars and congresses examined, the participation of trainers from Germany and England was
predominantly realized. Of the sixty-four workshops analyzed, twenty-five were conducted by
trainers/leaders from Germany and thirteen from the UK. In general, it is seen that the invited trainers/
leaders were predominantly from the European continent, but there were also participants from the
Americas, North America, Oceania, and Asia. The distribution of the countries in which the trainers
participated is shown in Figure 2.

Germany
United Kingdom
Norway
Netherlands
Poland

Italy
Hungary
Denmark
Palestine
Finland
Iceland
Croatia
USA
Canada
Australia
Austria
Serbia
Ireland
Switzerland
Belgium

10 15 20 25

Countries of Participating Trainers/Leaders

Figure 2. Countries of Different Foreign Trainers/Leaders Participating in ICDES/C

When the areas of expertise of the trainers/leaders are examined, the titles “Theater
Pedagogue” and “Creative Drama Trainer” stand out. Of these two concepts, Theater Pedagogue is
predominantly preferred in Germany, while the concept of Creative Drama Trainer, Drama Trainer/
Teacher is predominantly used in England. Among the trainers who conducted the 64 workshops
examined, 28 were defined as “Theater Pedagogue, Educators, Teachers.” Although the concepts
are different, they are categorized under a single heading since they are almost the same profession
in terms of content. Twenty-six of them were defined as Creative Drama Trainer, Drama Trainer,
and Teacher, and although different names in different countries call them, the concept, which is the
same in terms of content, was handled under a single title. Twelve of them expressed professions as
Actor, Actress, Actor, Thespian, and since they are in the performing arts field, TV-Theater actors
were grouped under a single heading without any distinction. Eleven were grouped under the title of
writer, eleven under the title of Dance / Movement / Physical Educator / Choreographer, ten under
Director / Producer, and five under the title of Museum educator. All numerical information about the
trainers/leaders is presented in Table 11.
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Table 11. Trainer/Leaders’ Area of Specialization/Vocation

Trainer/Leaders’ Area of Specialization/Vocation Percentage
Theater Pedagogue / Educator / Teacher 28 21,05
Creative Drama Instructor/Drama Trainer, Teacher 26 19,55
Actor/Actress/Theater 12 9,02
Author 11 8,27
Dance / Movement / Physical Educator / Choreographer 11 8,27
Other Fields 11 8,27
Director/Producer 10 7,52
Museum Educator 5 3,76
Aesthetic/Art Education Teacher 3 2,26
Play Pedagogue 3 2,26
Music Teacher/Instructor 3 2,26
Culture Pedagogue 2 1,5
Educational Games Trainer 2 1,5
Clown 2 1,5
Dramaturg 2 1,5
Plastic Arts/Mask Artist 2 1,5
TOTAL 133 100

The graduation status of the trainers/leaders was determined and written in the resumes in
the congress/seminar books and internet data-based research. Thirty-six of the sixty-four trainers
completed their undergraduate, eight master’s, twenty-four doctorate, and higher level education.
Graduation information is presented in Figure 3.

Graduation Status of Trainers/Leaders

: ]

Graduation Status

m Bachelor's degree m Master's Degree m PhD and Above

Figure 3. Graduation Status of Trainers/Leaders

Conclusion and Suggestions

This study examined the workshops conducted by trainers/leaders from different countries
participating in ICDES/C organized from 1985 to 2019 through their reports in printed Congress
and seminar books. Between 1985 and 2019, 30 congresses and seminars were organized, and 23 of
the printed books of these congresses and seminars could be accessed. The workshop reports in 23
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printed books were analyzed through the questions related to the research problem, and the results
under the problem titles listed below were reached through the data obtained in this direction.

Results Regarding the First Problem and Sub-Problems

The first problem of the research is related to the techniques used in the workshops conducted
by the trainers/leaders participating in seminars and congresses, whether they use a technique of
their own, and how the instruction processes in the workshop are. In this sense, one hundred and
eight workshops conducted by trainers from sixty-four different countries were examined, and
the workshops of trainers/leaders who participated more than once were excluded and analyzed
concerning the last workshops they conducted. Based on the frequency values in the data analysis,
it can be seen that fifty-three of the sixty-four workshops included improvisation, forty-six included
role-play, and forty-two included group improvisation techniques. In this sense, it can be seen that
improvisation and role-playing techniques, which are an integral part of creative drama, stand out in
the workshops of trainers/leaders. No significant result was obtained in the analysis of the workshop
transcripts regarding whether the trainers/leaders participating in the congresses/seminars used their
own techniques in the congresses and seminars they attended. The analysis shows that the trainers/
leaders did not specify the use of a technique of their own in the workshops. In the workshop report
examinations, it was seen that all of the trainers/leaders from different countries gave clear and
understandable instructions in the workshops, regardless of whether the workshops were creative
drama workshops and/or non-creative drama workshops, and that explanations supported the
instructions for the activities. However, since the workshop reports referenced in this study are third-
party reports and may include changes such as translation losses and editorial edits, the trainer/
leaders’ workshop management interpretation is given as a general opinion.

Results Regarding the Second Problem

As the second problem in the research, the process applied in the workshop structuring of drama
trainers/leaders from different countries participating in ICDES/C and the similarities with the
workshop structure used in Turkey were analyzed. Based on the findings obtained, it was seen that
the workshop structures of the trainers/leaders participating in ICDES/C generally included a warm-
up and preparation process followed by an animation process, although the content of the workshop
structures differed from each other. Unlike in Turkey, the workshop structure does not include
evaluations and/or activities considered intermediate evaluations. In the 29th Congress, Mateusz
Marciniak, who participated from Poland as a workshop facilitator in the closing speech section of
the book of the Congress, made a speech about the evaluation/discussion phase: “...One of the other
things I discovered was that normally when I was conducting these studies in Poland, I did not do so
much evaluation part in my own group.” In this sense, the workshops of the trainers/leaders from
different countries were analyzed under two different headings: structure and phase system. In terms
of structure, the workshops were evaluated by considering that they included one or more of the
following stages: warm-up/preparation, animation, intermediate, and general evaluation/discussion.
In this case, it was concluded that 52 of the 64 workshops were similar to the workshop structure
in Turkey. In the workshops analyzed, although the content and implementation are different, it is
seen that there is basically a warm-up phase for physical and/or mental preparation for the process.
Again, it is thought that the workshops are structurally similar because there are role plays in the
process, and interim evaluations are made based on the activity. The similarity in the structure of
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the workshops is considered to be a normal result, considering that the workshops in these seminars
and congresses and the expertise and experience of the trainers/leaders conducting the workshops
paved the way for the formation of the creative drama structure in Turkey from past to present.
When the workshops were evaluated in terms of the “workshop structuring system,” only 27 out of
64 workshops were calculated to have a structure that overlaps with the stage system of workshops
in Turkey. While analyzing the workshop structuring system, it was examined whether the stages of
1- Warm-up/Preparation, 2- Reenactment, and 3- Evaluation/Discussion were integrated into all the
workshops. From this point of view, it can be concluded that the series of congresses/seminars that
started in 1985 in Turkey served as a basic skeleton in the formation of the creative drama tradition
in Turkey and that the experts trained in the field and the creative drama practices implemented in
Turkey developed a unique system.

Results Regarding the Third Problem

As the third problem in the research, the workshops carried out in ICDES/C were examined based
on which dimension of creative drama was mainly realized and how it impacted the development
of the workshop structure in the field of creative drama in Turkey. In the workshop examinations,
the workshops held in ICDES/C can be divided into three sections as dimensions. The first of these
is the workshop processes that cover the first years of the seminars, in which the workshops mainly
aim to provide basic information about what the concept of creative drama is and how it is applied,
and theoretical studies are carried out to teach the basic stages of creative drama practices, serving
the purpose dimension of creative drama. Secondly, these are the workshop processes in which
the participants who have acquired the theoretical knowledge carry out workshops that include
information on how to perform the practices correctly and how to organize workshops on subjects
such as dance, movement, museum, etc., that support creative drama education. Creative drama is
used both as a tool and as a purpose. Finally, these are the workshop processes in which the theoretical
and supportive training are completed, and the trainers/leaders carry out the creative drama as a tool
in education by associating it with their fields of expertise and social problems under the roof of an
established creative drama concept in Turkey. In this sense, it can be seen that a significant majority
of the examinations conducted deal with creative drama in the dimension of tools. However, when
the details are examined, it is seen that the concept is in the process of settlement in Turkey, and thirty
of these fifty-five workshops are workshops that are carried out in the center of subjects that support
creative drama education and as approach studies in close contact with creative drama. In this sense,
it can be concluded that the workshops used as a tool can also be evaluated as a goal with the effect
it has on the formation of the discipline in Turkey. Again, when the impact of the workshops on the
workshop structure in Turkey is analyzed, it can be concluded that the discussions and evaluations of
the trainers from different countries participating in ICDES/C and the discussions and evaluations of
these trainers and Turkish trainers played a fundamental role in the formation of the creative drama
discipline and system in Turkey. While in the pre-1980 period in Turkey, dramatization activities
in schools, which took place as dramatization activities in schools and did not go beyond the play,
were intertwined with theatrical terms, today, there is a well-established creative drama concept and
field of study. The impact of these seminars/congresses and the trainers/leaders who transferred their
expertise and experience to the participants in Turkey by organizing workshops in these seminars
and congresses is an undeniable reality. When we look at the academics and trainers/leaders who
carry out theoretical studies in the field of creative drama in Turkey today, it is noticeable that
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Inci San, Omer Adigiizel, Nami Eren Bestepe, Ayse Okvuran, Ayse Cakir ilhan, Ali Oztiirk, Naci
Aslan, Tiilay Ustiindag, Tiilin Saglam and many other researchers were the first participants of these
seminars. Therefore, it can be concluded that the workshop practices of different trainers/leaders in
the congresses and seminars held between 1985-2019 have positively impacted the development of
the structure in Turkey.

Results Regarding the Fourth Problem

This study investigated the countries where the trainers/leaders participating in ICDES/C come
from, their graduation status, and their specialization/profession fields. According to the trainer/
leader CVs in the congress and seminar books examined and the research conducted on the internet
database, it was concluded that the participating trainers/leaders were mainly from Germany and
England and that their areas of expertise and professions were Theatre Pedagogue, Trainer, Teacher
and Creative Drama Trainer, Drama Trainer, Teacher. In some cases, trainers/leaders have more than
one profession and specialization. Frequency values were created based on specialization, not on the
basis of the trainer. When the areas of expertise of the trainers/leaders were examined, it was seen
that they had expertise in areas such as actor, actor, actress, theater actor, director/producer, writer,
plastic arts/mask artist, dramaturg, music teacher, play pedagogue, aesthetic/art instructor, dance,
movement instructor, choreographer, museum educator, cultural pedagogue, clown, instructive
games instructor, except Theater Pedagogue and Creative Drama Instructor. In this sense, it can be
said that creative drama education is also a fine arts and aesthetic education, and the reality that it is
interdisciplinary can be reached.

This study examined the workshops of trainers from different countries participating in
ICDES/Cs organized between 1985 and 2019. In particular, the main purpose of examining the
workshops of trainers/leaders participating from different countries was to examine the contributions
of creative drama practices in different geographies and cultures to the creative drama culture in our
country in the context of seminars and congresses. In the results related to the methods and techniques
used, which constitute the first problem of the study, and the instructions given in the workshops,
improvisation and role-playing techniques are predominantly used. In the studies in the literature
today, the effective realization of learning in a creative drama workshop includes learning by doing
and experiencing methods. The role-playing and improvisation activities used in this context, in
which the participants bring their own experiences from their own lives into the work, have played
an important role since the beginning of creative drama. The study also reveals the acceleration
of diversity in techniques over time. Since introducing the concept of drama and establishing the
concept was important in the seminars held at the beginning, it was seen that theoretical studies were
mainly carried out, so the use of techniques was at a basic level. When the workshops held in the last
Congress are examined, it is seen that both the processes and the use of techniques have improved.
Over the years, it has been seen that trainers/leaders have started to use different techniques and
methods for many reasons, such as the effective realization of learning in the workshops and the
increase in the interest and participation of the participants. The results can also be characterized
as remarkable when analyzed regarding Turkey’s structuring system and workshop structure. The
pre-1980 studies in Turkey, which took place at the level of plays and dramatizations, started to find
a place in the field with a systematic workshop structure and structuring under the title of creative
drama, especially after the seminars and congresses organized since 1985. Through seminars and
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congresses, it is observed that trainers/leaders from different geographies, cultures, professions, and
fields of expertise share the structure they apply in their own countries with the participants through
seminars and congresses organized in Turkey. It is seen that these shares were transferred to new
generations over time by the participants of the period and the people working in the field of creative
drama at both theoretical and practitioner levels by combining them with their own experiences and
areas of expertise. In this sense, Turkey’s creative drama structure and structuring system is applied
by differentiating and developing from the way it was first applied. In this sense, the role of trainers/
leaders from different geographies in developing the structure in Turkey cannot be denied. However,
this development should not be understood as a structure consisting of mere imitation, in which the
workshops of trainers/leaders from different countries are copied as they are. The examinations have
shown that although the structure in Turkey has common points with the workshops of trainers in
seminars and congresses, it differs, especially in terms of the Evaluation/Discussion phase. In this
context, it is concluded that the creative drama culture in Turkey is not a mere copying but a field
that has developed its own workshop structure and structuring system. An important point to be noted
here is that the gradualism-based workshop structure developed is not mandatory, the main thing is
to ensure the integrity of the workshop. This structure is guiding. In this context, when designing a
workshop, factors such as the subject of the workshop, participant characteristics, the duration of the
workshop, and the instructor’s approach are taken into consideration, and the integrity of the workshop
is tried to be ensured by utilizing the progressive structure. Looking at the seminars and congresses
historically, it is noticeable that the first 12 meetings organized between 1985 and 2008 were of a
nature in which trainers/leaders transferred their knowledge and experience about creative drama,
had concerns about increasing the awareness of creative drama in Turkey, and theoretical knowledge
was also discussed. The 13th meeting in November 2008 was organized under “Theater Congress.”
With the concept of “Congress” in the title, the meetings, which started as seminars in Turkey, have
since then turned into a more comprehensive organization that also includes the papers of individuals
who conduct theoretical studies in the field that is dealt with more scientifically, sharing the results
of their research. Again, with this Congress, the honorary presidency of the Contemporary Drama
Association was given to Dorothy Heathcote, one of the world-renowned trainers/leaders of creative
drama. Dorothy Heathcote has been one of the important pioneers of the creative drama field with her
position in the field and her knowledge. In this context, seminars and congresses organized in Turkey
are also very important in terms of the task they carry, as they have mediated the participants to
meet with qualified trainers/leaders from different countries and include the papers and presentations
made by these trainers/leaders after seminars and congresses. The seminars organized on a wide
range of topics, from teaching the concept of creative drama in the field to studies on the essence
of the concept, from interdisciplinary connections to social issues, have contributed to the field and
field studies in Turkey in one aspect. In contrast, in another aspect, it has also enabled Turkey to
find a place for itself in the field of creative drama in the world. Founded in 1990 and undertaking
the task of organizing seminars and congresses since then, the Contemporary Drama Association’s
memberships to the BAG Spiel and Theatre Pedagogy Supreme Association (BAG Spiel and
Theatre), IDEA (International Drama/Theatre and Education Association) and EDERED (European
Drama Encounters) are proof of having a voice in the world. The study conducted within the scope of
the workshops of trainers/leaders from different countries in seminars and congresses also examined
the trainers/leaders in terms of their professions and specializations. Although the majority of these
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trainers/leaders are Theater and Creative Drama Teachers/instructors, the professions of trainers/
leaders from many fields of art, such as actors, actresses, directors, producers, writers, art educators,
dance and body trainers, have once again revealed the reality that creative drama is an art education
field and works interdisciplinary. Based on these results, it can be suggested that the International
Creative Drama in Education seminars and congresses that have been organized in Turkey since
1985 and the workshops of trainers/leaders from different countries participating in these congresses/
seminars have made a great contribution to the formation of the creative drama discipline in Turkey.

Suggestions

Within the scope of the research, foreign trainer/leader workshops participating in ICDES/C were
examined, and the results were presented in line with the research questions. Based on these results,
suggestions for trainers/leaders, teachers, researchers, individuals with an individual interest in the
field of creative drama, institutions/organizations that organize congresses/seminars, and institutions
that cooperate are as follows:

* A study can be conducted on the importance and impact of national and international
congresses and seminars organized in Turkey on the historical development of creative drama in
education.

* A study can be conducted on the workshops of Turkish trainers who participated in ICDES/Cs.

* Comparative studies can be carried out based on the experiences of the first and last
participants of ICDES/Cs.

* After the ICDES/Cs organized by the Contemporary Drama Association, a paper presentation
on the Congress can be prepared.
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Sosyal Bilgiler Alaninda Yaratict Drama Uzerine Ne Yapildi? Bir Igerik Analizi

Giris

Sosyal bilgiler dersi insan, toplum ve ¢evre iligkisini gegmis, bugiin ve gelecek baglaminda kendine
konu edinen, 6grencinin bu iligkiye dair bilgi ve deneyimlerini gelistirmesine olanak tantyan,
bireylerin kendilerini, deger ve diisiincelerini kesfetmelerini miimkiin kilan ortami hazirlayan bir
derstir (Kabapinar, 2014; MEB, 2018). Bu sebeple toplumsal yasami ekonomik, sosyal, siyasal ve
kiiltiirel baglamda her yoniiyle ele alip inceleyen sosyal bilgiler, igeriginin neredeyse tamamina yakin
bir kismini antropoloji, ekonomi, sosyoloji, cografya, tarih gibi sosyal ve beseri bilim disiplinlerinden
almakta, sosyal bilgiler 6gretim programinin etkin ve ideal vatandas yetistirme gayesi dogrultusunda
entegre hale getirmektedir (Zarrillo, 2016; Ackerman vd. 2013; Dolmaz ve Metin, 2021).

Sosyal bilgiler, toplumun bireyden beklentileri ile bireylerin ihtiyaglari, hak ve ddevleri
arasinda dengenin saglanmasi amaciyla bireylere gerekli bilgi, tutum, beceri ve degerleri
kazandirmay1 amaglamaktadir (Orug ve Ulusoy, 2008; Petrini ve Fleming, 1990). Ogrenciler sosyal
bilgiler dersi ile yasanilan topluma uyum saglar, kazandig1 bilgi, beceri ve degerleri hayata gecirir.
Demokrasiyi bir kiiltlir olarak benimser, elestirel diisiinme, yaratict diisiinme, karar verme, sosyal
katilim gibi son derece 6nemli becerilerini gelistirir, hak ve d6devlerini bilir (Aktepe, 2015; Vitulli
ve Santoli, 2013) atalarinin kendisine biraktig1 ulusal miras1 devralir (Deveci, 2005), milli kimlik
bilinci kazanir, halkinin kadim gelenek-gdreneklerini 6rf ve adetlerini 6grenir (Gelisli, 2018), birlik
ve beraberligin 6nemini kavrar, toplumsal ve kolektif hafizaya katkida bulunan birer birey olarak
birlikte yagamayi ve farkliliklara saygi duymay1 6grenir (Sen, 2019). Sosyallesir ve kisilik sahibi bir
birey olma hususunda ciddi bir mesafe kat eder (Demircioglu vd., 2011).

Son olarak 2018 yilinda gilincellenen ve ¢agdas bir 6gretim programi olarak hazirlanan sosyal
bilgiler yasama doniik bir derstir (Deveci, 2005). Dersin igeriginin yakindan uzaga dogru aile, okul,
toplum, bolge, lilke ve diinya ile iliskili hususlardan olugsmasi ve insanoglunun bunlar etrafindaki
iligkilerini ele alarak incelemesi sebebiyle sosyal bilgilerin giinlilk yasamin adeta bir provasini
ogrenciye sundugunu sdylemek miimkiindiir (Giinden, 1995; Barth ve Demirtas, 1997 Akt. Akhan,
2015). Ogrenciler savas, deprem, yoksulluk, dis iliskiler, igsizlik, go¢, hava ve su kirliligi, toplumsal
yasamdaki kurumlar ile yasanilan problemler, is¢i ve tiiketici sorunlart gibi sosyal sorunlar ile sosyal
bilgiler dersinde karsilagsmakta ve 6grencilerin diisiinme-hipotez kurma ve bu problemleri ¢6zmeyi
Ogrenmesi sosyal bilgiler dersi ile miimkiin olmaktadir (Kiligoglu, 2009; Giinden, 1995). Bu nedenle
sosyal bilgiler olaylarin ezberlendigi bir ders olamaz, etkinlik tabanli olmalidir. Ogrenmenin birinci
elden yasanan deneyimlerle etkili ve kalici izli oldugu gergegi goz Oniinde bulunduruldugunda
ogrencilerin ders igerisinde rol yapmaya, sarki sdylemeye dans etmeye, bir seyler insa etmeye, alan
gezileri gibi uygulamali etkinlikler yapmaya ihtiyaci oldugu gz ardi edilemez. Diger bir deyisle
cocuklar cografyacilar, tarihgiler, antropologlar, politikacilar ve ekonomistlerin yaptigi ile ayni seyleri
yapmalidir. Bunun i¢in ise sosyal bilgiler dersinde birtakim yontemler ve materyallere bagvurulmasi
gerekmektedir (Zarrillo, 2016).

Kuskusuz ogrenciyi o6grenme ortaminda aktif kilan, kolay ve kalici 6grenmeyi
gergeklestirmeye en fazla yardimci olan yontemlerden birisi de yaratici dramadir (Basbug ve
Adigiizel, 2019). Adigiizel (2006) yaratict dramay1 en genel anlamiyla “Yagam durumlaridaki
dramatik anlarin, lider ya da uzman esliginde, grup ici etkilesimler icerisinde canlandirilmasi™ olarak
tanimlamaktadir. Canlandirma esnasinda dogaglama, rol oynama gibi tekniklerden yararlanilmakta,
bu yontem ise ¢ocugun duyugsal yasantisini, imgesel diistinme becerilerini ve diislem giiclinii
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aktif hale getirerek gelistirmekte ve onu 6grenme siirecinin bir parcasi yaparak yasantilara dayali
Ogrenmeyi On plana ¢ikarmaktadir. Yani tipki yeni sosyal bilgiler 6gretim programinin amagladigi
gibi yaratic1 drama da ezbercilik yerine aktif 6grenmeyi gerceklestirmenin pesindedir. Ogrencilerin
yaratic1 dramaya i¢tenlikle katildig1 durumlarda o giine kadar kesfedilmemis ya da ortaya ¢ikmamis
Ozelliklerinin goriilmesi miimkiindiir. Ayrica yaratict drama ¢ocukta var olan 6tke, kiskanclik, kaygi
gibi duygulariin denetim altinda, uygun ortamlarda dogru ve saglikli bir bicimde bosaltimini da
saglamaktadir (Adigiizel, 2006; McCaslin, 2006; Oztiirk, 2001). Sosyal sorunlar1 yansitan temalarin
yaratic1 drama igerisinde dogaclama teknigi ile sunulmasi 6grencilerin toplumdaki iliskileri ve
isleyisi daha rahat algilamasini saglar (Dereli, 2018). Yaratict drama bu misyonuyla sosyal bilgiler
dersinin hedeflerine ulagmada kusursuz bir aragtir

Yaratict drama, sosyal bilgilerin 6zel amaglar1 arasinda yer alan ve ulagsmay1 amagladigi
“ogrencinin fiziksel duygusal 6zelliklerinin, ilgi istek ve yeteneklerinin farkina varmasi” gayesi
noktasinda (MEB, 2018) biiyiik bir misyona sahiptir. Altinova ve Adigiizel (2012) yaratici dramanin
bireyin kendisini tanima, ifade edebilme ve bagkalar1 ile benzesen/ayrisan ortak yonlerini bulma
yollarindan birisi oldugunu belirtmistir.

Insan hayatinda bir defa yasanabilen ve tekrarlanmasi miimkiin olmayan olaylar, anilar,
durumlar yaratic1 drama atdlyeleri yardimiyla belli 1sinma, konsantrasyon ve rahatlama tekniklerinden
faydalanilarak yeniden yaratilabilir. Boylelikle tiim 6gretim programlar1 gibi sosyal bilgilerin de
hedeflemis oldugu o6grencilerin biligsel gelisimleri yaninda duyugsal ve edimsel gelisimlerini
saglama misyonu tamamlanmis olur. Yaratici drama siirecinde 6grenci grupla ¢alismanin ve grup
icerisinde ayr1 bir birey olmanin, bagkalarini canlandirmanin ve mig/mis gibi yaparak kurgu ile
gerceklik arasinda gidip gelmek suretiyle hayali bir siireci yagamanin hazzini yakalar. Yaratici drama,
ogrencileri ve dgretmenleri egitimin sikici ortamindan uzaklastirarak ¢agdas egitim sisteminin bir
iriini olan yaratici 6gretim ortami yaratma, egitim siirecine heyecan katma ve &zgiir bir egitim
ortaminda serbestce kendini ifade etme igin gerekli firsatlari sunar (Pieczura, 2013; Freeman vd.
2003; Okvuran, 1994; Tulunay Ates, 2017). Egitim-6gretim programinin bir neferi olan sosyal
bilgiler dersi de 6grencinin diis giiclinii kullanmasini ve yaraticiligini harekete gecirerek gelistirmek
kaydiyla toplumsal ve ticari etkinliklere katkida bulunan, 6zgiin bilgi ve beceri sahibi bireyler olarak
yetismesini arzu etmektedir (MEB, 2018).

Ancak sosyal bilgiler ve yaratici dramanin en biiyiik ortak noktasi her ikisinin de tamamen
insani, toplumu ve yasami konu almasidir. Sosyal bilgiler 6grencilere kiiltiirel mirasin devralinmast,
korunmasi ve yeni nesillere aktarimi, insan - ¢evre etkilesiminin bilincine varilmasi, insanlar, olay,
olgu ve nesneler arasindaki benzerlik ve farkliliklarin sezilmesi, yasadigi ¢cevre ve diinyanin genel
ozelliklerinin taninmasi, degisim ve siirekliligin kavranmasi, iilkesini ve diinyay1 ilgilendiren sorunlar
hususunda duyarlilik gostermesi i¢in yol gosterirken, yaratici drama tim bu olaylari-durumlari
ilgi ¢ekici bir sekilde, birden fazla duyu organina hitap edecek bigimde dramanin giiciinden de
yararlanmak suretiyle gorsel ve isitsel bir kompozisyonda akiskan bir biitiin olarak adeta resmeder
(Basbug ve Adigiizel, 2019; Dolmaz ve Metin, 2021; MEB, 2018). Bu sebeple sosyal bilgiler dersi
icerisinde yaratict dramanin giiciinden yararlanmak elzemdir.

Yaratic1 drama ile ilgili alan yazin incelendiginde farkli disiplinlerde (fen bilgisi, biligim
teknolojileri, Ingilizce, Tiirkce, dzel egitim vb.) gesitli konularin ya da bir¢ok beceri ve degerin
Ogretiminde, bazi strateji ve yontemlerinuygulanmasiesasinda yaratici drama yontemine bagvuruldugu
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ve yaratici drama tizerine yapilmig bir hayli ¢alisma bulundugu tespit edilmistir (Karaosmanoglu ve
Adigiizel, 2021; Aslan ve Gok, 2020; Goktiirk vd. 2020; Sarisan-Tungag vd. 2019). Sosyal bilgiler
alaninda da yaratict drama tiizerine benzer hususlarda gesitli arastirmacilar tarafindan (Aykag ve
Adigiizel, 2011; Akhan ve Demir, 2020; Basbug ve Adigiizel, 2019; Cetinkaya Aydogdu ve Kirpik,
2021; Erdem Zengin ve Yal¢inkaya, 2016; Ezer ve Ulukaya-Oteles, 2020; Giiven, 2005; Kaf, 2017;
Kog ve Gegit, 2021; Kozaner, 2019; Nayci, 2011; Oztiirk ve Korkmaz, 2019; Oztiirk ve Sar1, 2018;
Tokmak vd., 2023; Ulu ve Burgul-Adigiizel, 2019; Uygungiil, 2016; Yenigiil Ozyiirek, 2020) baz1
caligmalar yapilmistir.

Bu aragtirmada sosyal bilgiler-yaratici drama iligkisi tlizerine yapilmis ¢aligmalarin
egilimlerinin incelenmesi amaglanmaktadir. Unutmamak gerekir ki belirli konularda yapilmis
caligmalarin egilimlerinin incelenmesi, alan uzmanlarinin egiliminin ve ¢alisma yapilmamis
hususlarin tespitini saglamaya yardimci olacagi, ¢aligmalarin sonuglarinin genel bir perspektiften
degerlendirilmesini saglayacagi, var ise eksikliklerin goriilmesini kolaylastiracagi, yeni yapilacak
caligmalara yol gosterici olacagi i¢in ¢alisilmaya deger arastirmalardir. Bu amag 1s181inda asagidaki
sorulara yanit aranacaktir.

Sosyal bilgiler yaratict drama iliskisi lizerine 2002-2022 yillar1 arasinda gergeklestirilmis
arastirmalarin;

1. Calisma yillarina ve tiirlerine gére dagilimi nasildir?

2. Arastirmacilarin kurumlarina goére dagilimi nasildir?

3. Arastirmalarda kullanilan arastirma yontemlerine gére dagilimi nasildir?

4. Orneklem alma bigimlerine gére dagilimi nasildir?

5. Aragtirmalarin gergeklestirildigi ¢alisma grubu/6rnekleme gore dagilimi nasildir?
6. Aragtirmalarda kullanilan analiz yontemlerine gore dagilimi nasildir?

7. Arastirmalarda hangi veri toplama araci ne kadar kullanilmigtir?

8. Arastirmalarda hangi konular yaratici drama ile iligkisi baglaminda ele alinmistir?
9. Arastirmalardan elde edilen sonuglar nedir?

10. Aragtirmalar sonucunda arastirmacilar ne tiir 6nerilerde bulunmustur?

Yontem
Arastirma Modeli

Arastirmanin gergeklestirilmesinde nitel arastirma deseni ise kosulmustur. Nitel aragtirmalar herhangi
bir olay1, olguyu ya da durumu biitiinciil bir perspektiften derinlemesine inceleme ve betimlemeye
imkan taniyan bir yontemdir (Baltaci, 2019). Nitel aragtirmalarda yogunlukla veri kaynagi ile
goriisme yaparak, veri kaynagini gézlemleyerek ya da gesitli dokiimanlar incelenmek suretiyle veriler
toplanmaktadir. Bu arastirmada veriler toplanirken dokiiman inceleme teknigine bagvurulmustur.
Dokiiman inceleme arastirma kapsaminda ulasilmasi gereken verilerin toplanmasi amaciyla yazili,
basili ya da elektronik kaynaklarin (belgeler, kitaplar, tezler, raporlar, gorseller, kurum arsivleri, video
kaydi vb.) toplanmasi, incelenmesini ve sorgulanmasini i¢erir (Haven and Van Grootel, 2019; Bowen,
2009; Sak vd. 2021; Karadag, 2014 ). Bu arastirmada YOK (Yiiksekdgretim Kurulu) elektronik veri

35



Mustafa Dolmaz & Ozge Metin - Yaratic1 Drama Dergisi 2024, 19(1), 32-58

tabaninda bulunan tezler, “Google Scholar” ile “H. W. Wilson” veritabanlarinda bulunan makaleler
pdf (portable document format) dokiimanlar olarak temin edilmis, dokiiman inceleme yontemi ile
incelenmis, bulgulart MAXQDA nitel veri inceleme programi lizerinden analiz edilmistir.

Calisma dokiimanlar iizerinden ytiriitiildigii i¢in etik kurul onay1 gerektirmemektedir.
Calisma Grubu

Arastirmanin ¢alisma grubunu 2002 ve 2022 yillar1 arasinda sosyal bilgiler-yaratici drama iliskisi
iizerine gergeklestirilmis YOK tez tarama béliimiinde yer alan yiiksek lisans ve doktora tezlerinden
erisime acik olanlar ile “Google Scholar”, “H. W. Wilson” indeksinde yer alan bilimsel makaleler
olusturmaktadir. YOK tez veri tabani taranirken veri tabaninda yer alan ¢alismalar “sosyal bilgiler”
“yaratict drama” terimleri ile siiziilmiis, daha sonra bu ¢aligmalardan “2002” ve “2022” arasinda
yapilmig olanlar filtrelenmistir. Aragtirmanin ¢alisma grubu belirlenirken arastirmanin dogas1 geregi
kriter (6l¢iit) drnekleme ydntemine bagvurulmustur. “Olgiit 6rneklemede, bir arastirmanin gézlem
birimlerinin belirli niteliklere sahip kisiler, olaylar, nesneler ya da durumlardan olusmast esastir”
(Blyiikoztiirk vd., 2011). Bu arastirmada ¢aligmalarin “sosyal bilgiler”
icermesi ve belirli tarihler araliginda yapilmis olmasi olgiit/kriter olarak kabul edilmistir. Bu kritere
uygun olan 23 yiiksek lisans tezi ve 21 makale bu arastirmanin ¢alisma grubunu olusturmaktadir.

yaratici drama” terimleri

Veri Toplama Araclari

Creswell (2016) arastirmacilarin ancak ve ancak bir konu hakkinda literatiir taramasi yaptiktan
sonra ¢alisilmas1 gereken bir problemin, sorunun ya da bir boslugun oldugunu sdyleyebileceklerini
belirtmektedir. Bu sebeple oncelikle ilgili literatiir taranmis, alan yazinda bir bosluk oldugu tespit
edilmis ve yaratict drama — sosyal bilgiler iliskisi tizerine ¢alisilmis eserlerin incelenerek boslugun
ortaya koyulabilmesi amaciyla arastirmanin problemleri ile ortiisen ve 6ziine uygun bir veri toplama
arac1 aranmistir. Ancak bu kriterleri karsilayan bir veri toplama araci tespit edilememesi {lizerine
arastirmacilar tarafindan Eser Inceleme Formu (EIF) hazirlanmistr.

Eser Inceleme Formu (EIF)

Arastirmacilar tarafindan gelistirilen eser inceleme formu incelenecek olan lisansiistii tezler
(yiikseklisans — doktora) ile makale ¢aligmalarini on bir kritere gore incelemeye imkan taniryacak
sekilde hazirlanmigtir. Form son haliyle ilgili alanda yapilmis olan caligmalar1 yil, eser tiiri,
arastirmaci kurumlari, aragtirma yontemleri, 6rneklem yontemleri ve 6rneklem/calisma gruplari,
veri analiz yontemleri, veri toplama araglari, yaratict dramanin hangi konu baglaminda ¢alisildigi,
sonuclar1 ve Onerileri hususlarinda analiz etme imkan1 tanimaktadir.

Hazirlanan form dil ve alan gecerligi ile giivenirligi i¢in dncelikle arastirmacilar haricinde
iki alan uzmaninin goriislerine sunulmus, goriis ve oneriler dogrultusunda forma son hali verilmistir.
Daha sonra eser inceleme formu kullanilarak on eser {lizerinde pilot uygulama yapilmistir. Formun
amaca hizmet ettigi goriilmiis ve verilerin toplanmasi agamasina ge¢ilmistir.

Verilerin Toplanmasi

Arastirma verilerinin toplanmas1 amaciyla éncelikle YOK tez veri tabaninda bulunan “yaratic
drama” ve “sosyal bilgiler” terimlerini iceren tezler ile “Google Scholar” ve H. W. Wilson” veri
tabaninda yer alan makaleler siizlilmiis, 2002-2022 yillar1 arasinda calisilmis eserler filtrelenerek
bilgisayar ortamina aktarilmistir. Bu asamada bazi tez c¢alismalarinin daha sonra makale haline
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getirilerek yayinlandig tespit edilmistir. Miikerrer verilerin Oniine gegebilmek icin arastirmacilar
tarafindan hazirlanan tezlerden ¢ikarilan makaleler kapsam diginda birakilmis, sadece tezler calisma
grubuna dahil edilmistir. Ardindan EiF kullanilarak arastirma sorularina yanit verebilecek veriler
tiim igerik igerisinden siiziilmiis ve verilere genel bir bakis saglamasi adina MAXQDA nitel veri
analiz programinda toplanmastir.

Verilerin Analizi

Arastirma verilerinin analizinde icerik analizi yontemine bagvurulmustur. Icerik analizi yonteminde
elde edilen veriler nitel veri analiz programi kullanilarak belirli temalar altinda kodlanir. Kodlar
birbirine yakin anlam tasiyan sozciik ya da sdzciik gruplarinin sézdizimsel olarak tanimlanmasi firsati
sunan birimlerdir (Steve, 2001). Icerik analizi isleminde toplanan verileri agiklayabilecek kavramlara
ve iliskilere ulasmak temel amactir. Bu amagla toplanan veriler once kavramsallastirilmakta,
daha sonra veriler kavramlara gére diizenlenmekte ve en son basamakta bu kavramlar etrafinda
diizenlenmis verileri agiklayict kod ve temalarin saptanmasi islemi gergeklestirilmektedir (Yildirim
ve Simsek, 2006; Berg ve Lune, 2015).

Nitel veri toplama yontemleri ile gerceklestirilen calismalarda veri toplama araglariyla
toplanan ve icerik analizi yontemiyle incelenen verilerin giivenirligi 6l¢iimiin hatalardan arindirilmast,
Olciilmek istenileni tutarli bir bicimde Olgmesi yani ayni 6l¢me aracini kullanan kisilerin ayni
sonuclara ulagmasi demektir (Demirci ve Koseli, 2014). Bu aragtirmada gergeklestirilen igerik
analizinin glivenirligini kontrol etmek amaci ile Miles ve Huberman (Miles ve Huberman, 1994)
tarafindan gelistirilen giivenirlik formiilii (Guivenirlik=Goriis Birligi/Goriis Birligi+Goris Ayrilig)
kullanilmistir. Formiile gore gerceklestirilen hesaplama ile kodlayicilar arasindaki uyumun (goris
birligi) %90 oldugu goriilmiistir.

Aragtirmanin gecerligini saglamak i¢in ¢esitli arastirmacilar bazi kriterlerin gbz Oniinde
bulundurulmas1 gerektigini belirtmislerdir. Oncelikle arastirmanm tiim safhalarinda alan
uzmanlarinin goriisleri dikkate alinmis, inandiricilik kriteri dogrultusunda veriler herhangi bir
degisiklik yapilmadan dogrudan alintilanmis, veri toplama araci gelistirilirken alanyazin ile tutarliligi
saglanmis, arastirmanin dis gegerliliginin saglanmasi i¢in arastirmanin tiim sathalari detayli olarak
belirtilmistir. Ayrica onaylanabilirlik kriteri dogrultusunda nesnelligin saglanmasi amacryla veriler
onlart agiklayici temalar ve kodlar etrafinda toplanmustir. Aktarilabilirlik kriteri hususunda alan
yazinda 2002-2022 arasinda yapilmis tiim calismalar ¢aligma kapsami igerisine alinmigti. Bu
hususlar aragtirmanin gecerligi acisindan yeterli goriilmektedir (Arastaman vd., 2018; Demirci ve
Koseli, 2014, Coe, 2017, Blytikoztiirk vd. 2011).

Arastirma ve Yayin Etigi

Bu aragtirma “Yiiksekogretim Kurumlart Bilimsel Arastirma ve Yayin Etigi Yonergesi’nde belirtilen
tiim kurallara uyularak yapilmistir. S6z konusu yonergenin “Bilimsel Arastirma ve Yayin Etigine
Aykirt Eylemler” baglikli ikinci boliimiinde belirtilmis olan eylemlerin higbiri meydana gelmemistir.
Calisma, insan ya da hayvanlar {izerinde deneysel bir islem icermemesi nedeniyle etik kurul izni
gerektirmemektedir.
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Bulgular
Calismalarin Yillarina ve Tiirlerine Yonelik Bulgular

Sosyal bilgiler-yaratici drama iliskisi lizerine yapilmis caligmalarin tiirliniin ve yillara gére dagiliminin
incelenmesi sonucunda yillar temasi altinda on sekiz kod (2004, 2005...2022), ¢aligmalar temasi
altinda ise {i¢ kod (Doktora Tezi, Yiiksek Lisans Tezi ve Makale) iiretilmistir. Bu kodlar Sekil
1’de biitlinciil bir yaklasimla sunulmustur. Sosyal bilgiler-yaratic1 drama iliskisi {izerine yapilmis
caligmalarin tiir ve yillara gore dagilimina iliskin bilgileri igeren Grafik 1 incelendiginde iki 6nemli
husus dikkati gekmektedir. Tlk husus yaratici drama-sosyal bilgiler iliskisi {izerine 2004-2022 yillari
arasinda doktora tezi yapilmamis olmasidir. Tkinci husus ise 2007, 2010, 2012, 2013 yilinda yaratic
drama-sosyal bilgiler iligkisi lizerine yapilmis makale ve tez calismasinin olmayisidir.

=
[=]

O W E N W WD

o Do A A

2004 2005 2006 2007 2008 2009 2010 2011 2012 2013 2014 2015 2016 2017 2018 2019 2020 2021 2022
s Doktora Tezi s ijksek Lisans Tezi Makale

Sekil 1. Sosyal Bilgiler-Yaratict Drama iliskisi Uzerine Yapilmis Calismalarin Tiirlerine ve Yillara Gore
Dagilim1

Calisma yapilan yillar incelendiginde sosyal bilgiler-yaratict drama iligkisi tizerine 2004,
2006, 2014, 2015, 2016, 2017, 2018 ve 2022 yilinda birer; 2008, 2011, 2020 yilinda ikiger; 2019
yilinda ise dokuz yiiksek lisans tezi calisildigi goriilmektedir. Makale ¢alismalarina bakildiginda ise
2005, 2009, 2011, 2015 yilinda birer; 2021 ve 2017 yilinda iki; 2019 yilinda dért; 2020 yilinda yedi
caligma gergeklestirildigi tespit edilmistir.

Arastirmaciarin Kurumlarina Yonelik Bulgular

Sosyal bilgiler-yaratici drama iliskisi tizerine yapilan ¢aligmalarin yazarlarinin kurumlarina gore
dagilimina iliskin veriler incelenmis, kurum temas: altinda yirmi dokuz kod iiretilmistir. Grafik 2
hazirlanirken tez ¢aligmalarini hazirlayan kisi yazar olarak ele alinmig, makale yazarlarinin ayni
iiniversiteden olmalart durumunda kurum ismi bir defa, makale yazarlarmin farkli kurumlardan
olmalar1 durumunda ise her iki kurum da birer defa degerlendirmeye alinmigtir. Bu kapsamda
hazirlanmis olan Sekil 2 asagida sunulmustur.
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Sekil 2. Sosyal Bilgiler-Yaratict Drama Iliskisi Uzerine Yapilmis Calismalarda Arastirmacilarin
Kurumlarina Dair Dagilim

Sekil 2’ye bakildiginda sosyal bilgiler - yaratici drama iligkisinin konu olarak ele alindigi
caligmalarin yirmi dokuz farkli kurumda gergeklestirildigi goriilmektedir. En fazla c¢alismanin
gerceklestirildigi kurumun bes calisma ile (ii¢ tez ve iki makale) Ankara Universitesi oldugu
goriilmektedir. Daha sonra sirasityla Nigde Omer Halisdemir iiniversitesinde dort calismanin (iig
tez ve bir makale), Gazi Universitesi’'nde ii¢ ¢alismanin (ii¢ tez), Cukurova Universitesi’nde ii¢
calismanin (bir tez ve iki makale), Rize Recep Tayyip Erdogan Universitesinde ii¢ ¢alismanin (bir
tez ve iki makale), Akdeniz Universitesi’nde iki makale ¢calismasinin, Dokuz Eyliil Universitesi’nde
iki tez calismasinin, Bartin Universitesi’nde yine iki tez ¢aligmasinin, Trabzon ve Mus Alparslan
Universitesi’nde bir tez bir makale ¢alismasinin gerceklestirildigi goriilmektedir. Ordu Universitesi,
Istanbul Aydin Universitesi, Erciyes Universitesi, Aksaray Universitesi, Erzincan Universitesi,
Kafkas Universitesi, Mehmet Akif Ersoy Universitesi, Amasya Universitesi, Atatiirk Universitesi,
Firat Universitesi, Lefke Avrupa Universitesi, Canakkale Onsekiz Mart Universitesi, Nevsehir
Hac1 Bektas Veli Universitesi, Bursa Uludag Universitesi, Artvin Coruh Universitesi ve Kiitahya
Dumlupmar Universitesi, Marmara Universitesinin de bulundugu on dokuz iiniversitede birer
tez calismasi yapilirken Anadolu Universitesi’nde ise bir makale calismasmin gerceklestirildigi
sOylenilebilir. Kurumsal iliskisi Milli Egitim Bakanlig1 olan bir yazarin da bir makale ¢aligmasi
yaptig1 Sekil 2’°de goriilmektedir.

Arastirmalarda Kullanilan Arastirma Yontemlerine Iliskin Bulgular

Sosyal bilgiler-yaratici drama iliskisi {izerine gergeklestirilen tez ve makale ¢calismalarinda kullanilan
yontemlerin dagilimina iligskin veriler incelenmis olup desen temast altinda nicel, nitel ve karma
seklinde kodlar {iiretilmistir. Bu kodlardan nitel kodu altinda yedi, nicel kodu altinda dort, karma
kodu altinda ise ii¢ alt kod {iretilmistir. Bu kapsamda hazirlanmis olan Tablo 1 agagida sunulmustur.
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Tablo 1. Sosyal Bilgiler-Yaratict Drama Iliskisi Uzerine Yapilmis Calismalarda Kullanilan
Arastirma Y ontemleri

Tema Kodlar Alt Kodlar f %
Durum Arastirmasi 4 25
Eylem Arastirmasi 4 25
Goriisme 2 12,5
e Dokiiman Inceleme 2 12,5
z Derleme 2 12,5
— Eylem Arastirmas1 + Goriisme 1 6,25
E Tarama Modeli 1 6,25
=§ Toplam 16 100
g Deneysel 8 66,6
% = Yari-Deneysel 3 16,6
2 é Meta-Analiz 1 8,3
Tarama 1 8,3
Toplam 13 100
Acimlayict Siralt 4 26,6
E Yakinsayan Paralel 1 6,6
5‘ Verilmeyen/Tespit Edilemeyen 10 66,6
Toplam 15 100
Genel Toplam 44 100

Tablo 1 incelendiginde bahse konu caligma alaninda toplam kirk dort arastirmanin
gergeklestirildigi, bu arastirmalarin on altisinin nitel, on i¢ilinlin nicel ve on besinin ise karma
yontemle gergeklestirildigi anlagilmaktadir. Nitel desende gerceklestirilen ¢alismalarda kullanilan
aragtirma yontemlerine bakildiginda en fazla durum arastirmasi ile eylem arastirmasi yonteminin
tercih edildigi (4) tespit edilmistir. Bu durumu takiben gdriisme ve dokiiman inceleme yontemlerinin
ise ikiser defa ige kosuldugu, bir arastirmada ise eylem arastirmasi ve goriigme yonteminin birlikte
kullanildig1 goriilmektedir. Nicel desende gerceklestirilen arastirmalarda ise sekiz arastirmanin
deneysel yontemle, {i¢ arastirmanin yarit deneysel desende, bir arastirmanin tarama yontemiyle,
bir arastirmanin ise meta-analiz yontemi ile gerceklestirildigi bulgusuna erigilmistir. Nitel ve nicel
desenlerin bir arada kullanildigi karma desende gergeklestirilen arastirmalarin dordii agimlayic sirali
desende, biri ise yakinsayan paralel desende gerceklestirilmistir. Hangi karma yontemi kullandigini
belirtmeyen arastirma sayisi ise ondur. Bu arastirmalarda kullanilan yontemler nicel ve nitel olarak
belirtilmis ancak hangi amag ile hangi desende birlikte desenlendigi ise belirtilmemistir.
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Arastirmalarda Kullanilan Orneklem Alma Bicimlerine Iliskin Bulgular

Sosyal bilgiler-yaratict drama iliskisi iizerine gerceklestirilen ¢aligmalarda kullanilan 6rnekleme
yontemlerine dair bulgular incelenmis, 6rnekleme yontemi temasi altinda dort farkli kod iiretilmistir.
Bunlar seckisiz, seckisiz olmayan, seckisiz ve seckisiz olmayan ile diger kodlaridir. Bu kodlar altinda
toplam bes adet alt kod bulunmaktadir. Uretilen bu kodlara ait bilgiler Tablo 2’de sunulmustur.

Tablo 2. Sosyal Bilgiler-Yaratict Drama Iliskisi Uzerine Gergeklestirilen Calismalarda Orneklem
Alma Bigimleri

Kodlar Alt Kodlar f %
Seckisiz Basit Seckisiz (Random) 14 31,8
Kolay Ulasilabilir Orneklem 5 11,36
Segkisiz Olmayan Amagsal (Olgiit Orneklem) 13 29,6
Seckisiz ve Seckisiz Olmayan Kolay Ulasilabilir Orneklem ve Olgiit Orneklem 1 2,27
Diger Verilmeyen/Dogas1 Geregi Orneklem igermeyen 11 25
Toplam 44 100

Tablo 2’ye gore on dort arastirmada orneklem segkisiz yontemle belirlenmistir. Segkisiz
yontemde basit seckisiz (random) ornekleme yontemine bagvurulmustur. On sekiz arastirmada ise
seckisizolmayan 6rnekleme yontemiise kosulmustur. Buyontemile drneklemibelirlenen arastirmalarin
besinde uygun/kolay ulasilabilir 6rneklem, on iiglinde Ol¢iit 6rneklem yonteminin kullanildigi
goriilmektedir. Bir aragtirmada ise hem seckisiz hem segkisiz olmayan drneklem yonteminin bir arada
kullanildig1 goriismiistiir. Dikkate deger olan bulgu ise on bir aragtirmada drnekleme yontemlerine
dair bir bilgiye rastlanmayisidir. Ornekleme ydnteminin verilmedigi arastirmalardan iigii derleme
calismasi oldugundan arastirmanin dogasi geregi 6rneklem icermedigi sdylenilebilir.

Arastirmalarda Kullanilan Analiz Yontemlerine Iliskin Bulgular

Sosyal bilgiler-yaratict drama iligkisi iizerine gergeklestirilen c¢aligsmalarda kullanilan analiz
yontemlerine iligkin bulgular incelenmis olup analiz yontemi temasi altinda nitel analiz yontemleri
ve nicel analiz yontemleri isimli iki kod tiretilmistir. Nitel analiz yontemleri kodu altinda ii¢ alt kod,
nicel analiz yontemleri altinda ise on alt kod bulunmaktadir. Bu kapsamda hazirlanan Tablo 3 agagida
sunulmustur.
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Tablo 3. Sosyal Bilgiler-Yaratict Drama iliskisi Uzerine Gergeklestirilen Calismalarm Analiz
Yontemlerine iliskin Dagilimi

Kodlar Alt Kodlar f %
Cift Yonlii Varyans Analizi 1 1,35
T-Testi 26 35,13
Ancova 2 2,70
Mann Whitney U 3 4,05
Nicel Analiz Kruskall Wallis 1 1,35
Yontemleri Wilcoxon Isaretli Siralar Testi 3 4,05
Betimleyici Istatistik 6 8,10
Meta-Analiz 1 1,35
Tek Yonlii Varyans 2 2,70
Pearson Korelasyon 1 1,35
Nitel Analiz Betimsel Analiz 15 20,27
Yontemleri Dokiiman Analizi 1 1,35
Icerik Analizi 13 17,56
Toplam 74 100

Tablo 3 incelendiginde sosyal bilgiler-yaratici drama iliskisi {lizerine gergeklestirilen
caligmalarda kullanilan analiz yontemlerine gore nitel arastirmalarda ve karma desenli arastirmalarin
nitel boliimlerinde veri analiz yontemi olarak betimsel analiz (15), igerik analizi (13) ve dokiiman
analizi (1) yontemlerine basvuruldugu goriilmektedir. Nicel arastirmalarda ve karma yontemle
gerceklestirilen arastirmalarin nicel boliimlerinde 10 farkli veri analiz yonteminin ise kosuldugu
goriilmektedir. Bu yontemlerden en fazla kullanilani ise T testidir. T testi toplamda yirmi alt1 defa
ise kosulmustur. T testinden sonra en fazla kullanilan analiz yontemi betimleyici istatistik (frekans
ve ylizde vb.) alt1 arastirmada kullanilmistir. Diger testlerden Mann Whitney U ve Wilcoxon isaretli
siralar testi licer defa, Ancova ve tek yonlii varyans analizi yontemleri ise ikiser defa veri analiz
yontemi olarak belirlenmis ve kullanilmistir. En az kullanilan yontemler ise birer defa kullanilan
meta-analiz, Pearson korelasyon knalizi, ¢ift yonlii varyans analizi, Kruskall Wallis testi ve dokiiman
analizidir.

Arastirmalarda Kullanilan Veri Toplama Araglarinin Tiirlerine Iliskin Bulgular

Sosyal bilgiler-yaratici drama iliskisi tizerine gerceklestirilmis caligmalarda kullanilan veri toplama
araclarina dair bilgiler Tablo 4’te verilmistir. Calismalarin veri toplama araglari baglaminda
incelenmesi sonucu “veri toplama araglar1” temasi altinda bes adet kod olusturuldugu (test, 6lgek,
form, giinliik ve diger araglar), bu kodlar altinda ise toplam yirmi sekiz alt kodun bulundugu
goriilmektedir. Mevcut durum Tablo 4°te sunulmustur.
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Tablo 4. Sosyal Bilgiler-Yaratict Drama {liskisi Uzerine Gergeklestirilen Calismalarin Veri Toplama
Araclarina Iliskin Dagilim

Kodlar Veri Toplama Araclan (Alt Kodlar) f %
Bilgi Formu 1 2,85
Degerlendirme Formu 6 17,14
Gorlisme Formu 22 62,85
g Gozlem Formu 3 8,57
i Kodlama Formu 1 2,85
Metafor Formu 1 2,85
Aragtirmaci Notlari 1 2,85
Toplam 35 100
Basar1 Testi 17 77,27
Cizim Testi 1 4,54
Kalicilik Testi 1 4,54
3z Kelime iliskilendirme 1 4,54
B Tutum Testi 1 4,54
% Algi Testi 1 4,54
;:.3 Toplam 22 100
) Deger Olgegi 2 8,69
C_i Duyarlilik Olgegi 2 8,69
S Egilim Olgegi 1 4,34
'E, 3 Ogrenme Stil Olgegi 1 4,34
O Problem Cozme Olgegi 1 4,34
Tutum Olgegi 14 60,86
Yeterlilik Olcegi 2 8,69
Toplam 23 100
» Ogrenci Giinliigii 7 87,5
é Ogretmen Giinliigii 1 12,5
@) Toplam 8 100
Ciz-Anlat Uygulama Kagidi 1 16,6
o Video Kaydi 1 16,6
B Mektup 1 16,6
<E Atolye Calismalart 1 16,6
.@o Envanter 1 16,6
= Bilinmeyen 1 16,6
Toplam 6 100
Genel Toplam 94 100

Tablo 4’te verilen bilgiler 1s18inda en fazla kullanilan arag¢ tiiriiniin form (35) oldugu
goriilmektedir. Kullanilan formlarin ¢esitlerine bakildiginda aragtirmalarda bilgi formu (1),
degerlendirme formu (6), goriisme formu (22), gézlem formu (3), kodlama formu (1), arastirmaci
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notlart (1) ve metafor formunun (1) kullanildig1 gortilmektedir. Form tiirleri icerisinde en fazla
kullanilanin ise goriisme formu oldugu sdylenilebilir.

Aragtirmalarda yirmi iki defa veri toplama araci olarak test kullanildigi goriilmektedir.
Kullanilan testlerin tiirline bakildiginda, arastirmalarda Basar1 Testi (17), Cizim Testi (1), Kalicilik
Testi (1), Kelime Iliskilendirme Testi (1), Algi Testi (1) ve Tutum Testinin (1) kullamldig
goriilmektedir. Arastirmalarda en fazla kullanilan test bagar1 testidir. Diger testler ise yalnizca birer
defa kullanilmistir.

Arastirmalarda yirmi ti¢ defa veri toplama araci olarak 6l¢ek cesitlerinden faydalanilmistir.
Olgekler icerisinde en fazla kullanilan 6lgek tiirii tutum dlgegidir (14). Arastirmalarda veri toplama
amaciyla kullanilan diger Slgek tiirleri ise yeterlilik 6lcegi (2), deger dlcegi (2), duyarlilik dlcegi (2),
egilim dlgegi (1), 6grenme stil dlgegi (1) ve problem ¢ozme Slgegidir (1).

Aragtirmalarda sekiz defa veri toplama araci olarak giinliiklere bagvurulmustur. Veri toplama
araci olarak kullanilan giinliiklerden yedisi 6grenci glinliigli biri ise 6gretmen gilinliiglidiir. Diger
veri toplama araglarina bakildiginda bir defa ¢iz-anlat uygulama kagidi, bir video kaydi, bir mektup,
bir atdlye calisma dokiimanlar1 ve bir defa envanterin kullanildig1 goriilmektedir. Bir ¢aligmada ise
hangi veri toplama aracinin kullanildigimin bilinmedigi goriilmektedir.

Arastirmalarin Orneklem/Calisma Grubuna Iliskin Bulgular

Sosyal bilgiler — yaratict drama iligkisi izerine hazirlanmis ¢alismalarin incelenmesi sonucu ¢alisma
grubu temasi etrafinda toplam yedi kod tiretilmis olup kodlara ait bilgiler Grafik 3’de verilmistir. Bu
kodlar ilkokul, ortaokul, lisans, ilkokul+ortaokul, miize uzmani, dokiiman ve verilmeyen kodlaridir.

1
A Y
1 » Miize Uzmam
= Dokiiman
Tk okul+ Ortaokul

» Verilmeyen

» Tlkokul
» Ortaokul

Lisans

Sekil 3. Sosyal Bilgiler-Yaratict Drama Uzerine Yapilmis Calismalarin Orneklem Gruplar

Sekil 3’e goz atildiginda en fazla calismanin gerceklestirildigi 6rneklem grubunun ortaokul
diizeyinde 6grenim gordiigili (16), on bir ¢aligmanin ilkokul ve on bir ¢aligmanin ise lisans diizeyinde
gerceklestirildigi goriilmektedir. Miize uzmanlari bir, dokiimanlar ise iki defa arastirmanin 6rneklem
grubunu olusturmustur. ki arastirma derleme calismasi seklinde yiiriitiildiigii i¢in drneklem grubu
icermemektedir ve verilmeyen seklinde kodlanmistir. Biitiinciil bir yaklasimla farkli kademelerde
ayn1 anda gerceklestirilen sadece bir ¢calisma vardir. Bu arastirmada ise hem ilkokul hem de ortaokul
ogrencileri 0rneklem grubunu birlikte olusturmuslardir.
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Arastirmalarin Arastirma Problemini Olusturan Konulara Iliskin Bulgular

Sosyal bilgiler — yaratici drama iliskisi {izerine hazirlanmis calismalarin konu dagilimlarinin
incelenmesi sonucu toplam yirmi yedi kod tiretilmis olup kodlara ait bilgiler Tablo 5’te sunulmustur.

Tablo 5. Sosyal Bilgiler-Yaratict Drama Iliskisi Uzerine Gergeklestirilen Calismalarin Konularma

Iliskin Dagilim
Tema Kodlar f %
Akademik Basariya Etkisi 14 22,58
Derse Yonelik Tutuma Etkisi 10 16,12
Ogrenci/Ogretmen/Ogretmen Aday1 ve Miize Uzmanlarimin Gériisleri/Tutumlar: 10 16,12
Baglaminda Yaratici Drama
Ogrenilenlerin Kalicihigma Etkisi 3 4,83
Ogrencilerin Yaratict Dramaya Yonelik Tutumlart 2 3,22
Demokratik Tutuma Etkisi 1 1,61
Bir Yontem Olarak Yaratici Drama 2 3,22
Elestirel Diislinme Becerilerine Etkisi 2 3,22
Cevresel Duyarliliga Etkisi 2 3,22
Hayal Giiciine Etkisi 1 1,61
Sosyal Bilgiler Dersinde Yaratict Dramaya Y 6nelik Kullanim Ornekleri 1 1,61
fletisim Becerilerine Etkisi 1 1,61
% Kavram Ogretimine Etkisi 1 1,61
E Kazanimlarin Gerceklesmesi Uzerindeki Etkisi 1 1,61
Tarihsel Empati Becerisine Etkisi 1 1,61
Ogrencilerin Saygi Degerine Yonelik Egilimlerine Etkisi 1 1,61
Adil Olma Degerinin Kazandirilmasina Etkisi 1 1,61
Ogrencilerin Hosgorii Diizeylerine Etkisi 1 1,61
Ogrencilerin Erisi Diizeylerine Etkisi 1 1,61
Ogrencinin Bilissel/Duyussal/Devinigsel Gelisimine Katkisi 1 1,61
Ogretmen Adaylarinin Fakiilteye Uyumlarina Etkisi 1 1,61
Problem C6zme Becerilerine Etkisi 1 1,61
Tarih Konularinin Ogretiminde Kullanimi 1 1,61
Ogretmen Adaylarinin Matematige Yénelik Tutumlarina Etkisi 1 1,61
Bir Yontem Olarak Etkililigi 1 1,61
Ogrencilerin Yaratict Dramaya Dair Biligsel Yapilari 1 1,61
Toplam 62 100
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Tablo 5 incelendiginde toplam yirmi yedi konu paralelinde yaratici dramaya iliskin
aragtirmalarin yogunlagtigi goriilmektedir. Tabloda belirtilen konular igerisinde en fazla yaratici
dramanin sosyal bilgiler dersindeki akademik basariya etkisinin (14) calisildigi goriilmektedir.
Bu ¢aligmalarda genellikle 6grencinin bir {initeye ya da &grenme alanina iliskin basarisina dair
bulgular 6l¢iilmiistiir. En fazla caligilan hususlardan birisi de 6grencilerin/6gretmenlerin/6gretmen
adaylarinin ve miize uzmanlarinin yaratici dramaya yonelik goriisleri/tutumlar1 (10) ile yaratici
dramanin dgrencilerin sosyal bilgiler dersine ydnelik tutumlaria etkisi (10) olmustur. Ogrenilenlerin
kaliciligina etkisi tli¢ defa, yaratici dramanin 6grencilerin ¢evresel duyarliliklarina etkisi ile elestirel
diisiinme becerilerine etkisi iki defa, 6grencilerin demokratik tutumlarina etkisi, hayal giiciine etkisi,
iletisim becerilerine etkisi, kavram 6grenmeleri iizerindeki etkisi, kazanimlar gerceklestirebilme
diizeyleri lizerindeki etkisi, tarihsel empati becerilerine etkisi, saygi, adil olma ve hosgorii degerlerine
yonelik diizeylerine etkisi, erisi diizeylerine etkisi, bilissel/duyussal/devinigsel gelisimlerine etkisi,
problem ¢6zme becerilerine etkisi, matematik dersine yonelik tutumlarina etkisi ise birer defa
caligilmisgtir.

Ogrencilerin yaratict dramanin bir yontem olarak sosyal bilgiler dersinde kullanilmasina
yonelik goriisleri ve yontem olarak etkililigi, sosyal bilgiler dersinde yaratict dramanin kullanimina
yonelik 6rnek uygulamalar, 6grencilerin yaratici dramaya yonelik bilissel yapilari, yaratict dramanin
tarih konularmin 6gretiminde kullanimi ve 6gretmen adaylarinin fakiiltelerine uyumlarinda yaratici
dramanin etkisi {izerine ise birer ¢aligma yapildig1 goriilmektedir.

Arastirmalarin Sonuclarina Iliskin Bulgular

Sosyal bilgiler-yaratict drama iligkisi tizerine yapilmis ¢aligmalari sonuglari, pozitif yonlii sonuglar
(28), negatif yonlii sonuglar (4) ve nétr sonuglar (4) seklinde ii¢ ana kod altinda yer alan alt kodlar ile
incelenmis olup Tablo 6’da asagida sunulmustur.
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Tablo 6. Sosyal Bilgiler-Yaratict Drama liskisi Uzerine Gergeklestirilen Calismalarin Sonuglarma

Iliskin Dagilim
Kodlar Alt Kodlar f %
Ogrencilerin Dersteki Akademik Basarisini Artirir. 14 12,72
Ogrenme Siirecinde Ogrenciyi Aktif Kilar. 12 10,90
Ogrencilerin Iletisim Becerilerini Gelistirmistir. 1 ,90
Eglenceli Bir Ogrenme Ortami Sunar. 9 8,18
Ogrencilerin Derse Yonelik Tutumlarim1 Olumlu Yoénde Etkiler. 8 7,27
Ogrencilerin Beceri ve Yeteneklerinin Farkia Varmasimi/ Gelistirmesini Saglar. 8 7,27
Ogrencilerin flgi/Motivasyonlarini Artirir. 8 7,27
Ogrencilerin Belirli Degerleri Kazanmalarii Saglar. 6 5,45
Ogrenilenlerin Kalicilig1 Uzerinde Etkili Olur. 2 1,81
Ogrencilerin Demokratik Tutum Kazanmalarini Saglar. 2 1,81
Ogrencilerin Bilissel/Duyussal ve Devinissel Gelisimi Olumlu Yénde Etkiler. 2 1,81
Ogrencilerin Elestirel Diisiinme Becerilerini Gelistirir. 3 2,72
o~ Kavram Ogretimini Kolaylastirir. 2 1,81
é Hayal Giiciiniin Gelisimini Destekler. 2 1,81
% Yaraticilig1 Destekler. 2 1,81
E Sosyallesmeyi Saglar. 3 2,72
-‘E Kiltiir Aktarimini Saglar. 2 1,81
& Ogrencilerin Yaratict Dramaya Yo6nelik Tutumlar1 Olumlu Etkiler. 2 1,81
% Farkli Yontemlerin Bir Arada Kullanilmasina Imkéan Tanir. 1 ,90
E C:)grencilerin Cevresel Duyarliligini Artirir. 2 1,81
Ogretmen Adaylarinin Yaratict Drama Uygulama Yeterliligini Artirmustir. 1 ,90
Ogretmen Adaylarinin Yaratici Dramaya Yonelik Olumlu Tutum Gelistirmelerini 1 ,90
Saglamustir.
Sosyal Bilgiler Ogretim Programinda Yer Alan Kazanimlarin Kazamlmasmi 1 ,90
Saglamustir.
Ogrencilerin Tarihsel Empati Becerilerini Gelistirmistir. 1 ,90
Ogrencilerin Yardimseverlik Tutumlarmi Gelistirmistir. 1 ,90
Ogretmen Adaylariim Ortama Uyumunu Kolaylastirmistir. 1 ,90
Ogrenilenleri Somutlastirmistir. 1 ,90
Ozgiiveni Artirmistir. 1 ,90
Tarihe Ilgiyi Artirmmstir. 1 ,90
_ Ogrencilerin Akademik Basarilarina Anlamli Etkisi Olmamustir. 1 ,90
E Bilgilerin Kaliciligina Anlamli Etkisi Olmamustir. 1 90
:E Ogrencilerin Derse Yonelik Tutumlar1 Uzerinde Anlamli Bir Farklilik Yaratmamistir. 2 1,81
é Ogrencilerin Problem C6zme Becerileri Uzerinde Anlamli Bir Farklilik Yaratmanmustir. 1 ,90
. Ogrencilerin Derse Yonelik Tutumlarini Olumsuz Etkilemistir. 1 ,90
E g Sinif Hakimiyetini Zorlagtirmistir. 1 ,90
gﬁ % Miifredatin Normal Akisin1 Aksatmustir. 1 ,90
- § Erisilmesi Kolay Olmayacak Diizeyde Fazla Materyal Gerektirdigi Goriisii Ortaya 1 ,90
Cikmustir.
Genel Toplam 110 100
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Tablo 6 incelendiginde sosyal bilgiler- yaratict drama iligkisi iizerine gerceklestiren
caligmalarin agirlikli olarak pozitif yonli etki (101) ettigi goriilmektedir. Calisma kapsaminda
yaratict dramanin nétr bir etkiye sahip oldugunu ifade eden bes ¢alisma mevcutken negatif yonlii bir
etkiye sahip oldugu sonucuna ulasan dort ¢alisma tespit edilmistir.

Pozitif yonlii etki kapsaminda 6grencilerin dersteki bagarisini arttirma (14), 6grenciyi derste
aktif kilma (12), 6grenme ortamini eglenceli kilma (9), derse yonelik olumlu tutum gelistirme (8),
ogrencilerin beceri ve yeteneklerini fark etmelerini saglama (8), ilgi-motivasyonu arttirma (8) ve
belirli degerleri kazandirma (6) en fazla tespit edilen pozitif yonlii sonuglardir. Bunlara ilave olarak
Ogrenilenlerin kaliciligi, demokratik tutum gelistirme, biligsel-duyussal-devinigsel gelisimi saglama,
elestirel diisiinme becerilerini gelistirme, kavram 6gretimi, yaraticilik ve hayal giiciinii destekleme,
sosyallesme ve kiiltiir aktarimini saglama, yaratici dramaya iliskin olumlu tutum gelistirme seklinde
ikiser olumlu sonu¢ kaydedilirken farkli yontemleri kullanma imkani, ¢evresel duyarlilik gelistirme,
O0gretmen adaylarinin yeterliligi arttirma ve olumlu tutum gelistirme, 6gretim programindaki
kazanimlarin edinilmesini saglama, tarihsel empati-yardimseverlik- adaptasyon-6zgiiveni saglama,
Ogrenilenleri somutlastirma ve tarihe ilgiyi arttirma seklinde olumlu sonuglar da bahse konu
arastirmalar sonucunda elde edilmistir.

Yaratict dramanin notr etkisi oldugu tespit edilen calismalarda akademik basari, kalicilik,
tutum ve problem ¢6zme becerileri lizerinde yaratict dramanin anlamli bir etkisinin olmadigi sonucuna
ulagildig1 goriilmektedir. Yaratict dramanin negatif yonlii etki yarattigi ¢caligmalarda ise tutum, sinif
hakimiyeti, miifredatin aksamasi ve materyal temin giigliigii agilarindan birer defa negatif yonlii
sonug elde edilmesi s6z konusudur.

Arastirmalarin Onerilerine Iliskin Bulgular

Sosyal bilgiler-yaratict drama iligkisi tizerine yapilmis calismalarin dnerileri incelendiginde oneriler
temasi1 altinda uygulayicilara Oneriler (14), aragtirmacilara Oneriler (9) , kurumlara oneriler (8)
ve ailelere Oneriler (2) seklinde dort ana kod, ana kodlarin altinda ise otuz {i¢ alt kod bulundugu
goriilmektedir. Belirtilen kod ve alt kodlara ait bilgiler Tablo 7°de asagida sunulmustur.

48



Sosyal Bilgiler Alaninda Yaratict Drama Uzerine Ne Yapildi? Bir Igerik Analizi

Tablo 7. Sosyal Bilgiler-Yaratici Drama Iliskisi Uzerine Gergeklestirilen Calismalarin Onerilerine

Iliskin Dagilim
Kodlar Alt Kodlar f %
Derslerde Yaratict Drama Etkinliklerinden Daha Sik Faydalanilmali. 7 6,42
Uygulama Siireci, Sonuclar1 ve Materyalleri Ortak Bir Bilgi Havuzunda 1 91
Toplanmali.
Yillik ve Giinliik Planda Yaratict Dramaya Yer Verilmeli. 1 91
. Degerlendirme Esnasinda Sonug¢ Degil Siire¢ Degerlendirilmeli. 1 91
%’ Sivil Toplum Kuruluslari ile Entegre Etkinlikler Hazirlanmali. 2 1,83
:g Aktif Ogrenme Etkinlikleri ile Bir Arada Kullanilmal. 1 91
s Konuya Uygun Mekan Segilmeli (tarihsel alan, hayvanat bahgesi, kurum 3 2,75
S ve kuruluslar vb.).
E Deger Egitimi Amagli Kullanilmalidir. 1 91
& Kavram Ogretiminde Yararlanilmalidir. 1 91
= Kavram Yanilgilarini Tespit Etmek I¢in Kullanilmal. 1 91
Tiim Egitim Basamaklarinda Uygulanmalidir. 1 91
Yaraticilig1 Desteklemek I¢in Yaratict Dramadan Faydalanilmali. 1 91
Yaratict Drama Materyalleri Ogrenci ile Birlikte Hazirlanmali. 1 91
Drama Egitmenlerinden Uygulama Siirecinde Yardim Alinmali. 1 91
Arastirmalarda Farkli Orneklem Gruplari fle Calisilmalidir 5 4,58
. Yeni, Giincel ve Farkli Konularda Arastirma Yapilmalidir. 6 5,50
§ -%) Arastirmalarda Farkli Veri Toplama Araclari {le Calisiimalidir. 2 1,83
B :5 Arastirmalar Uzun Soluklu Tasarlanmalidir. 6 5,50
:S 8 Farkli Ogretim Basamaklarinda Gergeklestirilmelidir. 8 7,33
% Farkli Disiplinlerde Cesitli Hususlara Etkisi (basari, tutum vb.) 10 9,17
g Aragtirilmalidir.
j;; Arastirmalar Nicel Yontem ile Gergeklestirilmelidir. 2 1,83
5 Yaratict Drama Caligmalarinda Karma Yontem Kullanilmalidir. 1 91
Yaratict Drama Uzerine Gergeklestirilecek Caligmalar Disiplinler Arasi 1 91
Tasarlanmalidir.
Yaratict Drama Siniflari/Atélyeler Olusturulmali (YOK-MEB). 11 10,09
é: 2 Yaratict Drama Etkinlikleri Tesvik Edilmeli (MEB). 1
E ; Yaratict Drama Uzerine Hizmet I¢i Egitim Verilmeli (MEB). 13 11,92
®© ' Ders Kitaplari ve Miifredat Programinda Yaratict Drama Uygulama Etkin- 5 4,58
£ 2 liklerine Yer Verilmeli (MEB).
E :S Egitim Kademeleri Igin Ayr1 Ayr1 Miize Etkinlik Kitab1 Hazirlanmali 3 2,75
= _g (MEB).
E >'L Yaratict Drama Lisans Egitiminde Bir Ders Olarak Okutulmali (YOK). 8 7,33
‘% g Drama Ogretmenleri Yetistirilmeli (YOK). 1 91
o~ Ogrencilerin Univgrsitelere Oryantasyonunu Kolaylastirmak I¢in 1 91
Yararlanilmal1 (YOK).
© §  Yaratict Drama Etkinliklerine Aile i¢i Etkinliklerde Zaman Ayrilmali. 1 91
i: E Ogrencilerin Yaratict Drama Becerilerini Gelistirebilmeleri I¢in Sinema- 1 91
“ :5 Tiyatro vb. Etkinliklere Gitme Aligkanligi Edinmesi Desteklenmeli.
Genel Toplam 109 100
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Tablo 7’de verilen bilgiler incelendiginde sosyal bilgiler- yaratici drama iliskisi tizerine
gerceklestiren ¢alismalarda, uygulayicilara Oneriler ana kodu altinda yirmi ii¢, arastirmacilara
Oneriler ana kodunda kirk bir, ¢esitli kurumlara oneriler ana kodunda kirk ti¢ ve ailelere 6neriler ana
kodunda iki 6nerinin sunuldugu goriilmektedir. Elde edilen bu sonuglara istinaden en fazla 6nerinin
cesitli kurumlara (43) ve arastirmacilara (41) getirildigini sdylemek miimkiindiir.

Yapilan 6neriler anakodlara gore tek tek incelendiginde ise uygulayicilara dneriler kapsaminda
en fazla derslerde yaratici dramanin daha sik kullanilmasi (7), konuya uygun mekéan segilmesi (3) ve
sivil toplum kuruluslariyla isbirligi yapilmasi (2) seklinde oneri getirildigi goriilmektedir. Bunlara ek
olarak s6z konusu kategoride siire¢, sonu¢ ve materyallerin ortak bilgi havuzunda toplanmasi, yillik
ve giinliik planda yaratic1 dramaya yer verilmesi, siire¢ degerlendirmenin yapilmasi, aktif 6grenme
etkinliklerinin kullanimi, deger egitiminde, kavram dgretiminde ve kavram yanilgilariin tespitinde
kullanimi, tim egitim kademelerine kullanilmasi, yaraticiligin desteklenmesinde kullanilmast,
materyallerin 6grencilerle hazirlanmasi ve drama egitmenlerinden yardim alinmasi birer kez ifade
edilmis Onerilerdir.

Arastirmacilara Oneriler kapsaminda agirlikli olarak farkli disiplinlerde ¢esitli hususlara
etkisinin aragtirilmasi (10), farkli 6gretim basamaklarinda uygulanmasi (8), uzun soluklu planlanmasi
(6), giincel konularda planlanmasi (4) ve farkli 6rneklem gruplartyla ¢alisiimasi (5) 6nerileri 6n plana
¢ikmaktadir. Ayrica farkli veri toplama araglariyla ve nicel yontemle ¢alisma yapilmasi hususunda
ikiser, karma ve disiplinler aras1 uygulamaya doniik birer 6neri getirilmistir.

Cesitli kurumlara oneriler kapsaminda en fazla hizmet i¢i egitimin verilmesi (13), yaratict
drama simif /atdlyelerinin olusturulmasi (11), lisans egitiminde ders olarak okutulmasi (8), 6gretim
programlar1 ve ders kitaplarinda uygulama etkinliklerine yer verilmesi (5), egitim kademelerine
gore miize etkinlik kitab1 hazirlanmasi (3) Onerileri getirilmistir. Ayni kategori icerisinde birer kez
olacak sekilde yaratict drama etkinliklerinin tesvik edilmesi, drama &gretmenleri yetistirilmesi,
oryantasyonda yararlanilmasi dnerileri de kurumlara ithafen gelistirilmistir.

En az (2) onerinin gelistirildigi ailelere oneriler kapsaminda ise aile i¢i etkinliklerde yaratict
dramaya yer verilmesi (1) ve sinema-tiyatro gibi etkinliklere gitme aligkanliginin kazandirilmasi (1)
seklinde oneriler sunulmustur. Arastirmacilarin sunmus oldugu dneriler genel olarak incelendiginde,
onerilerin 6nemli bir kisminin uygulamaya doniik oldugu bu durumu ise teorik yapiya iliskin
onerilerin takip ettigi goriilmektedir.

Tartisma, Sonuc ve Oneriler

Yapilandirmaci yaklasim dogrultusunda hazirlanan yeni sosyal bilgiler 6gretim programinin temel
amaci d6grenciyi 6gretim ortaminda aktif kilmak, dersin hedefleri kapsamina giren bilgi, beceri, tutum
ve degerleri 6grencinin yaparak yasayarak dgrenmesini saglamaktir. Bu gaye dogrultusunda simif
ortaminda yararlanilan egitim teknolojilerini, 6gretim yontemlerini ve materyallerini ¢esitlendirmek,
birden fazla duyu organina hitap eden, 6grencinin derse olan ilgisini ve motivasyonunu artiran, soyut
kavramlar1 somutlastiran enstriiman ve unsurlari ders icerisinde kullanmak elzemdir (Dolmaz, 2021).
Bu noktada yaratict drama uygulamalari vazgecilmez bir enstriimandir (Sarisoy ve Alci, 2021). Ancak
aragtirmanin ilk sonucu sosyal bilgiler yaratici drama iliskisi tizerine 23 ytiksek lisans tezi 21 makale
caligmasinin yapildigini fakat higbir doktora tezinin ¢alisilmadigi géstermistir. Oysa doktora tezleri
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gelecegin akademisyenleri olan doktora 6grencilerinin ilgili ¢aligma alanindaki bilimsel problemleri
tespit edebilmesi ve ¢oziimleyebilmesi, derin ve genis bir bakis acis1 kazanabilmesi, analiz etme ve
yeni sentezlere ulasmast i¢in oldukca dnemli bir egitim diizeyinin iiriiniidiir (Ozbek ve Ertekin Pinar,
2020). Doktora tezleri ilgili bilim alanimin gliclenmesine ve o alandaki bilimsel bilginin katma deger
kazanmasina katkida bulunur. Doktora egitimi toplumsal beklentilerle uyumlu bir bigimde iilkenin
refahina ve kalkinmasina faydasi dokunacak bireylerin yetismesinin yegane unsurudur (Karadag ve
Ozdemir, 2017). Tiim bu sebeplerle sosyal bilgiler alaninda yapilacak doktora ¢alismalarinda sosyal
bilgiler-yaratici drama iliskisi mutlaka ele alinmalidir. Ancak yine arastirmanin sonucu aslinda yaratict
dramanin sosyal bilgiler dersi agisindan 6neminin son yillarda kavranarak 2018 yilindan itibaren
yogun bir bigimde ¢alisilmaya baslandigini gdstermistir. 2020 yilindan itibaren yapilan ¢alismalarin
azalmasinin sebebinin Covid-19 pandemisi oldugu diisiiniilmektedir. Ayrica alan yazinda yapilmis
calismalar incelendiginde birka¢ arastirmacinin birden fazla sayida yaptig1 ¢alisma ile alan yazina
ciddi oranda katkida bulunmaya ¢alistig1 goriilmiistiir.

Aragtirma verilerinden elde edilen ikinci sonug, iilkemizde bulunan yiiksekogretim
kurumlarindan (yiiz yirmi dokuz devlet, yetmis dort vakif tiniversitesi olmak iizere toplam iki
yiiz ii¢ liniversite) sadece yirmi dokuzunda sosyal bilgiler-yaratict drama iliskisi iizerine calisma
yapilmis oldugudur. Bu ¢alismalarinda biiyiik bir kism1 Ankara Universitesi, Nigde Omer Halisdemir
Universitesi, Gazi Universitesi, Cukurova Universitesi ve Rize Recep Tayyip Erdogan Universitesi’nde
yapilmistir. Oysa sosyal bilgiler de yaratict drama da konusunu giindelik hayatin problemlerinden,
toplumsal degerlerimizden alir ve elestirel diisiinmeyi, yaratici diisiinmeyi, akil yiiriitmeyi yani tist
diizey diistinme becerilerini gelistirmeyi, 21. ylizyilin gerektirdigi insan profilini yetistirmeyi amaglar
(Adigiizel, 2015; MEB, 2018). Bu nedenle calisilmaya, arastirilmaya ve gelistirilmeye olduke¢a agik
bir alandur. Ilgili alanda farkli kurumlardan farkli arastirmacilarca yapilacak caligmalar alan yazina
farkli bir perspektiften bakmayi, goriilmeyeni gérmeyi kolaylastiracak, farkli bir perspektif ile
sorunlara farkli ¢ozlim Onerileri getirilmesinin 6niinii agacaktir.

Arastirma verilerinden elde edilen ii¢lincii sonug, yapilmis olan ¢alismalarin on altisinin
nitel, on ii¢liniin nicel, on besinin ise karma yontemle gerceklestirildigidir. Yani ilgili alanda ¢alisilan
aragtirmalarin yaklasik {igte biri karma yontemle ¢alisilmistir. Nitel arastirmalar az sayida katilimei
ile derinlemesine arastirma imkani tanirken, nicel arastirmalar genis kitlelerden yiizeysel veri
toplamak i¢in idealdir. Karma yOntem arastirmalari ise nitel ve nicel yontemlerin birbirinin agigini
kapatacak sekilde kullanildig1 ve birgok sinirliligin ortadan kaldirildig1 arastirmalardir. Bu sebeple
bundan sonra yapilacak calismalarda elde edilen verilerin dogrulugunu ve giivenirligini artiracagi
icin ¢esitli arastirmacilar tarafindan karma yontem kullanilmasi yoniinde getirilen oneriler goz dniine
almmalidir (Creswell ve Plano Clark, 2015; Butgel Tunali vd. 2016).

Arastirmanin verilerinden elde edilen dordiincii sonug, arastirmalarin hemen hemen iigte
birinde seckisiz, iigte birinde seckisiz olmayan drneklem yontemine bagvurulmus olmasidir. Ancak
daha 6nemlisi on bir arastirma da orneklem alma yontemine dair hicbir veri bulunmayisidir. Bu
aragtirmalardan ticli dogas1 geregi 6rneklem icermeyen literatiir taramasi seklinde gergeklestirilmistir.
Ancak sekiz aragtirmada 6rneklem alma yonteminin bulunmamasi ciddi bir bulgudur. Alan uzmanlari
seckisiz o6rneklemlerin evreni temsil etme giicliniin yiiksek oldugunu, seckisiz olmayan 6rneklem
bicimlerinden 6l¢iit 6rneklemin ciddi uzmanlik gerektirdigi ve eger bu orneklem alma bigimi
bir calismada kullanilacaksa uzman olan kisilerden destek alinmasi gerektirdigini (Boke, 2014;
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Biiyiikoztirk vd., 2011), yine segkisiz olmayan yontemlerden uygun/kolay 6rnekleme yonteminin
“bilgi ve giivenirlik pahasima zaman para ve emekten tasarruf” (Baltaci, 2018) anlamina geldiginin
srarla altini ¢izmektedir. Elbette arastirmanin 6zline uygun bir érneklem big¢imi arastirmacilarca
secilmelidir ancak bu kritik noktalarda g6z oniinde bulundurulmalidir. Zaten kirk dort aragtirmadan
sekizinde ornekleme dair bir bilgi bulunmayisi, besinde de kolay ulasilabilir 6rneklemin se¢ilmesi
caligmalardaki bilgi zenginliginin 6niine gegmektedir.

Aragtirmanin verilerinden elde edilen besinci sonug, aragtirmalarda genellikle belirli analiz
yontemleri tizerinde y1g1lma oldugu, farkli yontemlerin nadiren ise kosuldugudur. Yi1gilma genellikle
ciddi oranda t-testi analizi ile betimsel analiz ve icerik analizi lizerinedir. Betimsel analiz ve igerik
analizi ile yapilan calismalar genellikle kiiciik gruplarla gerceklestirilmekle birlikte genellenme
ihtimalleri nicel analiz yontemlerine gore daha azdir. Alan uzmanlari, veri analiz yontemleri agisindan
arastirmalara zenginlik katacagimi diisiindiikleri Ancova, Manova, Mancova ve Path analizi gibi
analiz yontemlerinin arastirmalarda kullanilmasini 6nermektedir (Cifci, 2017; Hebebci vd., 2016).

Aragtirmanin verilerinden elde edilen altinci sonug sosyal bilgiler - yaratict drama iligkisi
iizerine yapilan calismalarda genellikle goriisme formu, basari testi, tutum Olgegi gibi araclarin
kullanilmis oldugudur. Toplam yirmi yedi farkli veri toplama aracinin kullanildigi aragtirmalarda
on dokuz veri toplama araci yalnizca bir defa tercih edilmistir. Yaratici drama i¢in olduk¢a dnemli
olan atdlye ¢alismasinin (Cetinkaya ve Adigiizel, 2018) yalnizca bir kez, i¢ten yanitlarin elde
edildigi mektuplarin (Cerci, 2019) yalnizca bir kez ve 6grenci giinliikleri-6gretmen giinliiklerinin
ise birkag defa tercih edildigi tespit edilmistir. Bu durum genellikle ¢alismalarda 6grenci goriislerine
bagvuruldugunu, bagarinin ve tutumun 6l¢iildiiglini, biiyiik oranda siirecin degil sonucun dl¢iildiigiinii,
aragtirmalarin belli ve dar bir alanda gerceklestirildigini gdostermektedir. Yeni gercgeklestirilecek
arastirmalarda farkli veri toplama araglarinin kullanilmasi bu dar alandan kurtulup zengin veri setinin
elde edilmesine olanak taniyacaktir.

Aragtirmanin verilerinden elde edilen yedinci sonug, arastirmalarin ilkokul, ortaokul ve lisans
ogrenim diizeyinde dengeli bir dagilima sahip oldugu ve arastirmalarin ¢alisma grubu agisindan
zenginlik gdsterdigidir. Sosyal bilgiler egitiminin her kademesinde yaratict drama iizerine arastirma
yapilmis olmasi sevindiricidir. Ancak farkli egitim kademelerinden verilerin birlikte toplandigi
arastirma sayis1 yalnizca bir tanedir. Ayni arastirmacilar tarafindan farkli egitim kademelerinden
ayn1 anda verilerin toplanmasi konuya genis bir perspektiften biitiinciil bir bakis agis1 saglayabilir
(Dolmaz ve ilhan, 2020).

Aragtirma verilerinden elde edilen sekizinci sonug, sosyal bilgiler-yaratict drama {izerine
gerceklestirilen ¢aligmalarin genellikle akademik basariya etkisi, derse yonelik tutuma etkisi ve
Ogrenci/6gretmen/uzman gorigleri tizerine odaklanmis olmasidir. Yaratict dramanin hayal giiciine
etkisi, kavram 6gretimine etkisi, empati becerisi, iletigim becerisi, hosgorii degerine etkisi, problem
¢ozme becerilerine etkisi gibi hususlarda yani beceri, kavram ve deger kazanimi hususlarinda birer
calismanin yapildigi goriilmistiir. Oysa sosyal bilgiler ders kitaplarinda 6grencilerin kazanmasi
arzulanan yirmi yedi beceri, on sekiz deger bulunmaktadir (MEB, 2018). Yaratic1 drama sosyal
bilgiler ders programinin Ogrencilere kazandirmayi amacladigi tiim degerler i¢in iyi uygulama
orneklerine kapi aralayabilir, tim becerileri ise kosabilecek egitim firsatlar1 yaratabilir (Hong &
Hong, 2022; Johnson, 1998). Ogrenciyi 6gretim ortaminin aktif bir dgesi yapmak suretiyle yaparak
— yasayarak 6grenmesine imkan tanir ve dersin hedef kazanimlarinin daha kolay gergeklestirilmesini
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saglar. Bu durumda yaratic1 drama-sosyal bilgiler iliskisinde hentiiz ¢alisilacak oldukg¢a fazla hususun
bulundugu sdylenilebilir.

Arastirma verilerinden elde edilen dokuzuncu sonug sosyal bilgiler — yaratici drama iliskisi
iizerine yapilmis ¢aligsmalarin neredeyse tamaminda sosyal bilgiler dersinde kullanilan yaratict drama
etkinliklerinin pozitif etki gosterdigidir. Yaratict drama etkinlikleri akademik basariy1 artirmis, derse
yonelik tutumu olumlu etkilemis, bilgilerin kalicihigmni saglamistir. Ogrencilerin hayal giicii ve
yaraticiliklarint desteklemis, sosyalliklerini artirmis, ¢evresel duyarlilik diizeylerini artirmis, derse
olan ilgi ve isteklerini pozitif etkilemis, iletisim becerilerini gelistirmistir. Yaratict drama etkinlikleri
beceri/deger ve kavram dgretimini kolaylastirmis, 6grenciyi 6grenme ortaminda aktif kilmig, empati
yeteneklerini gelistirmis, 6grenilenleri somutlastirmistir. Ogrencilerin kendilerine olan giivenlerini ve
yardimseverlik diizeylerini artirmigtir. Bununla birlikte sadece dort arastirmada sinif hakimiyetinin
zorlagtig1, miifredatin akisinin zamanlama baglaminda kacirildig1 ve ¢cok fazla materyal gerektirdigi
sonuclari paylagilmistir. Egitim ortaminda kullanilan her yontem/teknik/materyalin ¢esitli avantaj ve
dezavantajlar1 mevcuttur. Ancak aragtirmalar yaratici drama etkinliklerinin sosyal bilgiler dersinde
kullanimi igin dezavantajlarinin oldukc¢a sinirli oldugunu gostermektedir (Aykac ve Adigiizel, 2011;
Gtiven, 2005; Nayci, 2011; Ulu ve Burgul-Adigiizel, 2019; Tokmak vd. 2023).

Aragtirmanin verilerinden elde edilen son sonug, arastirmacilarin yapmis olduklari
arastirmalar sonucunda ailelere yaratict drama etkinliklerine zaman ayirmalari, kurumlara drama
kitab1 hazirlanmalari, drama Ogretmeni yetistirilmeleri, yaratic1 drama atolyeleri olusturulmalari,
arastirmacilara farkli egitim kademelerinde farkli 6rneklem gruplar ile farkli hususlarda calisma
yapmalari, uygulayicilara ise farkli beceri/deger/kavram/ Ogretimi igin yaratict dramadan
yararlanmalar1 yoniinde dnerilerde bulunmalaridir.

Tiim bu sonuglar dogrultusunda sosyal bilgiler dersinde dersin hedef kazanimlarin1 etkili bir
bicimde gerceklestirmek, 6grencilerin sahip olmalart gereken bilgi, beceri ve degerleri edinmelerini
saglamakicin 6gretmenlerce yaratictdramanin giiciinden mutlak surette faydalanilmasi 6nerilmektedir.
Ayrica yaratict drama lizerine yapilacak caligmalarin sayis1 artirilmali, doktora diizeyinde ¢aligmalara
agirlik verilmelidir. Yeni yapilacak olan arastirmalarda daha 6nce kullanilmayan ve zengin veri
saglayabilecek arastirma yontemleri ile veri analiz yontemlerinin kullanilmasi arastirmacilara
onerilmektedir.
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What Has Been Done About Creative Drama in the Field of Social Studies? A Content Analysis

Introduction

Social studies is a lesson that focuses on the relationship between human, society and the environment
in the context of past, present and future, allows students to develop their knowledge and experiences
regarding this relationship, and prepares an environment that enables individuals to discover
themselves, their values and thoughts (Kabapinar, 2014; MoNE, [Ministry of National Education]
2018). For this reason, social studies, which examines all aspects of social life in economic, social,
political and cultural contexts, takes almost all of its content from social and humanities disciplines
such as anthropology, economics, sociology, geography, history, and integrates them in line with the
goal of raising effective and ideal citizens in the social studies curriculum (Zarrillo, 2016; Ackerman
et al. 2013; Dolmaz and Metin, 2021).

Social studies aims to provide individuals with the necessary knowledge, attitudes, skills
and values in order to ensure a balance between the expectations of society from individuals and the
needs, rights and duties of individuals (Orug and Ulusoy, 2008; Petrini and Fleming, 1990). Students
adapt to the society in which they live through the social studies course and put the knowledge,
skills and values they acquire into practice. They adopt democracy as a culture, develop extremely
important skills such as critical thinking, creative thinking, decision-making, social participation,
know their rights and duties (Aktepe, 2015; Vitulli & Santoli, 2013), inherit the national heritage left
to them by their ancestors (Deveci, 2005), gain a sense of national identity, learn the ancient traditions
and customs of their people (Gelisli, 2018), comprehend the importance of unity and solidarity, learn
to live together as individuals who contribute to social and collective memory, and learn to respect
differences (Sen, 2019). They socialize and make significant progress in becoming an individual with
a personality (Demircioglu et al., 2011).

Finally, social studies, which was updated in 2018 and prepared as a contemporary curriculum,
is a life-oriented course (Deveci, 2005). It is possible to say that social studies offer students a
rehearsal of daily life since the content of the course consists of issues related to family, school,
society, region, country and the world from near to far and examines the relations of human beings
around them (Giinden, 1995; Barth and Demirtas, 1997 Cited in Akhan, 2015). Students encounter
social problems such as war, earthquake, poverty, foreign relations, unemployment, migration, air
and water pollution, problems with institutions in social life, labor and consumer problems in the
social studies course and it is possible for students to learn to think-hypothesize and solve these
problems in the social studies course (Kiligoglu, 2009; Giinden, 1995). For this reason, social studies
cannot be a lesson in which events are memorized; it should be activity-based. Considering the fact
that learning is effective and lasting with first-hand experiences, it cannot be ignored that students
need to act, sing, dance, build things, and do hands-on activities such as field trips. In other words,
children should do the same things that geographers, historians, anthropologists, politicians and
economists do. For this, a number of methods and materials should be used in the social studies
course (Zarrillo, 2016).

Undoubtedly, creative drama is one of the methods that makes the student active in the
learning environment and helps to realize easy and permanent learning (Basbug and Adigiizel, 2019).
Adigiizel (2006) defines creative drama in the most general sense as “the dramatization of dramatic
moments in life situations in group interactions accompanied by a leader or expert”. Techniques
such as improvisation and role-playing are utilized during dramatization, and this method activates
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and develops the child’s affective experience, imaginative thinking skills and imagination power,
and emphasizes experience-based learning by making the child a part of the learning process. In
other words, just as the new social studies curriculum aims, creative drama seeks to realize active
learning instead of rote memorization. In cases where students participate sincerely in creative
drama, it is possible to see characteristics that have not been discovered or revealed until that day. In
addition, creative drama also provides the child with the correct and healthy discharge of emotions
such as anger, jealousy and anxiety under control and in appropriate environments (Adigiizel, 2006;
McCaslin, 2006; Oztiirk, 2001). Presentation of themes reflecting social problems with improvisation
technique in creative drama enables students to perceive the relationships and functioning in society
more easily (Dereli, 2018). With this mission, creative drama is a perfect tool to achieve the goals of
social studies course.

Creative drama has a great mission in terms of the goal of “realizing the student’s physical
emotional characteristics, interests, desires and abilities” (MoNE, 2018), which is among the special
aims of social studies. Altinova and Adigiizel (2012) stated that creative drama is one of the ways of
recognizing and expressing oneself and finding similarities/differences with others.

Events, memories and situations that can only be experienced once in a person’s life
and cannot be repeated can be recreated with the help of creative drama workshops by utilizing
certain warm-up, concentration and relaxation techniques. Thus, just like all educational programs,
achieving the mission of social studies not only targets students’ cognitive development but also
fulfills the mission of fostering their affective and behavioral advancements. During the creative
drama process, the student experiences the joy of working within a group, being an individual within
that group, portraying others, and experiencing an imaginary process by shifting between fiction and
reality, pretending and role-playing Creative drama removes students and teachers from the boring
environment of education and provides opportunities to create a creative teaching environment,
which is a product of the contemporary education system, to add excitement to the educational
process and to express oneself freely in a free educational environment (Pieczura, 2013; Freeman et
al. 2003; Okvuran, 1994; Tulunay Ates, 2017). As a constituent of the educational curriculum, the
social studies course, in line with fostering the student’s imaginative capabilities and stimulating
creativity, aims to contribute to societal and commercial activities by nurturing individuals who
possess unique knowledge and skills (MoNE, 2018).

However, the biggest common point between social studies and creative drama is that they
both focus entirely on people, society and life. Social studies guide students in inheriting, preserving,
and transmitting cultural heritage to new generations, raising awareness of human-environment
interaction, perceiving similarities and differences between people, events, phenomena, and objects,
recognizing the characteristics of their environment and the world, understanding change and
continuity, and fostering sensitivity towards issues concerning their country and the world. On the
other hand, creative drama vividly portrays all these events and situations in an engaging manner,
harnessing the power of drama to create a visual and auditory composition that appeals to multiple
senses, almost painting a fluid whole (Basbug and Adigiizel, 2019; Dolmaz and Metin, 2021;
MEB,2018). For this reason, it is essential to utilize the power of creative drama in the social studies
course.
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When the literature on creative drama was examined, it was found that creative drama method
was used in the teaching of various subjects or many skills and values in different disciplines (science,
information technologies, English, Turkish, special education, etc.) on the basis of the application of
some strategies and methods and that there are many studies on creative drama (Karaosmanoglu and
Adigiizel, 2021; Aslan and Gok, 2020; Goktiirk et al. 2020; Sarisan-Tungag et al. 2019). In the field of
social studies, some studies on creative drama have been conducted by various researchers on similar
issues (Aykac and Adigiizel, 2011; Akhan and Demir, 2020; Basbug and Adigiizel, 2019; Cetinkaya
Aydogdu and Kirpik, 2021; Erdem Zengin and Yalginkaya, 2016; Ezer and Ulukaya-Oteles, 2020;
Giiven, 2005; Kaf, 2017; Kog and Gegit, 2021; Kozaner, 2019; Nayci, 2011; Oztiirk and Korkmaz,
2019; Oztiirk and Sar1, 2018; Tokmak et al., 2023; Ulu and Burgul-Adigiizel, 2019; Uygungiil, 2016;
Yenigiil Ozyiirek, 2020).

In this study, it is aimed to examine the trends of studies on the relationship between social
studies and creative drama. It should not be forgotten that examining the tendencies of the studies
conducted on certain subjects is worthwhile since it will help to determine the tendency of the field
experts and the issues that have not been studied, will enable the results of the studies to be evaluated
from a general perspective, will enable the deficiencies, if any, to be seen, and will guide the new
studies to be conducted. Within this purpose, answers will be sought to the following questions.

The research on the relationship between social studies and creative drama between 2002
and 2022;

1. How is the distribution according to study years and types?

2. How is the distribution of researchers according to their institutions?

3. How is the distribution according to the research methods used in the studies?
4. How is the distribution according to sampling methods?

5. How is the distribution according to the study group/sample in which the studies were
conducted?

6. How is the distribution according to the analysis methods used in the studies?
7. Which data collection tool was used in the studies and how much?

8. Which topics were addressed in the studies in the context of their relationship with creative
drama?

9. What are the results obtained from the studies?

10. What kind of suggestions did the researchers make as a result of the studies?

Method
Research Model

Qualitative research design was employed in the realization of the research. Qualitative research is
a method that allows in-depth examination and description of any event, phenomenon or situation
from a holistic perspective (Baltaci, 2019). In qualitative research, data are collected by interviewing
the data source, observing the data source or analyzing various documents. In this study, document
analysis technique was used to collect data. Document analysis involves the collection, examination,
and interrogation of written, printed, or electronic sources (documents, books, theses, reports, visuals,
institutional archives, video recordings, etc.) to obtain the necessary data required within the scope
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of the research (Haven and Van Grootel, 2019; Bowen, 2009; Sak et al. 2021; Karadag, 2014). In
this study, theses in the electronic database of YOK (Council of Higher Education) and articles in
the databases of “Google Scholar” and “H. W. Wilson” were obtained as pdf (portable document
format) documents, examined by document review method, and the findings were analyzed through
MAXQDA qualitative data analysis program. Since the study was conducted through documents, it
does not require ethics committee approval.

Study Group

The study’s research sample consists of publicly accessible master’s and doctoral theses found in the
Higher Education Council (YOK) thesis search section conducted between 2002 and 2022, focusing
on the relationship between social studies and creative drama, along with scholarly articles available
in ‘Google Scholar’ and the ‘H. W. Wilson’ index. While searching the YOK thesis database, the
studies in the database were filtered with the terms “social studies” and “creative drama”, and then
the studies conducted between “2002” and “2022” were filtered. While determining the study group
of the research, criterion sampling method was used due to the nature of the research. “In criterion
sampling, it is essential that the observation units of a study consist of people, events, objects or
situations with certain qualities” (BlyUkoztiirk et al., 2011). In this research, the inclusion of the
terms ‘social studies’ and ‘creative drama’ within the studies and being conducted within specific
date ranges are considered as criteria/standards. The 23 master’s theses and 21 articles that meet this
criterion constitute the study group of this research.

Data Collection Tool

Creswell (2016) states that researchers can only say that there is a problem, issue or a gap that needs
to be studied after conducting a literature review on a topic. Therefore, firstly, the relevant literature
was reviewed and it was determined that there was a gap in the field literature. In order to reveal
this gap by examining works on the relationship between creative drama and social studies, a data
collection tool that aligned with the problems of the research was sought. However, since a data
collection tool that meets these criteria could not be identified, the researchers prepared the Work
Review Form (WAF)

Work Review Form (WAF)

The work analysis form developed by the researchers was prepared to allow the examination of
postgraduate theses (master’s - doctoral) and article studies according to eleven criteria. The form, in
its final state, allowed for the analysis of studies conducted in the relevant field in terms of year, type
of work, researcher institutions, research methods, sampling methods and sample/study groups, data
analysis methods, data collection tools, the context in which creative drama was studied, its results,
and recommendations.

The prepared form was first presented to two field experts other than the researchers for
language and field validity, and based on their feedback and suggestions, the final version of the form
was refined. Subsequently, a pilot application was conducted on ten works using the work review
form. It was observed that the form served its purpose, and the data collection stage was initiated.

Data Collection

To collect research data, theses containing the terms ‘creative drama’ and ‘social studies’ in the YOK
thesis database, as well as articles from ‘Google Scholar’ and ‘H. W. Wilson’ databases, were initially
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screened. Works conducted between 2002 and 2022 were filtered and transferred into a computerized
environment.

At this stage, it was identified that some thesis works were later transformed into articles
and published. In order to avoid duplicate data, the articles extracted from the theses prepared by the
researchers were excluded from the scope and only the theses were included in the study group. Then,
the data that could answer the research questions were filtered from the entire content by using WAF
and collected in the MAXQDA qualitative data analysis program to provide an overview of the data.

Data Analysis

Content analysis method was used to analyze the research data. The data obtained in the content
analysis method are coded under certain themes using a qualitative data analysis program. Codes are
units that offer the opportunity to syntactically identify words or groups of words that have similar
meanings (Steve, 2001). The main purpose of content analysis is to reach concepts and relationships
that can explain the collected data. For this purpose, the data collected are first conceptualized, then
the data are organized according to the concepts, and in the last step, the process of determining the
codes and themes that explain the data organized around these concepts is carried out (Yildirim and
Simsek, 2006; Berg and Lune, 2015).

In studies conducted using qualitative data collection methods, the reliability of the data
collected with data collection tools and examined through content analysis refers to the elimination
of errors in measurement, ensuring that it consistently measures what is intended, which means
that individuals using the same measuring tool reach the same results (Demirci and Koseli, 2014).
In this research, the reliability of the conducted content analysis was assessed using the reliability
formula developed by Miles and Huberman (Miles and Huberman, 1994) (Reliability = Agreement
/ (Agreement + Disagreement)). According to the calculation performed using the formula, it was
observed that there was a 90% agreement (reliability) among the coders.

In order to ensure the validity of the research, various researchers have stated that some
criteria should be taken into consideration. First of all, the opinions of field experts were taken into
consideration at all stages of the research, data were quoted directly without any changes in line
with the credibility criterion, consistency with the literature was ensured while developing the data
collection tool, and all stages of the research were specified in detail to ensure the external validity
of the research. Additionally, in line with the criterion of confirmability, data were gathered around
explanatory themes and codes to ensure objectivity. In terms of the criterion of transferability, all
studies conducted in the literature between 2002 and 2022 have been included within the scope of
this research. These issues are considered sufficient for the validity of the research (Arastaman et al.,
2018; Demirci and Koseli, 2014, Coe, 2017, Biiyiikoztiirk et al. 2011).

Research and Publication Ethics

This research was conducted in accordance with all the rules specified in the “Higher Education
Institutions Scientific Research and Publication Ethics Directive”. None of the actions specified
in the second part of the directive titled “Actions Contrary to Scientific Research and Publication
Ethics” have occurred. The study does not require ethics committee permission because it does not
involve any experimental procedures on humans or animals.
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Findings
Findings Regarding the Years and Types of Studies

As a result of examining the type of studies on the relationship between social studies and creative
drama and their distribution according to years, eighteen codes (2004, 2005...2022) were produced
under the theme of years, and three codes (Doctoral Thesis, Master’s Thesis and Article) were
produced under the theme of studies. These codes are presented in Figure 1 with a holistic approach.
When Graph 1, which includes information on the distribution of studies on the relationship between
social studies and creative drama by type and year, is examined, two important issues draw attention.
The first issue is that no doctoral thesis on the relationship between creative drama and social studies
was conducted between 2004 and 2022. The second issue is the lack of articles and thesis studies on
the relationship between creative drama and social studies in 2007, 2010, 2012, 2013.
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Figure 1. Distribution of Studies on the Relationship between Social Studies and
Creative Drama According to Types and Years

When the years of study are examined, it is seen that one master’s thesis was conducted on
the relationship between social studies and creative drama in 2004, 2006, 2014, 2015, 2016, 2017,
2018 and 2022; two master’s theses in 2008, 2011 and 2020; and nine master’s theses in 2019. When
looking at the article studies, it was determined that one study was conducted in 2005, 2009, 2011,
2015; two studies in 2021 and 2017; four studies in 2019; and seven studies in 2020.

Findings Regarding the Institutions of the Researchers

The data on the distribution of the authors of the studies on the relationship between social studies and
creative drama according to their institutions were analyzed, and twenty-nine codes were generated
under the theme of institution. While preparing Graph 2, the person who prepared the thesis studies
was taken as the author, the name of the institution was evaluated once if the authors of the articles
were from the same university, and both institutions were evaluated once if the authors of the articles
were from different institutions. Figure 2 prepared in this context is presented below.

Figure 2 shows that the studies in which the relationship between social studies and creative
drama was addressed as a subject were conducted in twenty-nine different institutions. It is seen
that the institution with the highest number of studies is Ankara University with five studies (three
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theses and two articles). Subsequently, it is observed that there were four studies (three theses and
one article) at Nigde Omer Halisdemir University, three studies (three theses) at Gazi University,
three studies (one thesis and two articles) at Cukurova University, three studies (one thesis and two
articles) at Rize Recep Tayyip Erdogan University, two article studies at Akdeniz University, two
thesis studies at Dokuz Eyliil University, two thesis studies at Bartin University, and one thesis and one
article study each at Trabzon and Mus Alparslan University. In nineteen universities including Ordu
University, istanbul Aydim University, Erciyes University, Aksaray University, Erzincan University,
Katkas University, Mehmet Akif Ersoy University, Amasya University, Atatiirk University, Firat
University, Lefke European University, Canakkale Onsekiz Mart University, Nevsehir Hac1 Bektag
Veli University, Bursa Uludag University, Artvin Coruh University, Kiitahya Dumlupinar University,
Marmara University, it can be said that one thesis study was conducted in nineteen universities,
while one article study was conducted in Anadolu University. Figure 2 shows that one author, whose
institutional affiliation is with the Ministry of National Education, conducted an article.
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Figure 2. Distribution of Researchers’ Institutions in Studies on the Relationship between
Social Studies and Creative Drama

Findings Regarding the Research Methods Used in the Studies

The data on the distribution of the methods used in thesis and article studies on the relationship
between social studies and creative drama were analyzed and codes were produced under the theme
of design as quantitative, qualitative and mixed. From these codes, seven sub-codes were generated
under the qualitative code, four under the quantitative code and three under the mixed code. Table 1
prepared in this context is presented below.

39



Mustafa Dolmaz & Ozge Metin - Yaratic1 Drama Dergisi 2024, 19(1), 32-58

Table 1. Research Methods Used in Studies on the Relationship between Social Studies and
Creative Drama

Theme Codes Sub-codes f %
Case Study 4 25
Action Research 4 25
@ Interview 2 12,5
g Document Analysis 2 12,5
E Review 2 12,5
© Action Research + Interview 1 6,25
E Screening Model 1 6,25
g Total 16 100
-té o Expeflmenta.l 8 66,6
§ £ Quasi-Experimental 3 16,6
;:'2 :2 Meta-Analysis 1 8,3
g Scanning 1 8,3
Total 13 100
Explanatory sequential 4 26,6
'q:. Convergent parallel 1 6,6
= Not Provided/Undetectable 10 66,6
Total 15 100
Grand Total 44 100

When Table 1 is examined, it is understood that a total of forty-four studies have been
conducted in this field of study, sixteen of these studies were qualitative, thirteen were quantitative
and fifteen were mixed method studies. Considering the research methods used in the studies
conducted in qualitative design, it was determined that case study and action research methods were
preferred the most (4). Following this, it is seen that interview and document review methods were
employed twice each, and in one study, action research and interview methods were used together.
In the quantitative studies, it was found that eight studies were conducted with the experimental
method, three studies were conducted with the quasi-experimental design, one study was conducted
with the survey method, and one study was conducted with the meta-analysis method. Four of the
studies conducted using a mixed-method design involving both qualitative and quantitative patterns
were performed in an explanatory sequential design, while one was carried out in a convergent
parallel design. The number of studies that did not specify which mixed method they used is ten. The
methods used in these studies were specified as quantitative and qualitative, but the purpose and the
design used were not specified.

Findings on Sampling Methods Used in Research

The findings on the sampling methods used in the studies on the relationship between social studies
and creative drama were analyzed, and four different codes were produced under the sampling
method theme. These codes are random, non-random, random and non-random and other. There are
a total of five sub-codes under these codes. Information on these codes is presented in Table 2.
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Table 2. Sampling Methods Used in Studies on the Relationship between Social Studies and
Creative Drama

Codes Sub-codes f %
Random Simple Random 14 31,8
Easily Accessible Sample 5 11,36
Non-random Purposive (Criterion Sample) 13 29,6
Random and Non-random Easily Accessible Sample and Criterion Sample 1 2,27
Other Not Provided/Non-Sampling by Nature 11 25
Total 44 100

According to Table 2, the sample in fourteen studies was determined by random sampling
method. In the random method, simple random sampling method was used. In eighteen studies, the
non-random sampling method was employed. It is seen that convenient/easily accessible sampling
method was used in five of the studies whose sample was determined by this method, and criterion
sampling method was used in thirteen of them. In one study, both random and non-random sampling
methods were used together. The noteworthy finding is that there is no information on sampling
methods in eleven studies. Since three of the studies in which the sampling method was not given
were review studies, it can be said that the nature of the research does not include sampling.

Findings Regarding the Analysis Methods Used in the Studies

The findings regarding the analysis methods used in the studies on the relationship between social
studies and creative drama were examined and two codes were produced under the theme of analysis
method, qualitative analysis methods and quantitative analysis methods. There are three sub-codes
under the qualitative analysis methods code and ten sub-codes under the quantitative analysis methods
code. Table 3 prepared in this context is presented below.
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Table 3. Distribution of the Analysis Methods of the Studies on the Relationship between Social
Studies and Creative Drama

Codes Sub-codes f %
Two-Way Analysis of Variance 1 1,35
T-Testi 26 35,13
Ancova 2 2,70
Mann Whitney U 3 4,05
Quantitative Kruskall Wallis 1 1,35
Analysis Methods Wilcoxon Signed Test 3 4,05
Descriptive Statistics 6 8,10
Meta-Analysis 1 1,35
One-Way Variance 2 2,70
Pearson Correlation 1 1,35
Qualitative Descriptive Analysis 15 20,27
Analysis Methods Document Analysis 1 1,35
Content Analysis 13 17,56
Total 74 100

When Table 3 is examined, it is seen that descriptive analysis (15), content analysis (13)
and document analysis (1) methods were used as data analysis methods in qualitative studies and
qualitative sections of mixed design studies according to the analysis methods used in the studies on
the relationship between social studies and creative drama. It is seen that 10 different data analysis
methods are employed in quantitative research and in the quantitative sections of mixed-method
studies. The most commonly used of these methods is the T-test. The T-test was used twenty-six
times in total. Descriptive statistics (frequency and percentage, etc.) were the most commonly used
analysis method after the t-test in six studies. Among the other tests, Mann Whitney U and Wilcoxon
Signed Test were used three times each, and Ancova and One-Way Analysis of Variance were used
two times each as data analysis methods. The least used methods were Meta-Analysis, Pearson
Correlation Analysis, Two-Way Analysis of Variance, Kruskall Wallis Test and Document Analysis,
which were used once each.

Findings Regarding the Types of Data Collection Tools Used in the Studies

Information about the data collection tools used in the studies on the relationship between social
studies and creative drama is given in Table 4. As a result of the analysis of the studies in the context
of data collection tools, it is seen that five codes were created under the theme of “data collection
tools” (test, scale, form, diary and other tools) and a total of twenty-eight sub-codes were found under
these codes. The current situation is presented in Table 4.
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Table 4. Distribution of Data Collection Tools of Studies on the Relationship between Social
Studies and Creative Drama

Codes Data Collection Tools (Sub-Codes) f %
Information Form 1 2,85
Evaluation Form 6 17,14
Interview Form 22 62,85
g Observation Form 3 8,57
i Coding Form 1 2,85
Metaphor Form 1 2,85
Researcher Notes 1 2,85
Total 35 100
Achievement Test 17 77,27
Drawing Test 1 4,54
Retention Test 1 4,54
E Word Association 1 4,54
Attitude Test 1 4,54
é Perception Test 1 4,54
2 Total 22 100
% Value Scale 2 8,69
%’ Sensitivity Scale 2 8,69
(: Tendency Scale 1 4,34
g 2 Learning Style Scale 1 4,34
A Problem Solving Scale 1 4,34
Attitude Scale 14 60,86
Competence Scale 2 8,69
Total 23 100
Student Diary 7 87,5
g Teacher Diary 1 12,5
A Total 8 100
Draw and Tell Application Sheet 1 16,6
Video Recording 1 16,6
é Letter 1 16,6
[:;3 Workshops 1 16,6
g Inventory 1 16,6
Unknown 1 16,6
Total 6 100
Grand Total 94 100

In the light of the information given in Table 4, it is seen that the most frequently used tool
type is form (35). When the types of forms used are analyzed, it is seen that information form (1),
evaluation form (6), interview form (22), observation form (3), coding form (1), researcher notes (1)
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and metaphor form (1) were used in the studies. It can be said that the most used form among the
form types is the interview form.

Twenty-two times in the studies, tests were used as data collection tools. When the types of
tests used are analyzed, it is seen that Achievement Test (17), Drawing Test (1), Retention Test (1),
Word Association Test (1), Perception Test (1) and Attitude Test (1) were used in the studies. The
most used test in the studies is the achievement test. The other tests were used only once.

Twenty-three times scales were used as data collection tools in the studies. The most
commonly used scale type among the scales is the attitude scale (14). Other types of scales used for
data collection in the studies are competence scale (2), value scale (2), sensitivity scale (2), tendency
scale (1), learning style scale (1) and problem solving scale (1). Diaries were used as data collection
tools eight times in the studies. Seven of the diaries used as data collection tools were student diaries
and one was a teacher diary. When the other data collection tools are examined, it is seen that draw-
and-tell application paper, a video recording, a letter, workshop documents and an inventory were
used once. In one study, it was not known which data collection tool was used.

Findings Regarding the Sample/Study Group of the Studies

As a result of examining the studies prepared on the relationship between social studies and creative
drama, a total of seven codes were produced around the theme of the study group and the information
about the codes is given in Graph 3. These codes are primary school, secondary school, undergraduate,
primary school + secondary school, museum expert, document and not given.

1
1 » Primary School
» Secondary School
Undergraduate
11

® Museum Expert
= Document
Primary School+Secondary School

® Not Given

Figure 3. Sample Groups of Studies on Social Studies-Creative Drama

Figure 3 shows that the sample group in which the highest number of studies were conducted
was at the secondary school level (16), eleven studies were conducted at the primary school level and
eleven studies were conducted at the undergraduate level. Museum experts constituted the sample
group of the study once and documents constituted the sample group of the study twice. Since two
studies were conducted as review studies, they did not include a sample group and were coded as not
given. There is only one study conducted simultaneously at different levels with a holistic approach.
In this study, both primary and secondary school students formed the sample group together.
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Findings Related to the Topics Forming the Research Problem of the Studies

A total of twenty-seven codes were generated as a result of examining the subject distribution of the
studies prepared on the relationship between social studies and creative drama, and the information
about the codes is presented in Table 5.

Table 5. Distribution of the Subjects of the Studies on the Relationship between Social Studies and
Creative Drama

Theme Codes f %
Impact on Academic Success 14 22,58
Effect on Attitude Towards the Course 10 16,12
Creative Drama in the Context of Opinions/Attitudes of Students/Teachers/ 10 16,12
Preservice Teachers and Museum Experts
Creative Drama in the Context of Opinions/Attitudes of Students/Teachers/ 3 4,83

Preservice Teachers and Museum Experts

Students' Attitudes Towards Creative Drama 2 3,22
Effect on Democratic Attitude 1 1,61
Creative Drama as a Method 2 3,22
Effect on Critical Thinking Skills 2 3,22
Impact on Environmental Sensitivity 2 3,22
Impact on Imagination 1 1,61
Examples of Use of Creative Drama in Social Studies Lessons 1 1,61
@ Impact on Communication Skills 1 1,61
i Effect on Concept Teaching 1 1,61
é Impact on the Realization of Outcomes 1 1,61
The Effect on Historical Empathy Skills 1 1,61
The Effect on Students' Tendencies Towards Respect Value 1 1,61
Effect on the Acquisition of the Value of Fairness 1 1,61
The Effect on Students' Tolerance Levels 1 1,61
Effect on Students' Achievement Levels 1 1,61
Contribution to Cognitive/Affective/Developmental Development of the Student 1 1,61
The Effect on Preservice Teachers' Adaptation to the Faculty 1 1,61
Effect on Problem Solving Skills 1 1,61
Use in Teaching History Subjects 1 1,61
The Effect of Pre-service Teachers' Attitudes Towards Mathematics 1 1,61
Effectiveness as a Method 1 1,61
Students' Cognitive Structures of Creative Drama 1 1,61
Total 62 100
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When Table 5 is examined, it is seen that research on creative drama is concentrated in
parallel with a total of twenty-seven subjects. It is seen that the effect of creative drama on academic
achievement in social studies course (14) has been studied the most among the subjects mentioned
in the table. These studies generally measured student achievement in a unit or learning area. One
of the most studied issues was the opinions/attitudes of students/teachers/pre-service teachers and
museum experts towards creative drama (10) and the effect of creative drama on students’ attitudes
towards social studies course (10). The effect of creative drama on students’ environmental sensitivity
and critical thinking skills was studied three times, its effect on students’ democratic attitudes, its
effect on imagination, its effect on communication skills, its effect on concept learning, its effect on
achievement levels, its effect on historical empathy skills, its effect on levels of respect, fairness and
tolerance values, its effect on achievement levels, its effect on cognitive/affective/developmental
development, its effect on problem solving skills and its effect on attitudes towards mathematics
course were studied once.

It is seen that one study was conducted on students’ views on the use of creative drama as a
method in social studies course and its effectiveness as a method, sample applications for the use of
creative drama in social studies course, students’ cognitive structures towards creative drama, the use
of creative drama in teaching history subjects and the effect of creative drama on the adaptation of
prospective teachers to their faculties.

Findings Related to the Results of the Research

The results of the studies on the relationship between social studies and creative drama were analyzed
with sub-codes under three main codes as positive results (28), negative results (4) and neutral results
(4) and are presented below in Table 6.
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Table 6. Distribution of the Results of Studies on the Relationship between Social Studies and
Creative Drama

Theme Sub-Codes f %
Increases Students' Academic Success in the Course. 14 12,72
Makes Students Active in the Learning Process. 12 10,90
Improved Communication Skills of Students. 1 .90
Provides a Fun Learning Environment. 9 8,18
It Positively Affects Students' Attitudes Towards The Course. 8 7,27
It Enables Students to Realize/Develop Their Skills and Abilities. 8 7,27
Increases Students' Interest/Motivation. 8 7,27
Enables Students to Acquire Certain Values. 6 5,45
It Has an Effect on The Permanence of What is Learned. 2 1,81
Provides Students With a Democratic Attitude. 2 1,81
It Positively Affects Students' Cognitive/Affective and Cognitive Development. 2 1,81
Improves Students' Critical Thinking Skills. 3 2,72
b1 Facilitates Concept Teaching. 2 1,81
é Supports the Development of Imagination. 2 1,81
E Supports Creativity. 2 1,81
= Provides Socialization. 3 2,72
< Provides Culture Transfer. 2 1,81
é It Positively Affects Students' Attitudes Towards Creative Drama. 2 1,81
p":‘ It Allows Different Methods to be Used Together. 1 .90
Increases Environmental Sensitivity of Students. 2 1,81
Increased The Competence of Pre-service Teachers in The Application of Creative Drama. 1 ,90
It Enabled Prospective Teachers to Develop Positive Attitudes Towards Creative Drama. 1 ,90
It Has Ensured the Attainment of the Objectives Outlined in The Social Studies Curriculum. 1 ,90
It Improved Students' Historical Empathy Skills. 1 ,90
It Improved Students' Attitudes Towards Benevolence. 1 ,90
It Facilitated The Adaptation of Prospective Teachers to The Environment. 1 ,90
Concretized What Was Learned. 1 ,90
Increased Self-confidence. 1 .90
Increased Interest in History. 1 ,90
There was no Significant Effect on Students' Academic Achievement. 1 ,90
§ § There was no Significant Effect on The Retention of Knowledge. 1 ,90
E’ E There was no Significant Difference on Students' Attitudes Towards The Course. 2 1,81
There was no Significant Difference on Students' Problem Solving Skills. 1 ,90
o It Negatively Affected Students' Attitudes Towards The Lesson. 1 ,90
;E g It Made Classroom Management Difficult. 1 ,90
%” E It Disrupted The Normal Flow of The Curriculum. 1 ,90
The Opinion That It Requires too Much Material That Is Not Easy to Access Has Emerged. 1 ,90
Grand Total 110 100
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When Table 6 is examined, it is seen that the studies on the relationship between social studies
and creative drama have a predominantly positive effect (101). Within the scope of the study, there
were five studies that stated that creative drama had a neutral effect, while four studies concluded that
it had a negative effect.

Within the scope of positive effects, the most frequently identified positive results are
increasing students’ success in the course (14), making students active in the course (12), making
the learning environment fun (9), developing positive attitudes towards the course (8), enabling
students to realize their skills and abilities (8), increasing interest-motivation (8) and gaining certain
values (6). In addition to these, two positive results were recorded as retention of what was learned,
developing democratic attitudes, providing cognitive-affective-motor development, developing
critical thinking skills, teaching concepts, supporting creativity and imagination, socialization and
culture transfer, developing positive attitudes towards creative drama, and the opportunity to use
different methods, Positive results such as developing environmental sensitivity, increasing the
competence of prospective teachers and developing positive attitudes, ensuring the acquisition
of achievements in the curriculum, providing historical empathy-helpfulness-adaptation-self-
confidence, concretizing what is learned and increasing interest in history have also been obtained as
a result of the aforementioned studies.

In the studies in which creative drama was found to have a neutral effect, it was concluded
that creative drama had no significant effect on academic achievement, retention, attitude and
problem solving skills. In the studies where creative drama had a negative effect, negative results
were obtained once each in terms of attitude, classroom dominance, disruption of the curriculum and
difficulty in obtaining materials.

Findings Related to Research Recommendations

When the recommendations of the studies on the relationship between social studies and creative
drama are examined, it is seen that there are four main codes under the theme of recommendations
as recommendations to practitioners (14), recommendations to researchers (9), recommendations
to institutions (8) and recommendations to families (2), and thirty-three sub-codes under the main
codes. Information on the codes and sub-codes are presented below in Table 7.
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Table 7. Distribution of the Recommendations of the Studies on the Relationship between Social

Studies and Creative Drama

Codes Sub-codes f %
Creative drama activities should be utilized more frequently in lessons. 7 6,42
The application process, results and materials should be collected in a com- 91
. mon information pool.
g Creative drama should be included in annual and daily plans. 1 91
:% During evaluation, the process should be evaluated, not the result. 1 91
E Integrated activities should be prepared with non-governmental organizations. 2 1,83
2 It should be used together with active learning activities. 1 91
g The appropriate place should be chosen for the subject (historical area, zoo, 3 275
z, institutions and organizations, etc.).
£ It should be used for value education. 1 91
'§ It should be used in concept teaching. 1 91
E It should be used to detect misconceptions. 1 I1
g It should be applied at all levels of education. 1 91
& Creative drama should be utilized to support creativity. 1 91
Creative drama materials should be prepared together with the student. 1 91
Drama trainers should be consulted during the application process. 1 91
- Studies should be conducted with different sample groups 5 4,58
é Research should be conducted on new, current and different topics. 6 550
'§ :i Different data collection tools should be used in research. 2 1,83
g E g Research should be designed for the long term. 6 5,50
g 5 '§ It should be carried out at different teaching levels. 8 7,33
I~ g § The effect on various issues in different disciplines (success, attitude, etc.) 10 9,17
£ ¢ should be investigated.
§ Research should be carried out with quantitative method. 2 1,83
R Mixed method should be used in creative drama studies. 1 91
Studies on creative drama should be designed interdisciplinary. 1 91
" Creative drama classes/workshops should be established (YOK-MoNE). 11 10,09
_E 3 Creative drama activities should be encouraged (MoNE). 1
5 ‘§: _In-Service training on creative drama should be provided (MoNE). 13 11,92
8 E: f—j Creative drama application activities should be included in textbooks and cur- 5 4,58
g § B riculum program (MoNE).
= b z Separate museum activity books should be prepared for different levels of 3 2,75
= ,§ 2 education (MONE).
E g 5 Creative drama should be taught as a course in undergraduate education (YOK). 8 7,33
§ £ Drama teachers should be trained (YOK). 1 ,91
& It should be utilized to facilitate students' orientation to universities (YOK). 1 91
o 2 Time should be allocated for creative drama activities in family activities. 1 91
E :§ E In order for students to develop their creative drama skills, they should be 1 91
< g supported to develop the habit of going to cinema-theater, etc.
Genel Toplam 109 100
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When the information given in Table 7 is examined, it is seen that in the studies on the
relationship between social studies and creative drama, twenty-three suggestions were presented
under the main code of suggestions to practitioners, forty-one under the main code of suggestions
to researchers, forty-three under the main code of suggestions to various institutions and two under
the main code of suggestions to families. Based on these results, it is possible to say that the most
suggestions were made to various institutions (43) and researchers (41).

When the suggestions made are examined one by one according to the main codes, it is seen
that the most common suggestions made to the practitioners within the scope of suggestions are to use
creative drama more frequently in the lessons (7), to choose a suitable place for the subject (3) and to
cooperate with non-governmental organizations (2). In addition to these, in the mentioned category,
collecting the process, results and materials in a common information pool, including creative drama
in the annual and daily plan, making process evaluation, using active learning activities, using it in
value education, concept teaching and determining misconceptions, using it at all levels of education,
using it to support creativity, preparing materials with students and getting help from drama instructors
are the suggestions expressed once.

Within the scope of the suggestions to the researchers, the suggestions of investigating the
effect of various issues in different disciplines (10), implementing it in different teaching levels (8),
long-term planning (6), planning on current issues (4) and working with different sample groups (5)
come to the fore. In addition, two suggestions were made for conducting studies with different data
collection tools and quantitative methods, and one suggestion each for mixed and interdisciplinary
applications.

Within the scope of suggestions to various institutions, the most common suggestions were
to provide in-service training (13), to create creative drama classes/workshops (11), to teach it as a
course in undergraduate education (8), to include application activities in curricula and textbooks (5)
and to prepare museum activity books according to educational levels (3). Within the same category,
suggestions for encouraging creative drama activities, training drama teachers, and utilizing creative
drama in orientation were also developed for the institutions.

Within the scope of suggestions to families, where at least (2) suggestions were developed,
suggestions such as including creative drama in family activities (1) and gaining the habit of going
to activities such as cinema-theater (1) were presented. When the suggestions presented by the
researchers are analyzed in general, it is seen that a significant portion of the suggestions are practice-
oriented, followed by suggestions regarding the theoretical structure.

Discussion, Conclusion and Recommendations

The main purpose of the new social studies curriculum prepared in line with the constructivist
approach is to make the student active in the teaching environment and to ensure that the student
learns the knowledge, skills, attitudes and values within the scope of the course objectives by doing
and experiencing. For this purpose, it is essential to diversify the educational technologies, teaching
methods and materials used in the classroom environment, to use instruments and elements that
appeal to more than one sense organ, increase the student’s interest and motivation in the lesson, and
concretize abstract concepts in the lesson (Dolmaz, 2021). At this point, creative drama practices
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are an indispensable instrument (Sarisoy and Alci, 2021). However, the first result of the research
showed that 23 master’s theses and 21 articles were conducted on the relationship between social
studies and creative drama, but no doctoral thesis was studied. However, doctoral dissertations are
the product of a very important level of education for doctoral students, who are the academicians of
the future, to identify and solve scientific problems in the relevant field of study, to gain a deep and
broad perspective, to analyze and reach new syntheses (Ozbek and Ertekin Pimar, 2020). Doctoral
theses contribute to the strengthening of the relevant field of science and to the added value of
scientific knowledge in that field. Doctoral education is the only element of raising individuals who
will benefit the welfare and development of the country in line with social expectations (Karadag
and Ozdemir, 2017). For all these reasons, the relationship between social studies and creative drama
should be addressed in doctoral studies in the field of social studies. However, the results of the study
showed that the importance of creative drama in social studies courses has been realized in recent
years and it has started to be studied intensively since 2018. Since 2020, the reason for the decrease
in studies is thought to be the Covid-19 pandemic. In addition, when the studies in the literature were
examined, it was seen that a few researchers tried to contribute significantly to the literature with
more than one study.

The second result obtained from the research data is that only twenty-nine of the higher
education institutions in our country (two hundred and three universities, including one hundred and
twenty-nine state universities and seventy-four foundation universities) have conducted studies on
the relationship between social studies and creative drama. Most of these studies were conducted
at Ankara University, Nigde Omer Halisdemir University, Gazi University, Cukurova University
and Rize Recep Tayyip Erdogan University. However, both social studies and creative drama take
their subject matter from the problems of daily life and our social values and aim to develop critical
thinking, creative thinking, reasoning, that is, high-level thinking skills, and to raise the human
profile required by the 21st century (Adigiizel, 2015; MEB, 2018). For this reason, it is an area that
is very open to study, research and development. Studies to be conducted by different researchers
from different institutions in the relevant field will facilitate looking at the literature from a different
perspective, seeing the unseen, and pave the way for different solutions to problems with a different
perspective.

The third result obtained from the research data is that sixteen of the studies were qualitative,
thirteen were quantitative and fifteen were mixed methods. In other words, approximately one third of
the studies in the related field were conducted with mixed method. Qualitative research allows for in-
depth research with a small number of participants, while quantitative research is ideal for collecting
superficial data from large populations. Mixed method research is research in which qualitative
and quantitative methods are used in a way to fill the gaps of each other and many limitations are
eliminated. For this reason, in future studies, the suggestions made by various researchers to use
mixed methods should be taken into consideration as it will increase the accuracy and reliability of
the data obtained (Creswell and Plano Clark, 2015; Butgel Tunal1 et al. 2016).

The fourth result obtained from the data is that almost one third of the studies used random
sampling and one third used non-random sampling. However, more importantly, there is no data
on the sampling method in the eleven studies. Three of these studies were conducted as literature
reviews that did not include sampling by nature. However, the absence of a sampling method in eight
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studies is a serious finding. Field experts insist that random samples have a high power to represent
the universe, criterion sampling, one of the non-random sampling methods, requires serious expertise
and if this sampling method is to be used in a study, it is necessary to get support from experts (Boke,
2014; Biiytlikoztirk et al., 2011), and convenient/easy sampling method, one of the non-random
methods, means (Baltaci, 2018) “saving time, money and labor at the expense of information and
reliability”.

Of course, researchers should choose a sampling method that is appropriate to the essence
of the research, but these critical points should be taken into consideration. In fact, the absence of
sampling information in eight out of the forty-four studies and the selection of easily accessible
samples in five studies hinders the richness of information in these studies.

The fifth result obtained from the data of the research is that there is generally a concentration
on certain analysis methods in research, and different methods are rarely employed. The concentration
is generally heavily weighted towards t-test analysis and descriptive and content analysis. Studies
conducted with descriptive analysis and content analysis are usually carried out with small groups
and are less likely to be generalized than quantitative analysis methods. In terms of data analysis
methods, experts in the field recommend the use of analysis methods such as Ancova, Manova,
Mancova and Path analysis, which they think will add richness to the research (Cifci, 2017; Hebebci
etal., 2016).

The sixth result obtained from the data of the research is that in the studies on the relationship
between social studies and creative drama, tools such as interview forms, achievement tests and
attitude scales were generally used. Nineteen data collection tools were preferred only once in the
studies in which a total of twenty-seven different data collection tools were used. It was found that
the workshop (Cetinkaya and Adigiizel, 2018), which is very important for creative drama, was
preferred only once, letters (Cergi, 2019), where sincere responses were obtained, were preferred only
once, and student-teacher diaries were preferred several times. This situation generally indicates that
studies rely on student perspectives, measure achievement and attitudes, largely focus on measuring
outcomes rather than the process and the research is carried out in a certain and narrow area. The use
of different data collection tools in future studies will get rid of this narrow area and allow a rich data
set to be obtained.

The seventh result obtained from the data of the study is that the studies have a balanced
distribution at primary, secondary and undergraduate education levels and that the studies show
richness in terms of the study group. It is pleasing that research on creative drama has been conducted
at all levels of social studies education. However, there is only one study in which data from different
levels of education were collected together. Collecting data from different educational levels by the
same researchers at the same time can provide a holistic view of the subject from a broad perspective
(Dolmaz and ilhan, 2020).

The eighth result obtained from the research data is that the studies on social studies-creative
drama are generally focused on its effect on academic achievement, its effect on attitude towards
the course and student/teacher/expert opinions. It was seen that one study was conducted on issues
such as the effect of creative drama on imagination, its effect on concept teaching, empathy skills,
communication skills, its effect on tolerance value, its effect on problem solving skills, in other words,
on skill, concept and value acquisition. However, there are twenty-seven skills and eighteen values
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that students are expected to acquire in social studies textbooks (MoNE, 2018). Creative drama can
open the door to good practice examples for all the values that the social studies curriculum aims to
provide students with, and create educational opportunities that can put all skills to work (Hong &
Hong, 2022; Johnson, 1998). By making the student an active element of the teaching environment,
it allows him/her to learn by doing - experiencing and enables the target achievements of the course
to be realized more easily. In this case, it can be said that there are still many issues to be studied in
the relationship between creative drama and social studies.

The ninth result obtained from the research data is that in almost all of the studies on the
relationship between social studies and creative drama, creative drama activities used in social
studies lessons show a positive effect. Creative drama activities increased academic achievement,
positively affected attitudes towards the course and ensured the retention of information. It supported
students’ imagination and creativity, increased their sociability, increased their level of environmental
awareness, positively affected their interest and enthusiasm for the lesson, and improved their
communication skills. Creative drama activities facilitated the teaching of skills/values and concepts,
made students active in the learning environment, improved their empathy skills, and concretized
what was learned. It increased students’ self-confidence and helpfulness levels. However, only four
studies reported that classroom management became difficult, the flow of the curriculum was missed
in terms of timing, and too much material was required. Each method/technique/material used in
the educational environment has various advantages and disadvantages. However, research shows
that the disadvantages of using creative drama activities in social studies courses are quite limited
(Aykag¢ and Adigiizel, 2011; Giiven, 2005; Nayci, 2011; Ulu and Burgul-Adigiizel, 2019; Tokmak et
al. 2023).

The last result obtained from the data of the research is that the researchers made suggestions
to families to allocate time for creative drama activities, to institutions to prepare drama books,
to train drama teachers, to create creative drama workshops, to researchers to conduct studies on
different issues with different sample groups at different levels of education, and to practitioners to
use creative drama for teaching different skills/values/concepts.

In line with all these results, it is suggested that teachers should definitely benefit from the
power of creative drama in order to realize the target outcomes of the social studies course effectively
and to ensure that students acquire the knowledge, skills and values they should have. In addition,
the number of studies on creative drama should be increased and doctoral level studies should be
emphasized. Researchers are suggested to use research methods and data analysis methods that have
not been used before and can provide rich data in new studies.
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Giris
Dansin bir tiirii olan Tiirk halk danslari, Tiirk tarihi ve kiiltiirii i¢inde incelenmesi ve arastirilmasi
gereken kiiltiirel bir degerdir. Bir toplumun geleneksel danslari, ait oldugu toplumun kiiltiirtinii
yansitan ve yasatan onemli bir kiiltiirel 6gedir. Diger {ilke danslari ile karsilastirildiginda Tiirk halk
danslarinin diger biitlin danslara kiyasla ¢esit ve tiir olarak zengin oldugu sdylenebilir (Yatman, 2005,
s.1). Halk danslari; diger sanat dallarindan farkli olarak ait oldugu toplumun kiiltiirel yapisini, yagam

bi¢imini, toplumlarin gelenek ve goreneklerini aydinlatma 6zelligine sahip kiiltiirel bir kimliktir
(Bozkurt, 2010, s. ii).

Tirk halk danslar1 ve miizik 6gretimi kurumsal olarak Tiirkiye’de iiniversitelerin Devlet
Konservatuvar1 Tiirk Halk Oyunlar1 boliimlerinde yer almaktadir. 1981 yilinda ¢ikarillan 2547
say1l1 kanun geregince tiim yiiksekogretim kurumlar Yiiksek Ogretim Kurulu (YOK) catisi altinda
toplanmistir. Buna bagl olarak konservatuvarlar da birer akademik birim olarak egitim 0gretim
caligmalarina iiniversite ¢atisi altinda devam etmislerdir (www.hacettepe.edu.tr, 2015).

1990 yilinda Istanbul’da Tiirk Halk Oyunlarinin Ogretiminde Karsilasilan Problemler
Sempozyumu’nda sunulan bildirilerde incelendiginde genellikle ayni sorunlar tizerinde duruldugu
goriilmektedir. Bildirilerde geleneksel yontemle ogretim yapildigi, bunun yerine bilimsel
yontemleri kullanmanin daha iyi olacag ifadeleri yer alirken bilimsel anlamda bir 6gretim yontemi
onerilmemektedir. Geleneksel yontem igerisinde goriintiilii materyalin izlenmesi, caligma Oncesi
bedenin 1sitilmas1 miizigin dinletilip kavratilmasi, yore hakkinda bilgi verilmesi, bilgilerin anlatilmasi
vb. Oneriler sunulmus ve tartisilmistir. Cesitli nedenlerle tek veya grup halinde icra edilen halk
danslari, her bolge, il ve kdyde adim ve say1 sayilarak 6gretilmez, oyunun icrasi kii¢iik yaslardan
baglayarak 6grenilir. Bu siirecte deneme yanilma yolu ile gruba dahil olunur (Altuntag, 1990, s. 13).
Ogultiirk (1992, s. 162) bu konuda goriisiinii su sekilde belirtmektedir:

“...say1 sayarak halk danslarin1 6gretmek ya da oynamak, oyunu ve figiirlerini
bir tiir kaliplagtirmak demektir. Yani her sayida yapilacak hareket kesin sekilde belirgindir.

Ondan fazlasi ya da eksigi olamaz. Bu da oyunu oynamaktan ziyade jimnastik hareketlerini

yaptirma durumuna diisiiriir. Bunda duygu da yoktur olamaz da... Halk oyunlar1 6gretimi
muhakkak calgi esliginde ve 6nce halk oyununun nagmesinin dgretilmesi ile baglanmalidir”

Bu 6nerilerin hemen hepsi geleneksel yontemin bir tiir uzantisidir. Miizigin dinletilmesi, yore
hakkinda bilgi verilmesi, egitmenin grubun 6niine gegerek danslari aktarma anlayisi degismemektedir.
Ayrica Laban, Benesh gibi hareket notasyon sistemine gore oneriler de bulunmaktadir. Ozdinger’in
“Halk Oyununun Ogretiminde izlenecek Yol ve Yararlanilacak Vasitalar” adli calismasinda ise,
hareketlerin notasyonla anlatimi ve yeterince tekrari1 seklinde bir ifade kullanarak, farkli bir bakis
acis1 getirdigi (Ozdinger, 1998, s. 60) goriilmektedir.

Elyagutu (2015, 5.69) “Halk Oyunlar1 Ogretiminde Hareket Notasyonu (Laban) ve Geleneksel
Metodun Ogrenme Basaris1 A¢isindan Karsilastirilmasi” konulu ¢alismasinda Tiirk halk oyunlari
ogretiminde agirlikli olarak kullanilan geleneksel 6grenme yontemi ile hareket notasyonu (Laban)
yontemini 6grenme basarisi agisindan karsilastirmig, Tiirk halk oyunlar1 6gretiminde bugiine kadar
genel kabul gérmiis sistematik bir yontem olmadigini belirtmistir. Tiirk halk oyunlarinin 6gretimi ile
ilgili egitim sistemde 6nemli bir eksiklik oldugunu vurgulamis ve giiniimiizde okullarda sistematik bir
halk danslar1 6gretim yontemi olmamasina karsin “geleneksel* yontemin kullanildigini belirtmistir.
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Halk danslariyla ilgili lisansiistii tezlerde; hareket notasyonu, halk danslarinin yoresel olarak
kargilastirilmasi, halk danslarinda kullanilan temel hareketler ve bunlarin anatomik incelemesi, halk
danslarinda miizik unsuru, halk danslarinin sahneleme agamalar1 gibi ¢alismalar bulunmaktadir.
Bozkurt'un 2010 yilinda yapmis oldugu “Ilkdgretim Ogrencilerine Halk Danslart Ogretiminde
Yaratict Drama Yontemi Kullanilmasinin Degerlendirilmesi” konulu arastirmasi halk danslari
Ogretimini ve yaratici dramay1 kapsayan bir calismadir (Bozkurt, 2010). Ayrica Saylik’in (1992)
“Konservatuvarlarda Halk Oyunlar1 Egitim Ogretim Ydntemleri, Problemleri, Coziimleri” ile Ferruh
Ozdinger’in (1998) “Tiirk Halk Oyunlarinin Ogretiminde Kullanilacak Y&ntem ve Teknikler (Edirne
ili Halk Oyunlar1 Uzerine Bir Deneme)” gibi ¢aligmalar da bulunmaktadir. Ayn1 zamanda Yagc1’nin
(1995) “Miizik Egitimi ve Bir Yontem Olarak Yaratici Drama iliskisi (Ornek Bir Model Onerisi)”
caligmasi da miizik egitiminde yaratict dramanin bir yontem olarak nasil kullanildigina iliskin yapilan
arastirmalar olarak gériilebilir (Ozdinger, 1998; Saylik, 1992; Yagci, 1995).

Tiirk Halk Danslar1 Ogretim Yontemleri

Tiirkiye’deki Tiirk Halk Oyunlart béliimlerinin yore uygulamalarinda 6zellikle geleneksel yontem
kullanmakta ve bu sekilde egitim alan 6grenciler de ayni yontemi kullanarak calismalarina devam
etmektedirler. Halk danslarinda yapilan bu uygulama daha ¢cok usta-¢irak iligkisini ortaya koymaktadir.
Tiirkiye’de bu konuda galigmalar yiiriiten yiizlerce dernek ve kuliip bulunmaktadir. Ozellikle usta
ogretici ifadesinin kullanimi1 da bu konuyu netlestirmektedir. Alanda akademik ¢aligmalar yapan
kisilerin say1 olarak az olmasi, usta 6greticilerin 6znel diislinceleri, halk danslarindaki yarismalarin
getirdigi bazi olumsuz yasantilar ve bunun belirli kesimlerce yalnizca gelir getirecek bir arag olarak
goriilmesi, halk danslar1 6gretiminde yeni yontemlerin kullanilmasini da geciktirmistir.

Halk danslarinin 6gretimi, bilinen yontemlerle birlikte destekleyici olarak etkilesimli ve aktif
yontem ve tekniklerle de verilmelidir. Egitimde etkilesime dayali pek ¢ok yeni yontem ve teknik
bulunmaktadir. Tartisma, ornek olay, bireysel calisma ve yaratici drama gibi yontemler bunlardan
bazilarini olusturur.

Bir iglemin uygulanmasini, bir ara¢ gerecin g¢aligtirilmasini 6nceden gosterip agiklama
sonra da 0grenciye alistirma ve uygulama yaptirarak 6gretme yolu olan demonstrasyon (gosterip
— yaptirma), bir konuya iliskin bilgilerin agiklanmasi ve bu bilgilerin beceriye donistiiriilmesi igin
gerekli uygulamalarin yapilmasi asamasinda kullanilir. Bu yontem daha ¢ok uygulama diizeyindeki
davranislarin  kazandirilmasinda kullanilir (Demirel, 1995, s.50). Halk danslar1 6gretiminde
demonstrasyon yontemi, yasanti odakli olmadigi i¢in bazi tavir eksikligine, adim ve rakamlarin
on planda olmasi nedeniyle siirecin tam olarak igsellestirilememesine ve dgretilen dansin duygu

yogunlugunun tam olarak aktarilamamasina yol agmaktadir.
Halk Danslar1 Ogretim Yontemi Olarak Yaratict Drama

Yaratic1 drama bir yontem ve estetik egitimi alanidir. Halk danslari, devinim sanatlar ve/veya sahne
sanatlar1 siniflamasinda yer alir. Yaratict drama, gerek hazirlik gerekse uygulama ve degerlendirme
asamalarinda 6grenci merkezli olarak yiriitiliir. Amag, 6grencileri dgrenme siireci boyunca etkin
kilmak ve ogretilenlerin kaliciligini saglamaktir. Yaratict drama yontemi ile yaparak ve yagayarak
o6grenme daha kalict ve eglendirici olabilmektedir (Selimhocaoglu, 2004, s.5). Yaratict dramadaki
Ogrenme, bir tiir yeniden yapilandirmadir. Bu tiir 6grenmelerde 6grencilerin 6grendiklerini ya da var
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olan bilgilerini yeni bir bakis acisiyla degerlendirmeleri, kazanilmig kavramlarin incelenmeleri ve bu
kavramlara yeni anlamlar yiiklemeleri s6z konusudur (San, 1990, s.582).

Yaratic1 drama disiplinler aras1 ¢caligmaya olanak saglayan ¢ok yonlii bir yontemdir. Yapilan
calismalar incelendiginde fizikten, matematige, Tiirk¢e egitiminden, hayat bilgisine kadar pek ¢ok
alanda etkin olarak kullamldig1 gériilmektedir. (Senol, 2011, Utkiir, 2012, Gedik, 2014, Akin, 2016,
Yagmur, 2010). Bu ¢aligmalarda yaratici dramanin 6grencilerin ders bagarilarinin artmasina, kendilerini
dogru ifade edebilmelerine, okuma, yazma, konusma, problem ¢dzme ve sosyal becerilerinin
geligsmesine; kaygilarinin azalmasina fikir iiretme ve bu fikirleri dogru bir sekilde aktarmaya yonelik
caligmalarda etkili oldugu belirlenmistir (Ulubey, 2015, s.38).

Yaratici drama; bir grubu olusturan liyelerin yasam deneyimlerinden yola ¢ikarak, bir amacin,
diislincenin, dogaglama, rol oynama vd. tekniklerden yararlanarak canlandirilmasidir. Bu canlandirma
stirecleri deneyimli bir egitmen egliginde yiiriitiilirken kendiligindenlige (spontaniteye), simdi
ve burada ilkesine, - mis gibi yapmaya dayalidir ve yaratict drama, oyunun genel 6zelliklerinden
dogrudan yararlanir (Adigiizel, 2015, s. 43).

Yaratict drama siireclerinde yogun olarak yararlanilan tekniklerden olan dogaglama
caligmalarinda “dramatik,” canlandirmay1 izlenir kilan, i¢ izleyici ve katilimci da bir eylem
yapma geregi duyuran, igsel ve digsal duygu degisikligine neden olan 6énemli bir yapiy1 olusturur.
Canlandirma siireglerinde genellikle katilimecilara bir dramatik durum verilir. Bu durum igerisinde
istedikleri bir dramatik andan baslamalar1 ve dramatik anlarla kurguyu olusturmalari istenir. Yaratici
drama c¢alismalarinda dramatik kurgu, gercek yasamla iligkisi kurulan oyunsu siirecte hayal giicliniin
kullanim1 ve siirekli olarak onun en etkin kilinmasi ile gerceklestirilir. Dramatik kurgunun bilesenleri,
daha ¢ok metin odakli ¢alismalar i¢in s6z konusu olsa da yaratici drama g¢aligsmalart igerisindeki
canlandirmalar i¢in de belirli bir 6neme sahiptir. Yaratict drama acisindan bu bilesenler rol, dramatik
gerilim, odak, zaman, mekan, dil, hareket, atmosfer, semboller ve dramatik anlam gibi 6geler olarak
adlandirilir (Adigiizel, 2015, s.114-117). Sahne odakli ¢alismalarda ise bu bilesenlere 151k, ses, kostiim,
miizik de eklenebilir.

Yaratici drama yonteminden her alanda oldugu gibi sanat ve dans egitiminde de yararlanilabilir.
Tiirk halk danslar1 6gretiminde yaratict dramanin yerinin incelendigi bu aragtirmanin amact; Tiirk halk
danslarinin 6gretiminde yaratici drama yonteminin, bir 6gretim yontemi olarak kullanilmasi stirecini
incelemektir. Belirtilen amaca ulasmak icin asagidaki sorulara yanit aranmisgtir:

e Yaratici drama surecinin katilimcilara katkilar: nelerdir?

* Dans egitimi ile ilgili uygulamaya yonelik 6grencilerin diigiince ve goriisleri nasildir?

Yontem
Arastirmanin Deseni

Bu calisma 6zellikle siire¢ odakli bir ¢aligma olarak planlandigindan eylem arastirmasi deseni ile
gerceklestirilmistir. Eylemaragtirmasi, degisimi ve gelisimi saglamak i¢ineylemlerin gergeklestirildigi,
aragtirma siirecinin, eylemin ve sonuglarinin analitik analiz ve yansitmalarla gelistirildigi, problemin
betimlendigi, yeni ¢dzlim Onerilerinin ortaya kondugu ve gelistirilen eylem planlarinin uygulandigi,
sistematik ve is birligine dayali olarak yiiriitiilen bir siireci vurgular (Giirgiir, 2018). Bu arastirmada
arastirmaci, bir akademisyen olarak 6grencilerle is birligi icerisinde uygulamada yer alarak yapilan
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etkinlikleri betimlemis, karsilagilan problemleri saptamis ve ¢oziimlemeye calismistir. Giirgiir
(2018), eylem aragtirmasini degisim ve gelisimi saglama odakli, bireylerin kendi uygulamalarini
iceren, sistematik bir bicimde verilerin toplandig1 ve yansitmali sorgulamalarin yapildigi, bunlara
dayal1 yeni eylem planlarinin hazirlanip uygulandigi, dongiisel veya sarmal adimlarla gergeklestirilen
bir bilimsel arastirma siireci olarak betimlemektedir. Bu sarmal veya dongiisel siire¢ bazi agamalari
icermektedir. Mills (2003) dongtisel siireci odak alani belirleme, verileri toplama, verileri analiz etme
ve yorumlama ve eylem plani gelistirme bi¢iminde siralamaktadir.

Bir
odak alam
belirlemek

Bir eylem
plan
gelistirmek

Verileri toplamak

—_—
-

Verileri analiz etmek
ve

yorumlamak

Sekil 1. Eylem Arastirmalarinin Diyalektik Dongiisii (Mills 2003, s.19)

Odak alani1 belirleme agamasi aragtirmacinin arastirma konusunu netlestirdigi ve o konuda
neler yapabilecegini sorguladigi asamadir. Bu amagla arastirmaci alanyazin taramalarini gergeklestirir.
Alanyazindan destek alarak arastirmanin amacini, katilimcilarini belirler. Aragtirmanin zaman
cizelgesini, hangi veri kaynaklarini ve veri toplama yontemlerini kullanacagini planlar (Mertler, 2006,
s.36; Mills, 2003, s.26). Alanyazin (Taylor vd., 2006) eylem arastirmasinda, arastirmacinin siirecin
icinde olmasmin onemini vurgulamaktadir. Bu baglamda, odak alan belirlenirken, uygulanabilir
ve aragtirmacinin kendi mesleki gelisimini destekleyecek konular segcmesinin gerekliligi 6n plana
cikarilmaktadir (Koshy, 2005, s. 39). Arastirmacinin ¢ocuklugundan beri Tiirk halk danslar1 ile i¢ ice
olmasi, lisans egitimini bu alanda yapmasi ve halen tliniversitede bu alanda 6gretim elemani olarak
gdrev yapmasi arastirmacinin dogrudan dogruya siirecin icerisinde bulundugunu kanitlamaktadir.
Ayrica doktora egitimi siirecinde yaratici drama liderlik egitimlerine katilmis olmasi nedeniyle
arastirmaci boyle bir ¢alismayi yiiriitebilecek akademik bilgi ve uygulama becerisine sahiptir.

Verilerin Toplanmasi

Arastirma kapsaminda, katilimcilart ve iyilestirme yapilmasi hedeflenen alan belirlendikten sonra
arastirma ortaminda gerceklesen durumlara iliskin daha detayli veriye ulasarak gergekci ¢oziimler
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iiretilmesi i¢in birgok veriye gereksinim duyulmaktadir. Arastirmact bu siirecte arastirma sorularini
ve veri toplama yontemlerini belirlemistir. Arastirmada var olan durumu ve ihtiyaglar ortaya
koymak icin yar1 yapilandirilmis goriisme, arastirmaci glinliigti ve gézlem araciligiyla okulun fiziksel
kosullarina iligkin veriler elde edilmistir. Elde edilen verilerden hareketle yapilacak yaratici drama ve
dans atdlyeleri planlanmaya baglanmistur.

Aragtirma verileri, gortintii kayitlari, aragtirmaci giinliigii, alan uzmanlarn ile goriismeler,
ogrenci giinliikleri, bireysel 6grenci goriigmeleri, tez izleme toplant: tutanaklarindan elde edilmistir.
Gergeklestirilen genel degerlendirme asamasinda alan uzmanlari ile yapilan yart yapilandirilmis
bireysel goriismeler ve 6grencilerle yapilan odak grup goriismelerine ait ses ve goriintii kayitlart veri
toplama araglar1 olarak kullanilmaistir.

Bireysel giinliiklerde ¢alisma grubunda yer alan her bir 6grenciye yar1 yapilandiriimis
goriisme sorusu olarak “Bir daha yaratict drama yontemi ile ders almak ister misiniz? Bu yontemin
avantajlar1 nelerdi?” gibi sorularla yontemin etkililigine yonelik derinlemesine bilgi almmaya
caligilmistir. Odak grup goriismelerinde ise 6gretim yontemi bakimindan bu siirecin etkili olup
olmadig1, 6gretim yontemi olarak yaratict dramay1 kendi ¢aligmalarinda etkili bigimde kullanmak
isteyip istemeyecekleri yoniinde sorular yoneltilerek derinlemesine bilgi elde edilmeye ¢alisilmistir.
Her bir gorlisme yaklasik 25 dakika stirmiistiir. Goriismeler katilimcilarin onay1 almarak ses kayit
cihazi ile kayit altina alinmistir. Bu calismalar toplam 7 hafta stirmiis olup, ilk 3 hafta boyunca
yaratict drama ¢aligmalari giris ¢aligmasi olarak uygulanmustir. Ikinci periyotta ise yaratic1 drama ve
dans ¢aligmalar es giidiimlii stirdiiriilmiistiir. Bu ¢aligmalar siirerken egitmen giinliigii de yapilan her
caligmanin sonunda diizenli bir sekilde tutulmustur.

Veri toplama teknigi olarak goriisme yoluyla kisiden 6zel bilgiler ya da ifadeler alinabilecegi,
bir¢ok insandan farkli kanilara yonelik bilgi toplanabilecegi ya da aragtirmacinin gzlemleyemedigi
bilgileri ortaya ¢ikarilabilecegi belirtilmektedir (Hesse-Biber ve Leavy, 2011). Bu arastirmada;
eylemleriplanlamak, gerceklestirileneylemleridegerlendirmekicin¢aligmagrubuvealanuzmanlariyla
bireysel ve odak grup goriismeleri gergeklestirilmistir. Aragtirma siirecinde gergeklestirilen caligsma
grubu gorlismeleri ses kayit cihazi ile kayit altina alinmistir. Goriismeler sonrasinda bu kayitlar
dinlenerek dokiimleri yapilmistir. Alan uzmanlariyla yapilan goriismeler ise arastirmaci giinliigiine
yansitmalarla birlikte kaydedilmistir. Aragtirma stirecinde ani gelisen durumlar, bireysel goriismeler
seklinde adlandirilabilecek goriismelerle gergeklesmistir. Bu gorlismeler, arastirmayi daha detayli
agiklayacak durumlarin derinlemesine irdelenmesine firsat veren, belli bir beklenti olusturulmadan,
goriismenin gidisine gore sorularin sirasinin degisebildigi, yanitlara bagli olarak yeni sorularin
eklenebildigi gortigmelerdir. Arastirma goriismelerinde onceden hazirlanmig gorlisme sorulari
kullanilmamuistir. Genel olarak sohbet seklinde gerceklestirilmistir. Arastirma siireci boyunca 13’1
alan uzmanlartyla Tiirk halk danslarinin kaynaklari ve hikayelerini tespite yonelik degerlendirmelerde
bulunmak tizere, 8’1 yaratic1 drama alan uzmanlariyla atdlyelerin hazirlanmasia yonelik, 17’si
Sakarya Universitesi Tiirk Halk Oyunlar1 Boliimii 6gretim elemanlariyla yapilan dans ve yaratic
drama uygulamalarinin degerlendirmesine yonelik, 9’u ¢alisma grubu O6grencileriyle her atdlye
sonunda degerlendirme gortismeleri olmak iizere toplam da 47 bireysel goriisme gerceklestirilmistir.
Caligma grubunda yer alan Ogrencilerle ii¢c odak grup goriigmesi gerceklestirilmistir. Odak grup
goriigmeleri dans ve yaratict drama atdlyelerinin yapildigi salonda gerceklestirilmistir. Goriigmeler
oncesinde aragtirmaci tarafindan goriigsme sorulart hazirlanmistir.
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Bu arastirmada gozlemler aragtirmaci giinliigline notlar tutularak gerceklestirilmistir.
Ayrica yapilandirilmis  bir gozlem formu kullanmilmamistir. Bir ortamdaki davraniglarin
videoteyp kayit cihaziyla veya not tutularak ayrintili olarak incelenip tanimlanmasi ile goézlemler
gerceklestirilebilmektedir (Cresswell, 2005; Yildirim ve Simsek, 2011). Gozlem siirecinde ¢esitli
notlar tutulur. Gozlem notlari; aragtirmacinin smif i¢inde uygulama sirasinda yasanan olaylari,
aragtirmacimin gordiklerini notlar halinde yazmasi, kayit etmesidir (Johnson, 2014, s. 82). Tiirk
Halk Oyunlar1 Boliimiinde calisan bir 6gretim elemaninin ayni boliim 6grencilerine verdigi Tiirk
Halk oyunlar dersi, Tiirk Halk Oyunlar1 Boliimii mezunu bir 6gretmenimizin ortaokul 6grencilerine
verdigi Tiirk Halk Oyunlar1 dersi ve Tiirk Halk Oyunlar1 Boliimiinde ¢alisan bir 6gretim elemaninin
iniversitenin farkli boliimlerinde okuyup, Tiirk Halk Oyunlart Boliimii’nden se¢imlik Tiirk Halk
Oyunlart dersi alan 6grencilere verdigi ders olmak iizere toplam 3 grup gozlemlenmistir.

Belgeler: Arastirma siirecine iliskin belgeler veri kaynaklari olarak toplanarak incelenmistir.
Alanyazinda veri kaynagi olarak toplanabilecek belgeler; arastirmalarin gecerligini arttirmak igin
kullanilan ders kitaplari, yillik ve giinliik DOEH planlari, 6grenci kayzitlari, arsiv belgeleri, dgrenci
defterleri ve smavlar1 seklinde siralanmaktadir (Bogdan ve Biklen, 2007). Ayrica aragtirma siireci
boyunca, 6grencilerle uygulamalar sirasinda ortaya ¢ikan ¢alisma kagitlart da siireg iiriinleri olarak
degerlendirilebilmektedir (Yin, 2012). Bu arastirmada, temel belgeler 6grenci giinliikleri, aragtirmaci
giinliigii ve tez izleme komisyonu raporlaridir. Arastirma siirecinde 6grenciler her atdlye sonrasinda
giinliiklerini doldurarak atolyelerin degerlendirmelerini yapmistir. Arastirmact her goériismenin,
her atolyenin ve her gézlemin sonunda gilinliiglinli doldurarak yapilan ¢alismay1 degerlendirmistir.
Arastirma siiresince yapilan calismalar belli araliklarla tez izleme komisyonuna sunulmustur.
Komisyonun degerlendirmeleri de ¢aligmanin ilerleyen asamalarini planlama agisindan 6nemli bir
belge olarak ele alinmigtir. Arastirmada 20 6grenci giinliigl, 1 arastirmaci giinliigii ve 4 tez izleme
raporu olmak tizere toplam 25 belge bulunmaktadir.

Arastirmact Giinliigii: Glunlik, arastirmacinin gozledigi ve duydugu olaylara yorumlarini,
duygularmi ve disiincelerini yazdigi, gerceklestirdigi uygulamalara yansitmalarmi ekledigi veri
kaynaklar1 seklinde tanimlanabilir (Glesne, 2012). Arastirmaci giinliikleri, tim silirece yoOnelik
gozlemleri, analizleri, yorumlari, duygu ve diisiinceleri kayit altina almaya yarayan ve kullanim sekli
kisiye gore degisen bir veri toplama aracidir (Johnson, 2014). Bu arastirma siirecinde gelisen tiim
olaylarin, toplantilarin, alinan kararlarmn, yapilan degisikliklerin bir arada bulundugu, aragtirmacinin
kendi goriislerinin ve goriislerindeki degisikliklerin yer aldigi, gerceklestirilen siireglere iliskin
yansitma yaptig1 arastirmay1 biitlinciil olarak ortaya koyabilecek, gerektiginde bulgulari destekleyici
belge olarak kullanilacak bir dokiiman elde etmek amaciyla glinliik tutulmustur. Aragtirma giinliigi;
video kayitlari, ses kayitlari, gdzlemler ve toplanan belgeleri igermesi agisindan zengin bir veri
kaynag1 olarak kullanilmistir. Arastirma siireci sonunda, Word belgesi seklinde, Times New Roman
yazi karakteri kullanilarak 12 puntoda, 1.0 satir araliginda yazilmis, 60 sayfalik bir arastirma
giinliigii elde edilmistir. Ozellikle, tez izleme komitelerindeki goriismeler, alan uzmanlari ile yapilan
goriismeler ve atdlyelerin gergeklestirildigi glinlerde yasananlar, arastirmaci tarafindan giinligiine
not edilmistir. Arastirmanin raporlastirilmasi agamasinda da giinliikten alintilar yapilarak siirecin
dogal bir bi¢imde yansitilmasi saglanmaya calisilmistir.

Eylem Plam1 Gelistirme
Bu ¢alismada ilk basta var olan durumu betimleme asamasinda tespit edilen sorunlara yonelik eylem

planlar1 gelistirilmistir. Uygulama asamasinda ise uygulamalari daha islevsel hale getirmeye yonelik
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eylemler planlanmis, alan uzmanlar1 ve d6grencilerle degerlendirilmistir. Yapilan degerlendirmelerde
etkin olmayan uygulamalarin yerine yeni uygulamalar gergeklestirilmistir. Son asamasinda ise alan
uzmanlarindan yapilan ¢alismalar1 ve genel olarak uygulamay1 degerlendirmeleri istenmistir. Bu
asamada da goriislerin toplanmasina yonelik eylem planlar1 gelistirilmis ve uygulanmistir.

Arastirma Ortami: Arastirma Sakarya Universitesi Devlet Konservatuvari’nda yapilmustir.
Bu okulda arastirmanin yiiriitiilmesi icin Midirlik ve Tiirk Halk Oyunlar1 Bolim Baskanligi
ile goriisme yapilmistir. Gerekli iznin alinmasindan sonra arastirmaci atdlye uygulamalarmin
gerceklestirilecegi sinifin fiziksel verilerini belirlenmistir. Sinifin 1s1, 151k ve ses sistemi bakimindan
kontrolii yapilmis, 151k konusundaki eksiklikler giderilmistir.

Verilerin Analizi

Eylem arastirmasi dongiisiiniin bu asamasinda elde edilen veriler yorumlanmaktadir. Mertler (2006),
eylem arastirmalarinda verilerin analiz edilmesi ve yorumlanmasinin nicel arastirmalara gore
farklilik gosterdigini belirterek, eylem arastirmalarinda hem siiregte hem stirecin bitiminde verilerin
analiz edilerek yorumlandigini ifade etmektedir. Verilerin siirecte analiz edilmesi, uygulanan eylem
planlarmin sorunu ¢oziip c¢ozmedigini degerlendirmekte, arastirmaciyr ydnlendirerek sonraki
asamada hangi verileri elde etmesi gerektigi konusunda fikir vermektedir (Johnson, 2002; Giirgiir,
2017). Boylece, analiz yorumlari, eylem arastirmasi1 dongiisiiniin bir sonraki asamasi olan eylem plani
gelistirme siirecine 151k tutmaktadir. Eylem arastirmasi dongiisiinde siirekli bir degisim olmasiyla
gerceklesecek adimlara karar vermek ve ileride gerceklestirilecek eylemleri planlamak s6z konusu
oldugu i¢in sistematik analitik analiz yaklagimi ile analizi miimkiin kilmaktadir (Altrichter, Posch
and Somekh, 2005).

Verilerin
toplanmasi

Verilerin
yorumlanmasive

Verilerin okunmasi
tartisilmasi

Verilerin bulgulara
déniistiiriilmesi

Verilerin secilmesi

Sekil 2. Sistematik Analitik Analiz Siireci (Miles & Huberman, 1994, s.12)

Sistematik analiz siireci birbirini takip eden adimlardan olusmaktadir. Veriler toplanip
okunmasi; okunan verilerin 6nemli olanlarinin se¢ilmesi ve se¢ilen verilerin bulgulara dontistiirtilerek
daha anlasilir hale gelmesi saglanir. Verilerin analizi sonucunda elde edilen bulgularin kuramsal
cerceveye dayandirilmasi yapilir.
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Cahisma Grubu

Bu boliimde arastirmaya katilan 6grenciler, arastirmaci, alan uzmanlar ve tez izleme komitesi ile
ilgili bilgi verilmistir.

Ogrenciler: Arastirmanin 6grenci grubunu, Sakarya Universitesi Devlet Konservatuvari
Tiirk Halk Oyunlar1 Boliimii birinci sinif 6grencileri olugturmaktadir. Smifta 20 6grenci bulunmakta
olup kendi i¢inde kiz ve erkek sayis1 bakimindan esit bir dagilimi bulunmaktadir. Calisma grubunda
yer alan 6grenciler okul icerisinde yapilan boliim galigmalarinda gézlemlenerek akademik basarilari
Olciilmiis, ozellikle birinci siniflarin halk danslar1 ve yaratict drama dersi almamasi nedeniyle
caligmaya dahil olmalart uygun goriilmiistiir.

Aragtirmaci: Arastirmaci ¢ocuklugundan beri halk danslariyla i¢ ige olmustur. Bir¢cok halk
danslar1 yarigmasina ve festivaline katilmigtir. 1996 yilinda Gaziantep Universitesi Tiirk Musikisi
Devlet Konservatuvart Tiirk Halk Oyunlart Béliimiinii kazanarak alandaki bilgisini iist seviyeye
tasimay1 hedeflemistir. 2001 yilinda buradan mezun olmustur. Ayni y1l Sakarya Universitesi Devlet
Konservatuvar1 Tiirk Halk Oyunlar1 Boliimiinde Ogretim Gorevlisi olarak calismaya baslamustir.
Halen ayn1 kurumda akademisyen olan arastirmaci yiiksek lisansini Folklor ve Miizikoloji Anabilim
Dalinda “Tiirk Halk oyunlarinda Yarigma Olgusu” konulu tez ile tamamlamistir. 2012 yilinda Ankara
Universitesi Egitim Bilimleri Enstitiisii Giizel Sanatlar Egitimi Anabilim Dalinda doktora 8grenimine
baglamistir. Arastirmaci doktora sahasinda halk danslari ve yaratict drama konulu bir tez hazirlamak
istedigi i¢in yaratici drama alanina doniik bir¢ok egitim almstir.

Tiirk Halk Danslart Alan Uzmanlari: Halk danslari alaninda goriisiine basvurulan ilk
alan uzmam Gazi Universitesi Gazi Egitim Fakiiltesi Miizik Egitimi Boliimiinde calismaktadir.
Kendisi aym1 zamanda halk danslan sahasinda yayinlar yapmis, halk danslar yarigmalarinda jiiri
iiyeligi yapan ve halk bilimi sahasinda da taninan bir akademisyendir. Halk danslar1 alaninda
goriisiine bagvurulan ikinci alan uzman1 Ege Universitesi Devlet Konservatuvari Tiirk Halk Oyunlari
Boliimiinde ¢aligmaktadir. Diger alan uzmani gibi birgok halk danslar1 yarigsmalarinda jiiri tiyeligi
yapmis ve sahne sanatlart sahasinda dansin geleneksel ve modern boyutunu sahneye koymus bir
akademisyendir. Diger ii¢ alan uzmam ise Sakarya Universitesi Tiirk Halk Oyunlar1 Boliimiinde
akademisyen olarak ¢aligmaktadir.

Yaratict Drama Alan Uzmanlari: 11k alan uzmani siif 6gretmeni olup ayni zamanda bu
alanda liderlik yapan bir egitimcidir. Yiiksek lisans egitimini yaratict drama sahasinda yapmuistir.
Ikinci alan uzmani ise Ankara Universitesi Tip Fakiiltesinde ¢ocuk gelisim uzman olarak calisan ve
bu alanda liderlik yapan birisidir. Yiiksek lisans egitimini yaratict drama sahasinda yapmuistir.

Tez Izleme Komitesi Uyeleri: Arastirma siirecinde arastirmacinin izledigi basamaklari,
topladig1 verileri, toplanan verilerin analizini denetlemek ve Oneriler sunma amaciyla {i¢ 6gretim
liyesinden olusan Tez izleme Komitesi olusturulmustur. Komitede yer alan dgretim {iyelerinden
birincisi Cukurova Universitesi Iletisim Fakiiltesi Radyo, Televizyon ve Sinema Boliimii Radyo
Televizyon Anabilim Dalinda dgretim iiyesi olup ayn1 zamanda halk danslar1 sahasinda bir¢ok yayini
bulunan ve halk danslar1 yarismalarinda jiiri {iyeligi yapan bir akademisyendir. Komitede yer alan
ikinci {iye Ankara Universitesi Egitim Bilimleri Fakiiltesi Olgme ve Degerlendirme Boliimiinde
gdrev yapan bir akademisyendir. Komitede yer alan {igiincii iiye Ankara Universitesi Egitim Bilimleri
Fakiiltesi Giizel Sanatlar Egitimi Bolimiinde gérev yapan ayni zamanda yaratici drama alaninda
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yayinlar1 bulunan ve bu alanda egitimler veren ve halk danslar1 sahasinda yetkinligi bulunan, halk
danslar1 yarismalarinda jiiri iiyeligi yapan bir akademisyendir.

Yaratici Drama ve Dans Atolyeleri Uygulama Siireci

Caligmanin bu boliimiinde yaratici drama etkinlikleri kullanilarak halk danslarinin 6gretilmesi
amaclanmaktadir. Toplamda 3 atdlyenin yer aldigi bu bdliimde “sinsin, dokuzlu ve kabalar”
danslarinin 6gretilmesi amaglanmaktadir. Yaratict drama ve dans atdlyelerinin dongiisii sekil 3’de

Amag ve
planlama
. ey Sinsin

yer almaktadir.

Kabalar Dokuzlu
Atélyesi Atblyesi

Sekil 3. Yaratict Drama ve Dans Atdlyeleri Dongiisii

Yaratic1 drama ve dans atolyelerinin planlanmasinda Amag ve Planlama asamasi, yaratici
drama etkinlikleri kullanilarak halk danslarinin 6gretilmesi amaglanmaktadir. Atolyeler bu
dogrultuda planlanmistir. Tanigma, iletigim, etkilesim, dans ve devinime doniik etkinliklerden
olusan “Sinsin Dans1” atdlyesinde toplam yedi etkinlik uygulanmis ve sonrasinda da sinsin dansi
oynanmistir. Etkilesim, grup caligmalari ve kiiltiirel kaynaklara doniik etkinliklerden olusan atolyede
toplam yedi etkinligin uygulandigi “Dokuzlu Dansi” atdlyesi dokuzlu dansinin oynanmasina
yonelik tasarlanmistir. Giiven, uyum dans ve devinime doniik etkinliklerden olusan “Kabalar Dans1”
atolyesinde toplam sekiz etkinlik uygulanmis ve sonrasinda da kabalar dansi oynanmistir. Veri
analizi asamasinda arastirmaci giinliigii, 6grenci giinliikleri ve odak grup goriismeleri ile verilerin
analizi yapilmistir.

Calisma oOncesinde yaratici drama konusunda bilgisi olmayan katilimci 6grenci grubuna
yaratici dramay1 tanitmak, sinifigi iletisim, uyum ve giiveni arttirmak amactyla yaratici drama hazirlik
atolyeleri tasarlanmistir. Toplamda {i¢ atdlyenin yer aldig1 bu boliimde tanisma, iletisim, etkilesim
ve uyuma doniik etkinliklerle atdlyeler planlanmistir. Tanisma ve iletisime doniik etkinliklerden
olusan birinci hazirlik atdlyesinde toplam alt1 etkinlik, iletisim ve etkilesime doniik etkinliklerden
olusan ikinci hazirlik atélyesinde de toplam yedi etkinlik uygulanmustir. {letisim, etkilesim ve uyuma
doniik etkinliklerden olusan {igiincii hazirlik atdlyesinde ise toplam yedi etkinlik gerceklestirilmistir.
Yapilan bu atdlyelerle yaratici drama konusunda bilgi sahibi olan ve grup i¢i uyumu, iletisimi ve
giiveni saglayan 6grencilerle yaratict drama ve dans atolyeleri uygulanmistir.

Arastirma ve Yaymn Etigi

Bu arastirmanin verileri 2019-2020 egitim 6gretim doneminde toplanmasi nedeniyle etik kurul
belgesi bulunmamaktadir. Katilimcilardan calismaya goniillii olarak katildiklarina iliskin yazili
izinler alinmistir
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Bulgular

Arastirmanin bu boliimiinde uygulama siirecinde yer alan hazirlik atdlyeleri, yaratict drama ve dans
atolyelerine doniik bulgular ile siirecin 6grenciye ve aragtirmaciya doniik katkilar1 yer almaktadir.

1.Tamisma ve Iletisim Atélyesine Yonelik Bulgular

Hazirlik atolyelerinden ilki olan tanigsma ve iletisim konulu atdlye igin &grencilerle mekanda
toplanilmistir. Atolye calismasi igin bir araya gelen Ogrencilere, dnce ¢ember haline gelmeleri
sOylenmistir. Atolye calismalarmin ilk giinii oldugu ig¢in, tim etkinliklere yonelik genel bir
bilgilendirme yapilmistir. Ozellikle bu atdlyeden dgrencilerin birbirlerini daha iyi tanimalar1 ve
iletisimlerinin daha iyi olmasi amaglanmaktadir. Tanigma ve iletisim atolyesi olarak belirlenen
ilk atdlyenin her etkinligine dontlik yonergeler hakkinda, 6grencilere bilgi verilmistir. YOnergeler
dogrultusunda ¢aligmaya baslayan dgrenciler, ilk giin olmasi nedeniyle zaman zaman ydnergelere
uyma konusunda bazi sikintilar yasamigtir. Bu gibi durumlarda etkinlik durdurulup, 6grenciler gember
haline getirilip, etkinliklerin nasil uygulanacag: hususu tekrar anlatilmistir. ilk etkinlik icerisinde de
grup bir kez durdurulmus, yonergeler tekrar hatirlatildiktan sonra etkinlik en bastan uygulanmustir.
Tanigma ve iletisime doniik 1smma ve hazirlik kismina doniik 4 etkinlik uygulandiktan sonra
dogaglamalarin yer aldig1 bir canlandirma etkinligi yapilmistir. Biitiin canlandirma etkinliklerinde
temel amag, O0grencilerin yaraticiliginin 6n plana ¢ikmasidir. Sonrasinda bir ara degerlendirme
yapilmig ve ardindan bir canlandirma etkinligi yapilarak atdlyenin etkinlikleri tamamlanmistir.
Atblyenin en sonunda ise o giine doniik bir genel degerlendirme yapilmistir.

Tanisma ve Iletisim Calismasina iliskin Degerlendirme

Birinci atdlye ¢aligmasindaki 1sinma-hazirlik ve canlandirma etkinliklerine doniik gerceklestirilen
analiz sonucunda degerlendirmelere iligkin katilimer 6grenciler ve arastirmaciyla ilgili bulgular
izleyen alt basliklarda detaylandirilmistir.

Katilimci1 Ogrencilerin Degerlendirmeleri

Atolye bitiminde Ogrencilerden gergeklestirilen calismaya iliskin yansitma yapmalari istenmistir.
Genel anlamda yapilan degerlendirmelerde, Ogrencilerin etkinliklerden memnun olduklari,
ogrenirken, eglendiklerini, yaraticiliklarinin farkina vardiklarimi dile getirdikleri goriilmiistiir.
Ornegin katilimc1 6grencilerden birisi giinliigiine;

“Herkes hayal giiciinii kullanarak giizel fikirler ortaya koydu ve ufak sevimli gruplarimizla
canlandirmalar yaptik... Herkesin benim kadar eglendigini ve rahatladiginin farkina vardim.
Diislincelerimizin aslinda somut gercekleri degistirebilecegini 6grendim. Varliklara baska agilardan
bakip onlar1 kendi benliklerinden ¢ikarttik.” (Og, BK, 30.11.2017, s.1) diye yaznstir. Baska bir
Ogrenci ise uygulamadan ne kadar keyif aldigini su sekilde agiklamistir:

“Bugiin sadece bu okulda ki en keyifli giinim degil ayn1 zamanda hayatimdaki en keyifli

ve verimli olan giindii. Bir seyi sadece okuyarak, anlatarak ya da duyarak degil de gorerek,

diigtinerek, yasayarak 6grenmeyi 6grendik. Birlik, beraberligi tattik. Zihnimizi zorladik, bir
cisme bakarak neler tiretebiliyormusuz onu gordiik.” (Og, GG, 30.11.2017, s.1).

Birdiger 6grenci ise bakmakla gérmenin farkini su sekilde agiklamaktadir: “Bugiinkii
dersimiz ¢ok giizeldi. Baz1 arkadaglarimizin i¢indeki ¢ocugun biliylimedigini hep ¢ocuk kaldigini
gordiik. Unuttugumuz seyleri hatirladik; bakmakla gérmenin ayni seyler olmadigi gibi. Bazen hayal
diinyamizin oldugunu unutuyoruz.” (Og, AA, 30.11.2017, s.1).
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Arastirmacinin Degerlendirmesi

Gergeklestirilen birinci atolye c¢aligmalarina iliskin arastirmaci ayrica bir yansitma yapmistir.
Biitiin etkinliklere 6grencilerin tamami katilmistir. Etkinliklerin yapildigi bale salonunun ¢alisma
icin uygun bir ortam oldugu goriilmistiir. Yapilan etkinliklerin say1, igerik ve siire olarak yeterli
oldugu gériilmiistiir. Ogrencilere yonergelerin aktarilmasi konusunda daha dikkatli olundugunda,
uygulamada bir sikint1 olmayacagi gozlemlenmistir. Bu atdlye sonrasinda arastirmaci giinliigiinde
su sekilde yazmuistir:

«... Ogrencilerim bugiin harikalar yaratt1. Kendilerini ¢ok iyi ifade edebiliyorlardi. En énemlisi

yaratici darama ile ilk defa tanismis olmalarina ragmen siireci o kadar hizl igsellestirdiler.

Ogzellikle ara degerlendirmelerde aldigim doniitler ¢alismanin verimli gegtigini destekler

nitelikteydi. Ancak canlandirma kisminda bir utanma duygusu ve buna bagli olarak etkinligi
kisa kesmeye doniik durumu da gézden kagirmamam gerek.” (Ag, 30.11.2017, 5.26)

Aragtirmaci giinliigiinde ilgili oturuma dair su ciimleleri de yazmistir: “ ...En vurucu ciimle
ben bugiline kadar yaptigim her seye sadece baktigimi fark ettim. Ama bugiin yaratici drama ile
bakmanin Gtesine gegebildim. Yani gérmeyi O0grendim climlesiydi. ...Bugilin herkes bir seyler
O0grenmisti. Ben de dahil.” (Ag, 30.11.2017, s.26).

Genel Sonug ve Sonraki Atolye Calismalarinin Planlanmast

Degerlendirme sonuglarindan da goriilecegi gibi ilk atdlye calismasi basarili gegmistir. Hem 6grenciler
hem de aragtirmaci atélyeden memnun ayrilmiglardir. Ancak aragtirmaci bir noktaya dikkat etmek
gerektigi iizerinde durmustur. ilk atdlye giinii olmas1 nedeniyle 6grencilerde az da olsa bir tedirginlik
hissedilmistir. Ozellikle canlandirma béliimiinde bir mahcubiyet duygusu gdzlemlenmis, bu da
ogrencilerin dogaglamalarini kisa kesmelerine neden olmustur. Bunu giderebilmek adina, 6grenciler
begeni ifadeleri ile tesvik edilmistir. Bu konu ile ilgili olarak degerlendirme kisminda 6grencilerle
fikir aligverisinde bulunulmustur. Atdlyenin siire ve icerik olarak etkili oldugu goriilmiistiir. Sonraki
atolyelerde uygulama sirasinda dikkate alinmasi gereken hususlarin asagidaki gibi olmasina karar
verilmistir:

» Ogrencilerin katilimlarini desteklemek igin uygulama sirasinda tesvik edici pekistirmelerin
sunulmasi.

+ Ogrencilerin kendi diisiincelerinin her atdlye ¢alismasinin sonunda alinmast.
2. iletisim-Etkilesim Atolyesine Yonelik Bulgular

Toplamda 7 etkinlik sonrasinda gergeklestirilen analiz sonucunda, degerlendirmelere iliskin katilime1
Ogrenciler ve arastirmaciyla ilgili bulgular izleyen alt bagliklarda detaylandirilmistir.

Katilimci1 Ogrencilerin Degerlendirmeleri

Atolye bitiminde Ogrencilerden gercgeklestirilen calismaya iliskin yansitma yapmalari istenmistir.
Genel anlamda ilk atolyedeki gibi bu atdlyede de memnuniyetlerini dile getirdikleri goriilmistiir.
Ornegin katilime1 dgrencilerden birisi giinliigiine; “Kendimizde daha once fark etmedigimiz
ozelliklerimizi kesfettik. Dinleme, odaklanma, algilama yetimin iist seviyede oldugunu gordiim.
Yaratic1 olmak ve diisiinmek giizel.” (Og, BB, 05.12.2017, 5.2) diye yazmustir.

Bagka bir 6grenci ise atdlyenin yaraticiliklarint artirdigini su sekilde aciklamistir: “Yine
yaraticiligimizi kullanarak giizel bir canlandirma yaptik. Her calismamizda kendimize ufak
seyler kattigimiz1 diisiiniiyorum. ileride kullanabilecegimiz yontemler iiretiyoruz ve kendimizi
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gelistiriyoruz. Bence en dnemlisi birbirimize olan dnyargilarimizdan kurtuluyoruz ve birbirimizi
taniyoruz.” (Og, BK, 05.12.2017, s.2).

Bir diger 6grenci ise empati konusundaki diislincelerini soyle agiklamigtir: “Caligmalarla
olay1 igsellestirdik, duyu organlariyla alakali bir ¢aligma yaptik. Atdlyeler her gecen giin daha fazla
bir seyler katiyor. Cogu yerde kendimizi sorgulamamizi sagliyor. Durumun bizzat igine girerek
empati yetenegimizi gelistiriyor.” (Og, 1A, 05.12.2017, 5.2).

Arastirmacinin Degerlendirmesi

Gergeklestirilen ikinci atdlye g¢aligmalarina iligkin arastirmaci ayrica bir yansitma yapmistir.
Yapilan etkinliklerin say1, igerik ve siire olarak yeterli oldugu goriilmiistiir. Ogrencilerin ikinci
atolye caligmasinda oOzellikle arastirmaci yonergeleri verirken, ¢ok daha dikkatli dinledikleri
gozlemlenmistir. Hi¢ tekrara gerek kalmadan etkinlikler tamamlanmistir. Bu atdlye sonrasinda
arastirmaci ise giinliigiinde “Ogrencilerimin bugiinkii performansi ¢ok daha iyiydi. Ilk atdlyeye
gbre cok daha basariliydilar. Ilk giinkii etkinliklerde yonergeler konusunda bazi sikintilar olmustu
ama bugiin yonergeleri can kulagiyla dinlediler. Bir kez bile etkinlikleri tekrar etmedik...” (Ag,
05.12.2017, 5.27) diye yazmustir. Ogrencilerin etkinlikler arasindaki baglanti, etkinliklerin birbiriyle
nasil bir uyum gdsterecegi konusunda bazi tereddiitleri olduklart gézlemlenmistir. Aragtirmaci bu
konuda giinliigiinde “0grenciler ara degerlendirmede etkinlikler arasindaki bagin nasil kuruldugunu
ve canlandirma, dogaglama boliimiine gelindiginde basta yapmis olduklar etkinliklerin biiyiik
katkis1 oldugunu ve bu alana duyduklart meraki ve sevgiyi arttirtyor...” (Ag, 05.12.2017, s.27) diye
yazmistir.

Dinleme, odaklanma, algilama yetilerinin iist seviyede oldugunu sdyleyen dgrencilerin, basta
odaklanmakta zorluk gekerken, her gecen giin daha da toparlandiklar diisiiniilmektedir. Ozellikle
birbirlerini dinleme ve algilama yeteneklerinin gelistigi goriilmektedir.

Bu atolyede dikkat ¢eken diger bir husus ise baskin karakterli 6grencilerin zaman zaman
one ¢ikma ¢abalarinin, grup uyumunu olumsuz olarak etkilemesidir. Buna doniik olarak arastirmaci
tedbirler almasi gerektigini giinliigiinde su sekilde ifade etmistir. “Bazi 6grencilerin 6n plana ¢ikma
istegi, zaman zaman grubun uyumunu bozmaktadir.” (Ag, 05.12.2017, s.27).

Genel Sonug ve Sonraki Atolye Calismalarinin Planlanmast

Degerlendirme sonuglarindan da goriilecegi gibi 6grencilerin memnuniyeti en {ist seviyededir. Hem
ogrenciler hem de arastirmaci atdlyedeki etkinliklerin amacina ulagsmis oldugunu belirtmislerdir.
Ogrencilerin etkinliklerin birbiriyle baglantisinin kurulmasi konusundaki tereddiitleri ise atdlye
sonunda tamamen ortadan kalkmistir. Degerlendirme kisimlarinda bu nokta iizerinde ozellikle
durulmustur. Ogrencilerle atdlyeler igerisinde degerlendirme kisimlarinda yapilan goriismelerde
kendilerini ifadede zorlanan Ogrencilerin, giinliiklerinde kendilerini daha rahat ifade ettikleri
gozlemlenmistir. Y 0nergelerin iyi dinlenmesi ve anlagilmasi, etkinliklerin akici bir sekilde yapilmasini
saglamistir. Bu da 6grencilerin daha keyifli bir sekilde siireci tamamlamalarina olanak saglamistir.
I1k atélye sonunda belirlenen, dgrencilere doniik tesvik edici pekistirmelerin kullanilmas1 6grencileri
olumlu yonde etkilemistir ve diger atdlyelerde de buna dikkat edilmistir. Bu atdlye sonrasinda
belirlenen noktalar soyle belirtilebilir:

* Etkinliklerde verilen yonergelerin, cok daha iyi bir sekilde aktarilmasi ve dinlenilmesi

* Atdlye icerisinde yapilan etkinliklerin, canlandirma kisminda yansimalarinin goriilmesi
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» Baskin karakterli 6grencilerin, diger arkadaslariyla uyum i¢inde ¢alisabilmesine dikkat
edilmesi

+ Ogrenciler giinliiklerde kendilerini daha iyi ifade edebildikleri i¢in bu durumlara daha
dikkat edilmesi

3. Ugiincii Atolye Cahsmasina iliskin Degerlendirme

Toplamda 7 etkinlik sonrasinda gergeklestirilen analiz sonucunda, degerlendirmelere iliskin katilime1
Ogrenciler ve arastirmaciyla ilgili bulgular izleyen alt basliklarda detaylandirilmistir.

Katilimer Ogrencilerin Degerlendirmeleri

Atolye bitiminde Ogrencilerden gercgeklestirilen calismaya iliskin yansitma yapmalari istenmistir.
Daha ¢ok, grup ¢alismalarindaki uyumu 6n plana ¢ikaran etkinliklerden giin sonunda 6grencilerin
biraz zorlansalar da memnuniyetlerini dile getirdikleri gdézlemlenmistir. Katilimc1 dgrencilerden
birisi glinliigiine su sekilde yazmistir:

“...Etkinligimizde ilk etkinligimize gore daha fazla zorlandim. Hem g6z hem el hem de

ses koordinasyonu igerisindeydik. Daha sonraki oyunumuzda ise bir ipi kare, iicgen gibi

sekillere sokmaya calistik. Ama gozlerimiz kapaliydi. Ve bir kaos igerisindeydik. Clinkii her
agizdan bir ses ¢ikiyordu...” (Og, AT, 07.12.2017, s.3)

Baska bir 6grenci ise bireysel hirslarin uyum konusuna etkisini su sekilde agiklamistir: ...
grup c¢alismalarinda nasil davranmamiz gerektigini, hirs yaptigimizdaki tavirlarimizin ¢aligmamizi
nasil olumsuz etkiledigini gérdiik. Bir yandan ritm tutturmaya ¢alisirken bir yandan arkadaslarimizin
ismini sdylemeye ¢alistik. Beynimizi ikiye boldiik.” (Og, ND, 07.12.2017, s.3).

Bir diger 6grenci ise grup igerisindeki birlik ve beraberlik konusundaki diistincelerini soyle
aciklamistir: “Oynadigimiz oyunlarda grupca hareket etmeyi ve odaklanmay1 6grendik. Bir grupta
lider olmadan da hareket edebilecegimizi 6grendik. Birlik beraberligimiz ne kadar iyi olursa ortaya
¢ikardigimiz {iriiniin o kadar iyi, dogru ve basarili oldugunu gérdiik.” (Og, BG, 07.12.2017, s.3).

Arastirmacinin Degerlendirmesi

Gergeklestirilen {iciincii atdlye ¢alismalarina iligkin arastirmaci ayrica bir yansitma yapmistir.
Yapilan etkinliklerin say1, icerik ve siire olarak yeterli oldugu gériilmiistii. Ogrenciler, {iciincii
atolye calismasinin basinda, grup uyumu konusunda sikintilar yasamakla birlikte, atélye sonunda
sikintilar kargisinda ¢6ziim iiretebilmeyi de 6grenmislerdir. Atolye ¢alismalarina baslayali daha kisa
bir siire olmasina ragmen, 6grencilerin uyumlu ve istekli olmalari, 6grencilerin diger derslerine
de yansimis ve derslerine giren 6gretim elemanlarindan bu konuda olumlu doniitler alinmistir. Bu
atolye sonrasinda arastirmaci ise giinliiglinde “Bireysel olarak ¢ok basarili olan 6grenciler, konu
grupla birlikte hareket edebilme ve uyum oldugunda ilk etkinliklerde oldukga zorlanmalarina karsin,
sonrasinda yaraticiliklarini kullanarak, ¢éziimler itiretmeye basladiklarini, uyumu ve birlikteligi
yakaladiklarini gormek mutluluk vericiydi.” (Ag, 07.12.2017, 5.28) diye yazmustur. iletisim ve uyum
s0z konusu oldugunda dinlemenin dnemini ve dgrencilerin gelisimini arastirmact gilinliigiinde su
sekilde yazmistir: “Konu iletisim olunca birbirlerini dinlememenin ne kadar olumsuzluk yarattigini
yasayarak gormiis oldular. Bugiinkii atdlyemde Ogrencilerimin ilk giinden bugiine tavir ve
tutumlarinda biiyiik 6l¢iide degisiklik oldugu gozle goriilebiliyor.” (Ag, 07.12.2017, 5.28). Etkinlikler
icerisinde dzellikle danslarda kullanilan form yapisi ile alakali ¢alismalarda 6grencilerin basarisi ile
ilgili olarak arastirmaci giinliigiinde “Etkinlikler icerisinde d6grencilerin ¢ember, kare vb. geometrik
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formlar1 gozleri kapali bir sekilde ve grup uyumu icerisinde olusturmaya calismalarindaki caba, dans
konulu atdlyelerde isimi kolaylastiracak diye diisiiniiyorum.” (Ag, 07.12.2017, s.28) diye yazmustir.

Atolyede gozlerini kapatan katilimcilarin bir ip yardimi ile halk danslart formlarini
olusturmaya cabaladiklar1 goriilmiistiir. Bu calisma sirasinda gozlerinin kapanmasindan dolay1
farkli tepkiler gosteren dgrenciler baglangigta kaos igerisinde birlikte hareket etmeyi 6grenmislerdir.
Atolyeler icinde yer alan etkinliklerde zaman zaman, 6grencilerin problem ¢dzme konusundaki
yeterlilikleri sorgulanmistir. ilk atdlyeye gore ilerleyen siiregte, dgrencilerin olumlu anlamda
gelisim gosterdigi goriilmiistiir. Atolye siiresince 6grencilerin yapilan etkinliklerden keyif aldiklari,
her hallerine yansimaktadir. Ozellikle gruplar halinde hareket eden dgrencilerin yaptiklar1 dogru
hamleler sonucu kazanma duygusunun hazzina vardiklar1 gézlemlenmektedir.

Genel Sonug ve Sonraki Atolye Calismalarinin Planlanmast

Yapilan bu atdlye ile yaratict drama hazirlik atdlyeleri tamamlanmustir. Ozellikle bu atdlyede
uygulanan form c¢alismalarinda 6grencilerin basarili olduklari, bunun da sonraki dans konulu
atolyeler i¢in kolaylik saglayacagi gdzlemlenmistir. Bu atélyede grup uyumuna doniik etkinliklerde
baslangicta Ogrenciler zorlansalar bile ilerleyen etkinliklerde bu durumu c¢dzebilecek yaratici
yonlerini kullanabildikleri goriilmiistiir. Ozellikle verilen yonergeleri ¢ok daha iyi dinleyerek basarili
olacaklarini anlamislardir. Isinma ve hazirlik calismalarinin canlandirma kisminda islerine yarayacagi
bilincine ulagsmislardir. Aragtirmaci bu siiregte 6grencilerin giinliiklerini diizenli olarak okumus ve
onlarla yazdiklar1 konusunda goriismiistiir. Yazdiklarinin okundugunu géren 6grenciler daha samimi
bir sekilde giinliiklerini yazmaya devam etmistir. Bunu gdzlemleyen aragtirmaci, 6grencilere hizli bir
sekilde doniit vermenin 6grenciler iizerindeki olumlu etkisini yasayarak 6grenmistir.

Yaratict Drama Hazirlik Atolyeleri Genel Degerlendirme

Degerlendirme sonuglarindan da goriilecegi gibi 6grenciler uygulanan {i¢ atlye sonunda amaglandigi
gibi yaratict drama konusunda bilgi sahibi olmuslardir. Bu vesile ile yaratici drama atolyelerinde
yonergelerin dinlenmesi, birbirleriyle uyumlu caligsabilmeleri ve etkinlikler arasinda anlamli bag
kurarak canlandirmalar konusunda daha rahat tavirlar sergiledikleri gdzlemlenmistir. Ogrencilerle
yapilan bu {i¢ atdlye sonunda hedeflenen yaratici drama ve dans konulu atdlye calismalarinda
ayni verimin olacagi diisiiniilmektedir. Yaratict drama yonteminin anlagilabilmesi ve dans konulu
atolyelerin daharahat uygulanabilmesi adina olusturulan atdlyeler sonrasinda 6grencilerin daha istekli,
iiretken olduklar1 gbzlemlenmistir. Atdlyelerin 6zellikle tanigma, iletisim, etkilesim ve uyum igerikli
olmasi ile 6grenciler birbirlerini daha iyi tanimis ve yetenekleri noktasinda farkindalik olusmustur.
Uygulanan atolyelerde 6grencilerin durumu kavradikca verimlerinin arttig1 ve etkinliklerde ¢oziim
odakl1 olduklar1 gézlenmistir.

4. Yaratict Drama ve Dans Atolyelerine Yonelik Bulgular

Calismanin bu boliimiinde yaratici drama etkinlikleri kullanilarak halk danslarinin 6gretilmesi
amaclanmustir. Ug atdlyenin yer aldigi bu béliimde sinsin, dokuzlu ve kabalar danslarinin dgretilmesi
amaglanmistir.

Sinsin Dansi atdlyesinde Tanisma, iletisim, etkilesim, dans ve devinime doniik etkinlikler
bulunmaktadir. Etkilesim, grup calismalari ve kiiltiirel kaynaklara doniik etkinliklerden olusan
Dokuzlu Dansi atdlyesinde drama yontem ve teknikleri kullanilarak dokuzlu dansi oynanmustir.
Giiven, uyum dans ve devinime doniik etkinliklerden olugsan Kabalar Dans1 atdlyesinde kabalar dansi
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oynanmigtir. Son agsamada ise arastirmaci giinliigii, 6grenci giinliikleri ve odak grup goériismeleri ile
verilerin analizi yapilmistir.

Sinsin Dans1 Atolye Calismasina Yonelik Bulgular

Atolye calismasi i¢in bir araya gelen 6grencilerin, 6nce ¢ember haline gelmeleri istenmistir. Yaratici
drama ve dans atdlyelerinin ilki oldugu i¢in buna doniik bir bilgilendirme yapilmistir. Her etkinlik
oncesinde yonergeler hakkinda, 6grencilere bilgi verilmistir. Etkinliklere gegmeden 6nce sinsin dansi
hakkinda bilgilendirme yapilmistir. Iletisim, etkilesim, dans ve devinime doniik atdlyenin 1sinma
ve hazirlik kisminda dort etkinlik uygulandiktan sonra, dogaglamalarin yer aldigi bir canlandirma
etkinligi yapilmistir. Sonrasinda ara degerlendirme yapilmis ve ardindan iki canlandirma etkinligi
yapilmig ardindan da etkinliklerde Ogrenilen adimlar birlestirilerek sinsin dansi caligsilmis ve
degerlendirme yapildiktan sonra, 6gretilmek istenen sinsin dansi oynatilarak, atdlye tamamlanmistir.

Sinsin Danst Atélye Calismasina Iliskin Degerlendirme

Bir kiilt olan atesin temizleyici, arindirici islevi ve atesin bolluk bereket getirecegi diislincesi; Nevruz
ve Hidrellez gibi senliklerde atesten atlanip arinmay1 simgelerken, Tiirk halk danslarina ates danslari
veya atesle ilgili danslar olarak yansimistir. Sinsin dansi da atese doniik ritiiel 6gelerin yogun
olarak bulundugu bir danstir. Dolayisiyla etkinlikler igerisinde bir yandan dans adimlarina doniik
uygulamalar yapilirken, bir yandan da dansta yer alan ritiiellerin aktarilmasina, anlamlandirilmasina
ve bu anlam dogrultusunda tavir olusturmaya doniik uygulamalar gerceklestirilmistir.

Bu atdlye sonrasinda gergeklestirilen analiz sonucunda degerlendirmeye iliskin katilime1 6grenciler
ve arastirmaciyla ilgili bulgular izleyen alt basliklarda detaylandirilmistir.

Katilimci Ogrencilerin Degerlendirmeleri

Atolye bitiminde 6grencilerden gergeklestirilen caligmalara iliskin yansitma yapmalari istenmistir.
Genel anlamda 6grenciler memnuniyetlerini dile getirirken, bir yandan da farkinda olmadan etkinlik
yaparken dansin hikaye ve adimlarini 6grendiklerini ifade etmislerdir. Katilime1 6grencilerden birisi
glinliigiine; “...Calismalar ile durum igsellestirmelerinde c¢ok ilerledim. Dogaglamalar ve farkli
danslar i¢inde farkinda olmadan “sinsin” dansinin adimlarini 6grendim ve yaptim. Dogaglamalarda

gercekten atesi yaktigimi ve yonlendirdigimi hissettim.” (Og, SO, 12.12.2017, s.4) diye yazmistir.

Baska bir 6grenci ise farkinda olmadan dansi1 6grendigini su sekilde ifade etmistir: “Bugiin
cok eglenceli, 6gretici ve ¢ok yorucuydu ama yorulmama degdi. Cok sey katti. Bagladigimizda
dans 6grendigimizi bilmiyordum. Bu siiregte oyunlar oynarken, dogaclamalar yaparken birden o
duygunun igine girip o zamanlar1 hissettim ve oyunlarin daha kalict oldugunu diisiiniiyorum” (Og,
SK, 12.12.2017, s.4)

Atolye sonrasinda bir grup dgrenci ile odak grup goriismesi de yapilmistir. Bu goriismede
ogrencilerin yapilan atolye ile ilgili goriisleri alindiginda; ¢alismanin eglenceli ve gretici olmasi
ile ilgili olarak bir 6grencinin ifadeleri su sekildedir: “... Atdlyenin her karesinden ¢ok keyif aldim.
Halay formu benim en zorlandigim tiirlerdendir. Bir ¢alismanin zevkli hale getirilmesi ger¢ekten ¢cok
onemliymis. Ben sizinle dnyargimi kirmis oldum. Sayilarla 6grenmek yerine eglenerek ve gercekten
hissederek 6grenmek inanilmaz giizelmis.” (Odak Grup, 12.12.2017,s.1). Atdlyeninkeyifverici olmasi
ve kisa siirede dansin 6grenilmesi ile ilgili olarak ise katilimc1 6grencinin diisiinceleri su sekildedir:
“Biz farkinda olmadan atdlye igerisindeki her etkinlikte aslinda yapacagimiz dansin bolimleri
varmis. Birlesince anladim. Hala saskinim. Bir halk danslar1 ¢aligmasi nasil bu kadar zevkli bir hale
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getirilebilir? Artik ben bellegime bu fotograf karesini yerlestirdim. Asla unutmam.” (Odak Grup,
12.12.2017, s.1). Aym gorlismede, 6grenilen dansin kaliciligiyla ilgili olarak ise dgrenci goriistinii
soyle ifade etmistir: “Hocam ben dansin her karesini bellegime oturttum. Higbirini unutmam artik.
Ben dans 6grenmeyi yabanci dile benzetiyorum. Tekrar etmezseniz ¢ok ¢abuk unutulabiliyor. Ama
akilda kalic1 bir ¢calismayla bunu unutmak miimkiin degil.” (Odak Grup, 12.12.2017, s.2). Aldiklar1
bu egitimleri daha sonralar1 kullanmalart ile ilgili olarak ise bir 6grenci su sekilde diistinmektedir:

“Bu calismalar sonucunda kiigiik ¢ocuklara, yaslilara, down sendromlulara ve engellilere

veya baska her gruptan daha kitleye hitap edebilecegini diisiinilyorum bu ¢alismalarm. Grup

birlikteligini kurmak i¢in, ayn1 zamanda iletisimi arttirmak adina ¢ok basarili bir yontem.
Mezun olduktan sonra yaratict drama caligmalarint Kiitahya veya gidecegim yerde insallah

gosterecegim.” (Odak Grup, 12.12.2017, s.3).

Hazirlik adimlarma iliskin bulgularda 6zellikle 6grenciler uymalart gereken hususlar ve
atolye ¢aligmalarinin isleyisi hakkinda bilgi sahibi olduklari sonucuna varildigini tekrar vurgulamak
gerekir. Sinsin dansi1 atdlyesine iliskin bulgular1 sunmaya baslamadan 6nce etkinlik sayisi, siiresi
ve dikkat edecekleri hususlar hakkinda bilgi verilmistir. Buna gore asagida yer alan plan déahilinde
etkinlikler gerceklestirilmistir.

Arastirmacinin Degerlendirmesi

Yapilan etkinliklerin sayi, igerik ve siire olarak yeterli oldugu goriilmiistiir. Daha 6nceki giinlerde
yapilan hazirlik atolyelerinin yararlar1 goriilmistiir. Hazirlik atolyeleri, 6grencilerin etkinliklerde
basarili olmalarini saglamistir. Hicbir tekrara kalmadan akici bir sekilde atolye tamamlanmistir.
Bu atolye calismasi sonrasinda arastirmaci giinliigiine “Hazirlik atdlyelerinde kurallart 6grenen
ne yapacagimi bilen dgrenciler ¢ok dikkatli bir bigimde yonergeleri dinliyor ve akici bir sekilde
etkinlikleri yapiyorlar.” (Ag, 12.12.2017, s.29) diye yazmistir. Etkinlikler hazirlanirken dansin
hikayesi ve adimlan etkinlikler icerisine yedirilmistir. Ancak bu durumdan &grencilerin haberi
bulunmamaktadir. Arastirmact bu hususu giinliigiinde soyle dile getirmistir: “...Etkinliklerimiz
icerisinde minik dans adimlar1 vardi. Ancak dgrencilerim bunun farkinda degildi. Bugiinkii dansimiz
bir ritiieli anlatiyordu. Bu nedenle etkinlikler ritiielin daha iyi aktarilabilmesi ve anlasilabilmesi igin
planlanmisti.” (Ag, 12.12.2017, s.29). Tiirk halk danslarinin énemli bir boyutu da dans edilirken
sadece adimlarin yapilmasi degil, ayn1 zamanda tavrin da yansitilmasidir. Bu konuda arastirmaci
diistincelerini su sekilde ifade etmistir: “Etkinlikler yavas yavas dogaclamaya dogru geldiginde artik
dansin hemen hemen biitiin boliimlerini parca parca kavramaya baslamiglardi. Ogrenirken iginde
dansin hikayesinin olmasi sebebiyle tavir boyutunu yansitmak hi¢ zor olmadi onlar i¢in... Adeta
her biri i¢inde bulunan kahramani yansitir gibiydiler.” (Ag, 12.12.2017, s.29). Canlandirma bolimii
sonrasinda sinsin dansinin oynanacagi son etkinligine gegildiginde, 6grenciler bu kadar etkinlikten
sonra bir de dansa gecilecegini duyduklarinda ve siirecin ¢ok uzayacagimi diistintirlerken, aslinda
bu saate kadar yaptiklar1 etkinlikler igerisinde aslinda dansin hikayesini, adimlarini, tavirlarini
ve miizigini 6grendiklerini fark etmemislerdi. Arastirmact bu durumu giinliigiine su sekilde ifade
etmistir:

“Dogaglamalar1 tamamladiktan sonra sira dansta deyince hepsi birbirine bakmaya

basladilar. Bir de dans i¢in mi ¢alisacaklardi? Dogaglamalarinda kullandiklart miizik aslinda

ogrenecekleri dansa aitti. Benim yaptiklarima katilin dedigimde manzara harikaydi. Sanki

saatlerce etkinlik yapmamisiz sadece dans adimlarini tek tek 6gretmek igin ¢aligmisiz gibiydi.
Hepsi ¢ok mutluydular.” (Ag, 12.12.2017, 5.29)
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Genel Sonug ve Sonraki Atolye Calismalarinin Planlanmasi

Degerlendirme sonuglarindan da goriilecegi gibi 6grencilerin memnuniyeti {ist seviyededir. Hem
Ogrenciler hem de aragtirmaci atdlyedeki etkinliklerin amacina ulastigini belirtmislerdir. Hazirlik
atolyelerinden edinilen tecriibeler sayesinde, etkinlikler akici bir sekilde yapilmistir. Bu akiciligin
olabilmesi i¢in katilimc1 6grencilerin birbirlerini ¢ok iyi tanimalart ve uyum igerisinde ¢aligmalari
gerekmektedir. Dans adimlariin, etkinlikler igerisinde dolayli olarak hizli bir sekilde kavranildigi
goriilmistiir. Etkinlikler hazirlanirken dansa ait ritiiellerin dolayisiyla da dansin koékenine dair
bilgilerin kazanildigi belirlenmistir. Ayn1 zamanda O6grenilen dansin kalicihigr ile ilgili olarak
cok olumlu goriisler alinmistir. Ogrenciler bu siiregte dgrendiklerini is hayatlarinda rahatlikla
kullanacaklarint ifade etmislerdir. Atolyeler hazirlanirken, etkinlikler igerisine dans adimlarinin
eklenmis olmasi, atdlyenin basarili olmasini saglamistir. Diger atolyeleri de tekrar gézden gegirip,
dans adimlarinin yeterli sekilde olup olmadigi kontrol edilmistir.

5. Dokuzlu Dans1 Atolye Calismasina Yonelik Bulgular

Dokuzlu dansi atolyesine iliskin bulgular1 sunmaya baslamadan oOnce, etkinlik sayisi, siiresi ve
dikkat edecekleri hususlar hakkinda bilgi verilmistir. Etkinliklere gecmeden 6nce dokuzlu dansi
hakkinda bilgilendirme yapilmistir. Etkilesim, grup ¢alismasi, kiiltiirel kaynaklar, dans ve devinime
doniik atdlyenin 1sinma ve hazirlik kisminda 4 etkinlik uygulandiktan sonra, dogaglamalarin yer
aldig1 1 canlandirma etkinligi yapilmistir. Sonrasinda ara degerlendirme yapilmis ve ardindan 2
canlandirma etkinligi yapilmis ardindan da etkinliklerde 6grenilen adimlar birlestirilerek dokuzlu
dansi ¢alisilmig ve degerlendirme yapildiktan sonra, 6gretilmek istenen dokuzlu dansi oynatilarak,
atolye tamamlanmustir.

Dokuzlu Dansi Atolye Calismasina Iliskin Degerlendirme

Cesitli kiiltiirlerde sayilara yiiklenen anlamlar vardir. Tiirk kiiltiiriinde de pek c¢ok sayiya cesitli
anlamlar yiiklenmistir. 9 sayist da bunlardan biridir. Ozellikle mitolojik anlatmalarda 9 sayisi sik
sik karsimiza ¢ikar. Saman inaniginda kamin yaninda 9 kiz, 9 erkek bulunur, kam 9 kat gokyiiziine
¢ikar, tanr1 Ulgen’in 9 kizi, Erlik Han’m 9 oglu gibi unsurlar bulunur. Ayrica yaratilis destaninda 9
dalli bir agag altinda, 9 ayri insan irki yaratildi seklinde ifadeler bulunmaktadir. Tek haneli sayilarin
en biiyligi olan dokuz sayisi, bitisi veya tamamlamay1 ifade ettigi gibi yeniden dogusu veya yeni
bir baslangici da simgelemektedir. Insanin 9 ayda diinyaya gelisi de buna drnek verilebilir. iste bu
rakami gordiiglimiiz danslardan biri Gaziantep halk danslarindan “Dokuzlu” dur. Dokuzlu dansimin
bir boliimiinde dansgilarin dokuz rakamini olusturmasi bu anlayigin halk dansinda canlandirilmasidir.
Bu atolye sonrasinda gerceklestirilen analiz sonucunda degerlendirmeye iliskin katilimci 6grenciler
ve arastirmactyla ilgili bulgular izleyen alt basliklarda detaylandiriimistir.

Katiimc1 Ogrencilerin Degerlendirmeleri

Atolye bitiminde 6grencilerden gerceklestirilen calismalara iliskin yansitma yapmalar1 istenmistir.
Genel anlamda 6grenciler etkinliklerden keyif aldiklarini dile getirirken, halaylarin zorluklarindan
da bahsetmislerdir. Ogrencilerden birisi giinliigiinde; “Bugiin yaptigimiz etkinliklerde birlik
beraberligin, halayin birlikteliginin ne kadar zor oldugunu gordiik. Grup olarak bugiin ¢ok keyif
aldim. Uyumlu ¢alismanin keyfine vardim. Ogretmenimizin yaptirdigi birkag etkinlikte birbirimizi
tutmay1, sahip ¢ikmay1 sagimiz ve solumuzdakini kontrol etmeyi 6grendik. Uyumlu olmak harika.”
(Og, AA, 19.12.2017, s.5) diye yazmustir.
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3

Bir diger 6grenci ise grup uyumunun onemini su sekilde agiklamistir: ... Bugiin aslinda
bir yandan da halay formuna girmis olduk. Az sayida kisilerin bir sey yapmasi daha kolay olurken
say1 arttikca isimizin daha zorlastigini gordiik ve birlik beraberligi daha iyi daha iyi saglamamiz

gerektigini 6grenmis olduk.” (Og, KB, 19.12.2017, s.5).

Atolye igerisinde dansin kokeni ile ilgili etkinlikler de yapilmistir. Bu konuda bir 6grenci
goriiglerini sOyle aciklamistir: “Tiirk halk danslar kiiltiiriimiizii yansitiyorsa ogretirken yapilan
danslarin hikayeleri, dans adimlar1 eglenceli halde bu tarz etkinlikler ile 6gretilmeli. Bugiinkii
atdlyemizde dansin kiiltiirel yapisiyla uyumlu birgok etkinlik yaptik.” (Og, BS, 19.12.2017, s.5).

Atolye sonrasinda bir grup dgrenci ile odak grup goriismesi de yapilmistir. Bu goriismede
ogrencilerin yapilan atdlye ile ilgili goriisleri alindiginda; atdlyenin dgretici, ayn1 zamanda da grup
uyumu agisindan zor oldugu ile ilgili bir 6grencinin ifadeleri su sekildedir: “...bugiin ilk atdlyedeki
kadar mutlu oldum, iyi hissettim. Ciinkii zeybek oynayan biri i¢in halay formunda ¢alismak ve halaya
ait danslar1 6grenmek bence oldukca zordur diye bir dnyargim vardi. Ama bugiin bunu kirabildigimi
fark ettim.” (Odak Grup, 19.12.2017, s.4). Kazanimlar arasinda olmasa da 6grenciler 6zgiivenlerinin
arttig1 ve arkadaslariyla iliskilerinin diizelmesi ile ilgili olarak da diislincelerini belirtmislerdir.
“... Ilk geldigim giinkii gibi degilim. Ben bu etkinliklerle beraber kendimi ¢ok daha dzgiivenli
hissediyorum. Arkadaslarima yaklasimim degisti... Onceleri giiven duymuyordum kimseye.” (Odak
Grup, 19.12.2017, s.5).

Arastirmacinin Degerlendirmesi

Gergeklestirilen atolye caligmalarina iliskin arastirmaci ayrica bir yansitma yapmistir. Atdlye
belirlenen siire icerisinde tamamlanmig, 6grencilere belirlenen kazanimlar verilmeye calisiimistir.
Oncelikle Tiirk kiiltiiriinde sayilar ile ilgili genel bir bilgilendirme yapildiktan sonra, dokuz sayismin
o6nemi iizerinde durulmustur. Danslarin hikayeleri ile ilgili kisimlarda halk bilimi, antropoloji gibi
farkli disiplinlerden faydalanilmasi ogrencileri olumlu yonde etkilemistir. Farkli disiplinlerden
olabildigince yararlanan aragtirmaci, 6grencilerin ilgi duyduklari alanlar konusunda atolyelere daha
istekli katilim sagladiklarini gézlemlemistir. Bu konuda arastirmaci giinliigiine “Dokuz sayisinin
onemini aciklarken &grenciler mitolojik dgelerde ¢ok sasirdilar. Farkli disiplinlerden yararlanmak
ogrencilerin dikkatini ¢ekti ve etkinliklere ¢cok daha istekli katildilar” (Ag, 19.12.2017, s.30)
diye yazarak dansin kokenini anlattigi kisimlarda farkli disiplinlerden yararlanmanin 6nemini
vurgulamistir.

Etkinlikler hazirlanirken dans adimlart da etkinliklerin igerisine yedirilmistir. Bu konuda
arastirmaci giinliigiinde “Sinsin atolyesinin sonunda dans ederken etkinliklerde &grendikleri
adimlar dans i¢inde oldugunu goren 6grenciler, bugiinkii etkinlikte attiklari her adim1 daha dikkatli
yapiyorlar.” (Ag, 19.12.2017, s.30) diye yazmustir.

Sinsin dansi daha bireysel hareketlere dayali iken, dokuzlu dansi halay formunun biitiin
Ozelliklerini gdstermekte ve grup uyumunun en ist diizeyde olmasi gereken danslardandir. Bu
konuda arastirmaci grup uyumu ile ilgili diisiincelerini soyle aciklamustir: “Ozellikle atdlyemizin
ikinci etkinligi olan kagitlarla temas calismasi goriilmeye degerdi. Ciink{i kagitlar1 diistirmeden
belirledigim form yapisina uygun hareket etmeleri gerekiyordu. Ozellikle birbirlerini gok iyi
dinlediler. Her kafadan ses cikarip bireysel hareket etmek yerine grup uyumunu dikkate alarak
hareket ettiler.” (Ag, 19.12.2017, s.30). Grubun dans ederken uyumu ile ilgili olarak aragtirmaci
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ayrica sunlar ifade etmistir: “Halay, grubun birlikte hareketini, uyumunu gerektiren bir dans. Bugiin
bu konuda birazcik zorlansalar da tistesinden gelmeyi basardilar.” (Ag, 19.12.2017, s.30).

Genel Sonug ve Sonraki Atolye Calismalarinin Planlanmast

Degerlendirme sonuglarindan da goriilecegi gibi 6grencilerin ve aragtirmacinin memnuniyeti tst
seviyededir. Daha ¢ok tecriibe kazandiklari i¢in, etkinlikler akici bir sekilde yapilmistir. Bu dansta
birbirlerini tutarak hareket ettikleri i¢in grup uyumunun ¢ok daha iyi olmasi gerekmektedir. Atdlye
boyunca yapilan etkinliklerle bu kazanimin miimkiin oldugunca elde edildigi goriilmiistiir. Dans
adimlarn etkinlikler icerisinde verildiginden dolay1, dans adimlarinin hizli bir sekilde kavranildigi
goriilmistiir. Dansin kdkenine dair bilgiler de adimlar gibi etkinlikler igerisine yedirilmis ve sonugta
dansin kokenine dair bilginin kazanildigi goriilmiistiir. Sinsin atdlyesinde oldugu gibi, dokuzlu
atolyesinde de dansin kaliciligr ile ilgili olarak olumlu goriisler alinmistir. Bu atdlyede ayrica
kazanimlar igerisinde olmadig1 halde 6zgiiven kazandigini ifade eden 6grenciler de olmustur. Bu
noktada atdlyenin kazanimlar ve etkinlikler kismi tekrar gézden gecirilmistir.

6. Kabalar Dans1 Atolye Calismasina Yonelik Bulgular

Bu atolye yaratict drama ve dans konulu atdlyelerin sonuncusudur. Kabalar dansi atdlyesine iligkin
bulgular1 sunmaya baslamadan dnce, etkinlik sayisi, siiresi ve dikkat edecekleri hususlar hakkinda
bilgi verilmistir.

Etkinliklere ge¢gmeden Once kabalar dansi hakkinda bilgilendirme yapilmistir. Giiven,
uyum, dans ve devinime doniik atolyenin 1simma ve hazirlik kisminda 4 etkinlik uygulandiktan
sonra, dogaglamalarin yer aldigi 1 canlandirma etkinligi yapilmistir. Sonrasinda ara degerlendirme
yapilmis ve ardindan 3 canlandirma etkinligi yapilmis ardindan da etkinliklerde &grenilen adimlar
birlestirilerek kabalar dansi ¢aligilmis ve degerlendirme yapildiktan sonra, 6gretilmek istenen kabalar
dans1 oynatilarak, atolye tamamlanmustir.

Kabalar Dansi Atolye Calismasina iliskin Degerlendirme

Gerek siki diizende gerekse biraz aralikli ama yine tutunarak oynanan agir tempolu halaylar vardir.
Yorelere gore degisik adlarla bilinen halaylar, Gaziantep’te ise “Kaba” adiyla bilinirler. Tiirk halk
danslarinda sirali halka oyunlarinin kaynagi Samanizm’e dayandirilabilir. Kaynaklarda sozii edilen
kamin yanina geng kiz ve erkekleri alarak kendisinin basa ge¢ip naralar atarak oynamasi gliniimiizdeki
kabalar1 hatirlatmaktadir. Kaba oyunlarindaki tutunma sekli, ekip basinin yaptig1 ¢6kme, kalkma,
donme seklindeki sololar, attig1 naralar kamin ayinlerde yaptigi hareketlerle ortlismektedir. Kaya
resimlerinde goriilen halay ¢eken insanlar da bu Saman geleneginin bir gostergesi olarak dikkat
¢ekmektedir.

Bu atdlye sonrasinda gergeklestirilen analiz sonucunda degerlendirmeye iliskin katilimct
Ogrenciler ve arastirmaciyla ilgili bulgular izleyen alt basliklarda detaylandirilmistir.

Katilimci1 Ogrencilerin Degerlendirmeleri

Atolye bitiminde dgrencilerden gerceklestirilen calismalara iliskin yansitma yapmalari istenmistir.

13

Ogrencilerden birisi giinliigiinde; “... Her atdlyeye gelisimizde enerjimiz pozitife doniisiiyor, bu
enerji de bizde siirekli bir seyler yapma hazzin1 veriyor. Salona girdigimiz andan itibaren yiiziimiizde
siirekli bir giilimseme ve i¢imizde de yapacagimiz etkinlikler, 6grenecegimiz oyun i¢in bir heyecan

oluyor...” (Og, GG, 21.12.2017, 5.6) diye yazmustir.
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Diger atolyelerde oldugu gibi bu at6lyede de dansin kaynagi etkinlikler icerisinde 6grencilere
verilmeye c¢alisilmisti. Bu konuda &grencilerden biri diisiincelerini soyle aciklamistir: “Halk
danslar1 demek, o yoreyi yasatmak demek. Dansgilarin o yorenin ruhunu yasatmasi i¢in, o hisse girip
icsellestirmeli, kiiltiiriine hakim olmasi gerek. Bugiin yaptigimiz etkinliklerde dansin kaynagimin
gizli oldugunu at6lye sonunda gérmek inanilmaz gilizeldi. Hocamu bir sihirbaz gibi goriiyorum. Her
giin yeni bir siirprizle karsiliyor bizi.” (Og, AA, 21.12.2017, s.6).

Atolyelerin kazanimlarindan biri olan giiven duygusunun pekismesi konusunda 6grencilerden
birisi giinliigiinde sdyle yazmistir: “Bugiin yaptigimiz etkinliklerde birbirimize daha ¢ok giivenmeyi
ogrendik. Birlikte siireci yonetmeyi, basimizda bir yonetici olmadan grup halinde hareket edebilmeyi
ogrendik. Ritmik ¢aligmalarla birlikteligimiz gelisti. En 6nemlisi de “Yarim Kaba” dansini farkinda
olmadan dgrendik.” (Og, GG, 21.12.2017, 5.6). Atélyelerin diger bir kazanimi olan dansin adimlarinin
ve kaynaginin 6grenilmesi konusunda 6grencilerden birisi giinliigiine soyle ifadeler yazmistir:

“Bugiin etkinlikleri yaparken farkinda olmadan yarim kaba dansini ve hikayesini
ogrendik. Bence bu yontem halk danslarinin en kolay 6gretim yontemidir. Hem ¢ok eglenceli

hem ogretici hem de merak uyandirict ama biitiin bunlar bir yana bizi yaptigimiz iste amaca,
sonuca en bilgili ve en kolay gotiiren 6gretim yontemidir.” (Og, 1A, 21.12.2017, s.6).

Atolyenin canlandirma kismu ile ilgili olarak bir 6grenci soyle demistir: “Atodlyelerin
dogaglama kisimlarindan c¢ok keyif aliyorum. Kendimizi ifade edebildigimiz yerler dogaglama
kisimlari. Yaptigimiz danslart en igsellestirerek nasil oynayabiliriz? Bunu goérmiis oluyoruz. Yani
kendimizden de bir seyler katarak gostermis oluyoruz. Kendimi atdlyeler sonunda daha yaratici
hissediyorum.” (Odak Grup, 21.12.2017, s.7). Atdlye ile ilgili olarak bir 6grenci ise goriislerini soyle
belirtmistir:

“Daha ¢ok bireysel danslarin oldugu Balikesir’de yetistigim i¢in bugiine kadar

hicbir sekilde dans ederken bir arkadasimla el ele tutusmamistim. Hatta bu durumdan

rahatsizlik duyuyordum. Ancak yaptigimiz bu etkinlikler sonrasinda ilging bir sekilde bu

olumsuzlugumu unuttugumu, hatta el ele tutusunca dayanismanin 6nemli oldugunu daha iyi
anladigim.” (Odak Grup, 21.12.2017, 5.7)

Arastirmacinin Degerlendirmesi

Atolye belirlenen siire igerisinde tamamlanmig, Ogrencilere belirlenen kazanimlar verilmeye
calisilmustir. Oncelikle Tiirk kiiltiiriinde genel olarak halaylar ve pek cok halayin kaynag: olarak
goriilen Samanizm hakkinda bilgi verilmistir. Sonrasinda da Gaziantep’te kabalar diye bilinen dans
hakkinda da genel bir bilgilendirme yapilmistir. Bu konuda arastirmaci giinliigiine “Bugiin yaratici
drama ve dans konulu atdlyelerin son giinii. Mutluluk ve hiiziin bir arada... Samanizm ile ilgili olarak
anlattiklarim ve gdsterdigim fotograflar 6grencilerin ¢ok dikkatini ¢ekmisti.” (Ag, 21.12.2017, s.31)
diye yazmistir.

Son atdlye igerisinde giiven duygusuna dair bir kazanim elde edebilmek igin yapilan
etkinlikler ¢ok etkili olmustur. Bu konuda arastirmaci giinlii§iine “Birbirine giivenen bireyler her
konuda bagariya ulagirlar. Benim 6grencilerim de birbirine giivenmeyi 6grendiler ve basardilar.” (Ag,
21.12.2017, s.31) diye yazmistir. Dokuzlu atdlyesi sonunda, bugiin yapilan atdlye i¢in danismanin
onay1 alinarak eklenen etkinlik, grubun dans ederken daha uyumlu olmasini saglamistir. Bu konuda
arastirmaci giinliigiine “Iyi ki bu etkinligi ekledim. Cok daha uyumlu dans ettiler.” (Ag, 21.12.2017,
s.31) diye yazmustir.
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Etkinlikler hazirlanirken dans adimlar etkinliklerin igerisine yedirildiginden dolay1 dansin
adimlarimin kavranmasi daha kolay gerceklesmistir. Bu konuda arastirmaci giinliigiinde “Etkinliklerde
ogrendikleri adimlarin dans i¢inde yer aldigini bilen 6grenciler, etkinlikler boyunca her adimi dansin
bir pargast olarak gdérmiis ve uygulamalar1 yaparken, daha dikkatli olmuslardir. Sonugta dansa
gecildiginde bunun yararini da gordiiler.” (Ag, 21.12.2017, s.31) diye yazmustir.

7. Genel Sonug ve Siirecin Degerlendirilmesine Yonelik Bulgular

Degerlendirme sonuglarindan da goriilecegi gibi dgrencilerin ve arastirmacinin memnuniyeti st
seviyededir. Son atdlye calismasi oldugu igin etkinlikler, cok daha bilingli ve akict bir sekilde
yapilmistir. Bu dansta birbirlerini ¢ok daha siki tutarak hareket ettikleri i¢in grup uyumunun ¢ok
daha 6nemli oldugu bu atdlyede bu kazanimin edinildigi goriilmiistiir. Bir 6nceki atdlye sonrasinda
danismanin onay1 alinarak atdlyeye eklenen grup uyumuna doniik etkinlik atdlyenin olumlu bir
sekilde sonuglanmasina katki saglamistir. Ayni sekilde giiven duygusu da belirgin olarak kazanildig:
gozlemlenmistir.

Dans adimlari etkinlikler igerisinde verildiginden dans adimlari hizli bir sekilde anlasilmistir.
Dansin kokenine dair bilgiler de adimlar gibi etkinlikler igerisine yedirilmis ve sonugta dansin
kokenine dair bilginin kazanildig: goriilmiistiir. Kabalar atlyesinde dansin kalicilig ile ilgili olarak
olumlu goriigler alinmistir.

Siirecin Katkilar:

Yaratici drama ve hazirlik atolyeleri siire¢ igerisinde Ogrencilerin yapilan etkinliklerde yaratici
drama hakkinda bilgi sahibi olmalar1 ve siirece hazirlanmalar1 adina énemlidir. Ozellikle daha
sonra uygulanan yaratici drama ve dans konulu atélyelerin sorunsuz ilerleyebilmesi, yonergelerin
anlagilabilmesi ve akici ilerleyebilmesini saglamistir. Yaratici drama ve dans atdlyeleri ise dzellikle
halk danslar1 6grencilerinin farkli 6gretim yontemleri ile yeniliklere agik olmasi ve 6gretim siirecinde
eglenceli ve kolay yollara vakif olmalart adina fayda saglamistir.

Ogrencilere Katkist

Yaratici1 drama oOgrencilerin birbirleriyle olan iletisimine ve uyumlu c¢alisabilmelerine olanak
saglamigtir. Hazirlik atolyeleri ile 6grenciler mekan igerisinde uyumlu ve daha iletigsim igerisinde
calismay1 basarabilmislerdir. Ogrencilerden biri uyumla ilgili olarak diisiincelerini sdyle ifade
etmistir: “...etkinlikte birbirimizi tutmay1, sahip ¢ikmay1 sagimiz ve solumuzdakini kontrol etmeyi
ogrendik. Uyumlu olmak harika.” (Og, AA, 19.12.2017, 5.5).

Dans konulu atolyelerde yaratici dramanin katkisi; dansin kaynagina hakim olmalari sebebiyle
ozellikle tavrin daha rahat algilanmasi, 6grenilmesi ve uygulanabilmesi adia kolaylik saglamistir.
Ayni zamanda danslarin kaliciligini saglamistir. Dansin 6grenilmesi ile ilgili olarak grencilerden biri
diistincelerini soyle aciklamigtir: ““...Sayilarla 6grenmek yerine eglenerek ve gergekten hissederek
6grenmek inanilmaz giizelmis.” (Odak Grup, 12.12.2017, s.1). Dansin kalicilig ile ilgili olarak ise
ogrencilerden biri, “...dansin her karesini bellegime oturttum. Hi¢birini unutmam artik. (Odak Grup,
12.12.2017, s.2) diyerek diisiincelerini ifade etmistir. Dansin kaynagi ve kiiltiirel yapisi ile ilgili
olarak bir 6grenci “...atdlyemizde dansin kiiltiirel yapistyla uyumlu birgok etkinlik yaptik.” (Og, BS,
19.12.2017, s.5) demistir.
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Kisisel Yapiya Katkilart

Her birey farkli 6zelliklere sahiptir. Her ne kadar halk danslar1 bakimimdan 6zgiivenli olsalar da bazen
farkli yorelerde ayni 6zgiiveni sergileyemeyebilirler. Yaratici drama ile 6grencilerin etkinliklerde daha
cesaretli ve gayretli oldugu gdzlemlenmistir. [letisim ydnlerinin de gelistigi fark edilmistir. Kendilerini
daha rahat ifade etmisler, birbirlerine kars1 giiven duygularinin da gelistigi belirlenmistir. Bu konuda
ogrencilerden biri, “Ben bu etkinliklerle beraber kendimi ¢ok daha 6zgiivenli hissediyorum.” (Odak
Grup, 19.12.2017, s.5), derken bir diger 6grenci ise, “Bugilin yaptigimiz etkinliklerde birbirimize
daha ¢ok giivenmeyi 6grendik. ...grup halinde hareket edebilmeyi 6grendik.”(Og, GG, 21.12.2017,
s.6) demistir.

Atolyelerin canlandirma bolimlerinde hayal giiclerinin = gelistigi gdzlemlenmistir.
Ozgiivenleri, hayal giigleri artan dgrenciler ok daha yaratic1 fikirler ortaya koymuslardir. Ayrica
karar verme gii¢lerinin arttig1 goriilmiistiir. Yaratict olmak konusunda bir 6grenci “Kendimizde daha
once fark etmedigimiz &zelliklerimizi kesfettik... Yaratici olmak ve diisiinmek giizel.” (Og, BB,
05.12.2017, s.2) diye diislincelerini agiklarken, bir diger 6grenci “...Kendimi atdlyeler sonunda
yaratict hissediyorum.” (Odak Grup, 21.12.2017, s.7) demistir.

13

Atolyeler birlikte hareket etmeyi gerektirdiginden Ozellikle kendilerini kontrol etme
noktasinda ¢ok daha basarili olduklar1 goriilmiistiir. Grup uyumu konusunda 6grencilerden biri
“Oynadigimiz oyunlarda grupca hareket etmeyi ve odaklanmay 6grendik.”(Og, BG, 07.12.2017,
s.3) derken, bir diger O6grenci ise®...grup c¢alismalarinda nasil davranmamiz gerektigini, hirs
yaptigimizdaki tavirlarimizin ¢alismamizi nasil olumsuz etkiledigini gordiik. (Og, ND, 07.12.2017,
s.3) diyerek grup uyumunun énemini izah etmistir.

Atolyelerin basinda ¢ekingen olan 6grencilerin, atdlyeler ilerledik¢e daha etkin ve katilimer
olduklar goriilmustiir. Etkinlikler icerisinde farkl sartlarla karsilastiklarinda yaptiklari uygulamalar,
hayatta karsilagacaklari degisik durumlara karsi hazir olma becerilerini artirdig1 diistiniilmektedir.
Dans ayn1 zamanda bir duygu aktarimi oldugu i¢in duygu ve diisiincelerini sozlii ve bedensel
hareketlerle ifade edebilme becerilerini artirmigtir.

Arastirmaciya Katkilart

Aragtirmaci yaratict drama sayesinde 6grenciler ile rahat bir uygulama siireci yasamig, 6zellikle
Ogretim yontemi bakimindan rahat ve akict olmayi basarabilmistir. Her 6grenciden olumlu yonde
aldig1 geri bildirimler bu alanda egitim yapan 6gretmenlere bu yontemin tanitilmasinin gerekliligini
fark ettirtmistir. Aragtirmacinin 6grencilerdeki haz alma duygusunu fark etmesi {izerine alana doniik
yeni egitimleri takip ederek kendini gelistirme iste§i artmistir.

Tartisma, Sonuc ve Oneriler

Bu aragtirmada Tirk halk danslarmin 6gretiminde yaratici drama ydnteminin, bir 6gretim yontemi
olarak kullanilmasi siirecinin incelenmesi amaclanmaktadir. Bu baglamda arastirma (a) Hazirlik
atolyeleri (b) Yaratici drama ve dans atolyeleri (¢) Arastirma siirecinin katkilari bigciminde agamalar
halinde planlanmig, uygulanmis ve ilgili bulgulara ulasilmistir.

Arastirmanin ilk asamasi olan hazirlik atdlyelerine yonelik bulgularda katilimcilarin 1.
sinif 6grencisi olmalar1 nedeniyle birbirlerini daha iyi tanimalari ve iletisimlerini artirabilmeleri
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konusunda drama etkinliklerinin etkili oldugu goriilmiistir. Bu baglamda &grencilerin drama
etkinlikleri ile birbirlerini daha iyi tanidiklar iletisimlerinin ve birbirleriyle olan etkilesimlerinin
arttig1 gdzlemlenmistir. Elde edilen bulgular drama yontem ve tekniklerinin Tiirk halk danslar1 gibi
iletisim, etkilesim ve uyum gerektiren bir ¢alismaya hazirlanmak konusunda katilimcilara katki
sagladigini ortaya koymaktadir.

Hazirlik atdlyelerine iliskin elde edilen bu bulgulardan yaratici drama ve dans atdlyeleri
uygulama asamasimin nitelikli yiiriitiilmesine yonelik olarak gerceklestirilmis oldugu sonucuna
varilabilir. Nitelik i¢in gerceklestirilen hazirlik atdlyelerinin temel amacinin da katilimci 6grenciler
arasindaki iletisim ve etkilesimi arttirmak yani katilimeilarin bir grup olarak caligmalarini
saglamak oldugu sonucundan bahsedilebilir. Nitekim yaratict dramanin etkili kullanimi, egitmen ve
katilimcilarin kim olduklarina, atdlyeye getirdikleri yasantilarin sosyal arka planina da siki sikiya
bagli oldugu alanyazinda vurgulanmaktadir. Bu konuda Johnson (2014, s.11) islemlemenin diizeyleri
kuramina gdre, bilginin derin diizeylerde sekillendirildiginde daha iyi anlasilabildigi, hatirlanabildigi
ve saklanabildigini; olusturmact 6grenme kuramina gore yaraticiligin, ileri diizey diistinmenin
ve sosyal etkilesimin 6grenmeyi artirdigini ve biitiinsel 6grenme kuramina gore de 6grencilerin
ogrendikleri seylerle kisisel baglar kurabildiklerinde daha fazla ve derinlemesine 6grendiklerini
ifade etmistir. Bu sekilde yaraticilik, ileri diizey diisiinme, sosyal etkilesim ve kisisel baglar gibi
hususlarin yaratict dramanin unsurlari olduguna dikkat cekmistir. Senyavas’in (2018) Gorsel Sanatlar
Egitimcisi Yetistirmede Bir Yontem Olarak Yaratici Drama: Eylem Arastirmasi adli tezinde, iliskisel
drama temas: altinda yer alan kiiltlirel aktarim baslhiginda, 6grencilerin derse, gegmis yasantilarindan,
oznel kiiltiirlerinden, kdklerinden getirdikleri 6zellikleri tasimalarinin onlar1 ¢ok mutlu ettigi ve derse
katilimlarinda 6nemli bir motivasyon sagladigi sonucu, Johnson’un tespitini destekler niteliktedir.
Dolayisiyla gergeklestirilmis olan bu ¢alismada da Johnson ve Senyavag’in ortaya koyduklari
sonuclar1 destekler nitelikte, 6grencilerin etkinliklere, gegmis yasantilarini tasimalarinin onlar1 ¢ok
mutlu ettigi, derse katilimlarinda, konuya daha iyi odaklanmalarinda 6nemli bir motivasyon sagladigi
gorilmistiir.

Aragtirmanin ilk asamasi olan hazirlik atdlyelerine iliskin sdylenebilecek en Snemli sey,
ogrencilerin bu asamadaki etkinliklere yonelik olumlu diisiinceleridir. Bulgulardan da goriilebilecegi
gibi katilime1 6grencilerin giinliiklerinin analiz sonuglar1 da bu goriisii desteklemektedir. Katilimci
ogrenciler etkinliklerle Ogrenirken ayni zamanda kaynasmislardir. Senyavas da (2018, s.242)
aragtirmasinda grencilerin derse iliskin algilarinin genel olarak olumlu oldugunu belirtmis, dersle
birlikte kendilerinde fark ettikleri olumlu degisimler ile dersi ve drama yontemini ¢ok sevdiklerini
vurgulamigtir. Bu aragtirma da benzer sonuglara ulasildigini gostermektedir.

Yaratici drama etkinliklerinin basinda Ogrencilerin tedirgin oldugu gdzlemlenmistir.
Bu caligmalara katilimda zaman zaman zorluklar yasayan Ogrencilerin etkinlikler ilerledikce
tedirginliklerin de azaldig1 goriilmiistiir. Uygulama siirecinde baslangicta gruba uyuma saglamakta
zorlanan 6grencilerin, bu siirecte birbirlerine karsi tutumlarinda degisimler yasadiklar belirlenmistir.

Ogrencilerin giinliiklerinden edinilen bulgular, onlarin yaratict drama ile kendilerini ifade
edebilme, Ozgiiven, empati, giiven gibi konularda gelistiklerini ve degistiklerini gdstermektedir.
Metinnam’in (2017), “Yaratict Dramayla Kiiltiirel Temas Alanlar1 Olusturmak: Sanat Egitiminde
Katilimer Bir Eylem Arastirmasi Ornegi” baslikli arastirmasindaki, 6gretmen adaylari arasinda
farkliliklardan dogan ¢atigmalarin yaratici drama yontemiyle olusturulabilecek kiiltiirel temas
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alanlarinda ¢oziilebildigi bulgusu, arastirmada drama ydnteminin bu anlamda gdzlemlenen
dontistiirtici etkisini destekler niteliktedir. Tiirk halk danslarmin 6gretiminde yaratict dramanin
kullanilmas1 grup ici iletisimin arttirdigini ve sorunlari azalttigimi da gdstermektedir. Ogrenciler,
“katilim1 saglamayi, farkli yonleri kesfetmeyi, anlamayi kolaylastirmayi, yaparak yasayarak
O0grenmeyi, empatiyi gelistirmeyi, 0gretici olmayi, gorsel hafizay1 gelistirmeyi, eglenceli olmayi,
ilgi ¢ekici olmay1, samimi iligkiler kurabilmeyi, yorum giiciinii gelistirmeyi, kendini daha iyi ifade
edebilmeyi, diisiince becerisini gelistirebilmeyi, 6z giliven arttirmayi, 6n yargilardan kurtulabilmeyi
saglamasin1” yaratici dramanin avantajli yonleri olarak gdrmiis ve bu bi¢cimde vurgulamislardir.
Bayrake1 (2007)’nin “Okuléncesinde Yaratici Drama Etkinliklerinin Iletisim Becerilerinin Gelismesi
Uzerindeki Etkisi” bashkli arastirmasi da &grencilerin iletisim becerilerinin gelismesinde drama
etkinliklerinin etkili oldugunu ortaya koymaktadir.

Ogrencilerin calismalara iliskin algilarinin genel olarak olumlu oldugu ortaya cikmus,
kendilerinde olumlu degigsimler fark ettikleri goriilmiistiir. Baslarda yaratici drama yontemine
siipheyle yaklasan dgrencilerin ¢ok kisa bir siirede bu siiphelerinden kurtulduklar1 ve merakla diger
atolyeleri bekledikleri goriilmiistiir.

Hazirlik atdlyeleri genel olarak degerlendirildiginde katilimer 6grencilerin yeni tanigtiklar
yaratici drama konusunda olumlu yonde fikirler ortaya koyduklar1 gériilmiistiir. Hazirlik atdlyelerinde
dramatik kurgunun bilesenleri konusunda bir birikime sahip olmayan katilimcilarin atdlyeler
sonrasinda bu konuda yeterli diizeye ulastiklar1 goriilmiistiir.

Aragtirmanin ikinci agamasi olan yaratici drama ve dans atolyeleri siirecinde katilimec1 6grenci
grubuna yaratict drama etkinlikleri yapilarak halk danslarinin 6gretiminin yapilmasi amaglanmuistir.
Atolye etkinlikleri planlanirken etkinliklerin igerisine dans adimlar yedirilmeye ¢aligilmistir. Dans
adimlarinin, etkinlikler igerisinde dolayli olarak hizli bir sekilde anlasildig1 goriilmiistiir. Etkinlikler
hazirlanirken dansa ait ritliellerin bulunmasi danslarin tavirlarinin da daha anlasilir olmasini
saglamistir.

Halaylar, kol kola ve temasla yapilan bir danstir. Halaylarda grubun birlikte hareketi ve
uyumu O6nemlidir. Bu nedenle grup uyumunun ¢ok iyi olmasi gerekmektedir. Hazirlik atélyelerinde
verilmeye ¢aligilan grup uyumuna doniik caligmalarin dans 6gretimine olumlu yansidigi goriilmiistiir.

Farkli disiplinlerden yararlanma ve yaratici dramanin kullaniminin &grenilenleri daha
eglenceli ve kalici hale getirdigi ve halk danslariin 6gretimi {izerinde bagdastirici bir 6zelligi oldugu
gbzlemlenmistir. Ozellikle danslarin hikayeleri ile ilgili kisimlarda halk bilimi, antropoloji gibi farkli
disiplinlerden faydalanilmasi 6grencileri olumlu yonde etkilemistir. Bu konuda bazi 6grenciler, daha
once hi¢ tanigsmadig1 disiplinlerle tanigsma firsati bulduklarini ifade etmislerdir.

Oguz (2013), yapmis oldugu arastirmanin sonucunda yaratict drama yonteminin sinif
Ogretmeni adaylarinin sanata ilgi diizeylerini ve sanat egitimi dersi basarilarini arttirdigi sonucuna
ulagsmigtir. Halk danslarinin 6gretiminde, yaratici dramanin kullaniminin grencilerin giinliiklerinden
ve goriismelerden edinilen bulgular neticesinde hem derse hem de dansin sanatsal yoniine ilgi
diizeylerini artirdigi, 6grenilenleri daha eglenceli ve kalici hale getirdigi sonucu, Oguz’un arastirma
bulgulartyla benzerlik gostermektedir. Alistiklar1 geleneksel sistemin disinda farkli bir deneyimi
yasamak 6grencilerin ilgisini ¢ekmis ve genel olarak atdlyelerin bu sekilde islenmesinden memnun
olduklarini dile getirmislerdir. Ancak yapilan etkinliklerin dans 6gretimi ile baglantisini baslangicta
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kuramadiklarini birinci atélyenin ara degerlendirmesinde soyleyen ogrenciler atolye sonrasinda bu
baglantiy1 ¢ok net bir sekilde gordiiklerini ifade etmislerdir.

Seray Astmoglu’nun (2012), Yaratict Drama ve Orff Yaklasimi Cercevesinde Okul Oncesi
Egitimde Oyun Kavrami adli tezinin sonucunda; okul 6ncesi egitimde Tiirk halk oyunlarinin
Ogretilmesinde yaratict dramanin ve Orff yaklagiminin bir yontem olarak kullanilmasinin ¢ocuklarin
derse olan ilgilerini artirdig1, dersin merak uyandirdig1 ve ritimsel, miiziksel ve devinimsel becerilere
katki sagladig1 belirlenmistir.

Bu galismalar yapilirken egitmenin, yaratici dramanin kurgusal olanaklarinin farkinda olmasi
gerekmektedir. Kurgu, katilimcilara yasantilarina farkli agilardan bakma olanagi sunmaktadir. Bu
nedenle, yaratici drama siireclerinde ortak bir anlam olusturma ve doniistiirme olanagi bulunmaktadir.
Ozellikle danslarm hikayelerinde bu 6zellik 6n plana gikmaktadir.

Bu calismada 6grenciler yaratict drama yoluyla yasanti odakli ve aktif katilimla danslart
ogrenebileceklerini fark etmislerdir. Arikan’in (2011), flkogretim Okullarinda Yaratici Drama
Yonteminin Gorsel Sanatlar Egitiminde Kullanilmasiin Erisi, Tutum ve Kaliciliga Etkisi basglikli
caligmasinda yaratic1 drama yontemi ile 6grenilen bilgilerin kontrol grubuna gore deney grubunda
daha az unutuldugu belirlenmistir. Yaratici drama yonteminin olumlu etkisi bu ¢aligmada da
ortaya konulmustur. Ayrica yaratict dramanin, Gorsel Sanatlar Dersi’nde 6grenmeye ve kaliciliga
katki saglayan bir 6gretim yontemi oldugu vurgulanmistir. Kiligaslan da (2018), yaratict dramanin
Ogretmen adaylarmin kisisel ve mesleki yeterliklerine etkisini incelemis ve bu yontemin, onlarin
Ozgiiven, iletisim becerileri ve mesleki yeterliklerini gelistirmede geleneksel yontemlere gére daha
etkili ve kalict oldugunu belirlemistir.

Ogrenciler giinliiklerinde ve goriismelerinde siklikla dgretmen olduklarinda yaratici
drama yontemini kullanmak istediklerini vurgulamislardir. Yaratici drama ile atdlye ¢aligmalarinin
yiirtitiilmesi, 6grencilerin gelecekteki mesleklerini nasil yapacaklarina dair diisiincelerini de olumlu
yonde etkilemistir. Arastirma sonucunda 6grencilerin birgogunun yaratici dramanin Tiirk halk danslari
dersleri ile birlikte diger derslerde de kullanilmasi yoniinde goriis birliginde oldugu belirlenmistir.

Genel olarak yaratic1 dramanin katilimc1 6grenciler arasinda iletisimi, etkilesimi, giiveni,
uyumu artirici bir etkisi oldugu; halk danslarinin 6gretiminde bu uyum ve giiven sayesinde daha etkili
ve kalict bir 6grenme sagladigi, olaylara daha elestirel bakabilmelerini saglayabilen 6zgiirlestirici,
yaratict ve doniistiiriicli bir yontem oldugu sonucuna varilmigtir. Farkli disiplinlerden faydalanilarak
yapilan uygulamalarin 6grencilerin ilgisini arttirdig1 ve caligmalara daha istekli geldikleri goriilmiistiir.
Gelecekte 6gretmenlik yapacak olan bu 6grenciler yaratict dramay1 ¢alismalarinda bir yontem olarak
kullanacaklarini belirtmislerdir.

McCaslin (2016) 6grenme siirecinde bilgi iiretmek, ilgi uyandirmak, sorunlari ¢ézmek ve
tutumlar1 degistirmek i¢in dramanin bir yontem olarak kullandigini belirtmistir. Halk danslarinin
Ogretiminde de yaratict drama yontemi bu amaglar dogrultusunda kullanilabilir.

Yaratict drama katilimer 6grencilerin daha c¢ok sorgulayan, birbirlerine giiven duyan,
iletisimleri iyi, yaratict ve uyumlu bireyler olmalarma katki saglamustir. ilk kez yaratict dramayla
karsilagan 6grencilerin baslangigta yasadiklart uyum sorunu, canlandirma etkinlikleri ile birlikte
azalmis ve Ogrenciler Ozellikle dogaclamaya iliskin konularda belirgin bir bicimde gelisim
gostermiglerdir. Gallagher (1997), arastirmasinda yaratici dramanin, is birligine dayali ¢alisma
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becerisini gelistirdigi gibi ayn1 zamanda farkli gergeklikler diisiinebilme ve yaratabilmeye de katki
sagladigini vurgulamistir. Ranzau da (2016) benzer sekilde olumlu 6grenme deneyimlerinin yani
sira 6grencilerin drama etkinlikleri sirasinda birbirleriyle daha siki iligkiler i¢cinde calistiklarini ve
dramanin smif i¢inde ¢ekingen ve mesafeli 6grencileri birbirine kaynastirdigimi belirtmistir (Akt.
Senyavas, 2018, 5.252).

Kalidas (2014), ¢aligmasinda dramanin takim ¢aligmasi 6zelliginden s6z ederek ayni zamanda
aktif 6grenme, isbirlikli ve ortak galigma becerilerini de gelistirdigine dikkat ¢ekmistir. Tiirk halk
danslarinda yaratic1 drama yoluyla 6grenmeyi deneyimleyen 6grencilerin yasantilara dayali ve etkin
bir bi¢imde 6grenebildiklerini fark ettikleri bilgisi 6grenci giinliikklerinde de ¢ok sik vurgulanmistir.
Kalidas’1n ¢alisma sonuglar1 bu sonuglarla benzerlik gostermektedir.

Arastirma siirecinde farkli disiplinlerden yararlanmak, bireylerin 6grenme aliskanliklar:
dogrultusunda ilgi alanlari ve egilimlerine hitap edebilme ve dikkatlerini ¢gekebilme konusunda yararli
olmustur. Ayrica 6grenciler fiziksel rahatsizliklari oldugu durumlarda, etkinliklerin bu rahatsizliklarini
unutmalarma sebep oldugunu, kendilerini daha iyi hissetmelerini sagladigini ifade etmislerdir. Bu
anlamda yaratic1 dramanin dolayl da olsa iyilestirici bir 6zelligi oldugu gézlemlenmistir.

Grupga gerceklestirilen uygulamalar siif igi iletisim, katilima istekli olma, zamani verimli
kullanma, sorumluluklarini yerine getirme konularinda olumlu sonuglar vermistir. Bunun yaninda
yaratict dramanin dgrencilerin problem ¢dzme, yeni duruma uyum saglama gibi konularda da katki
sagladig1 goriilmiistiir. Aragtirmacinin egitmen roliiyle yer aldig1 siirecte, atdlyelerde geleneksel
ogretmen-0grenci iligskisinden cok siireci birlikte deneyimleyen, sorunlari birlikte ¢ézmeye calisan
bir egitmen rolii benimsemesi, 6grencilerde olumlu etkiler olusturmustur.

Yaratict1 dramanin katilimcr 6grencilerin yaraticiliklarint gelistirdigine dair diislinceler
neredeyse tim Ogrenci giinliiklerinde rastlanilan bir ifade olmustur. Grup calismasi seklinde
gerceklestirilen halk danslarinda, grubun daha uyumlu hareket edebilmesi noktasinda yaratici
dramanin katkis1 6grenci giinliik ve goriigmelerinden de anlagilmaktadir. Etkinliklere katilimda
cekingenlik gdsteren 6grenciler, atdlyeler sonunda bu ¢ekingenliklerini yendiklerini, 6zgiivenlerinin
arttigini ifade etmislerdir.

Universiteler dahil pek ¢ok kurumda geleneksel yontemler yaygin olarak kullaniimaktadir.
Halk danslarmin 6gretimi konusunda yeni yontem, teknik ve yaklagimlara ihtiya¢ duyulmaktadir.
Yaratici drama bu yontemlerden birini olusturmaktadir.

Oneriler

Yaratic1 drama, Tiirk Halk Oyunlari boliimlerinde zorunlu ve/veya se¢imlik ders olarak yer almalidir.
Tiirk halk danslarinin 6gretimi ve aktarimina yonelik derslerde, etkili ve ilgi ¢ekici bir 6grenme
icin yaratici drama gibi farkli disiplin ve yontemlerinden yararlanilmalidir. Yaratici drama atdlyeleri
katilimcilarin etkilesimde bulunabilecekleri bir bicimde hazirlanmalidir.

Benzer caligmalar sadece Ogretim yontemi olarak degil, danslarin sahnelenme siirecine
yonelik de gergeklestirilebilir. Yaratici drama yonteminin kullanildigi ¢aligmalar halaylar disindaki
diger dans tiirleri i¢in de uygulanabilir. Bu tiir ¢caligmalar diger yas gruplarma dontik olarak da
yapabilirler. Ozellikle danslarm dykiisii {izerinden yapilacak anlatimli ¢alismalar kiigiik yas grubunun
ilgisini cekmede etkili olabilir.
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Introduction

Turkish folk dances, which are a type of dance, are a cultural value that should be analysed and
researched within Turkish history and culture. Traditional dances of a society are an important cultural
element that reflects and keeps alive the culture of the society to which it belongs. When compared
with the dances of other countries, it can be said that Turkish folk dances are richer in terms of variety
and type compared to all other dances (Yatman, 2005, s.1). Unlike other branches of art, folk dances
are a cultural identity that has the feature of illuminating the cultural structure, lifestyle, traditions
and customs of the society to which it belongs (Bozkurt, 2010, s. ii).

The teaching of Turkish folk dance and music is institutionally organised in the Turkish
Folk Dance departments of the State Conservatories of universities in Turkey. In accordance with
Law No. 2547 enacted in 1981, all higher education institutions were gathered under the umbrella
of the Council of Higher Education (YOK). Accordingly, conservatories continued their education
and training activities as academic units under the roof of universities (www.hacettepe.edu.tr, 2015).

In 1990, the same problems were generally emphasised in the papers presented at the
Symposium on Problems Encountered in the Teaching of Turkish Folk Dances in Istanbul. While there
are statements in the papers that teaching is done with the traditional method and that it would be better
to use scientific methods instead, a scientific teaching method is not recommended. Suggestions such
as watching the video material in the traditional method, listening and comprehending and heating
the body and music before the study, giving information about the region, explaining the information,
etc. were presented and discussed. Turkish folk dances are learned live in this way, especially in rural
areas. Folk dances, which are performed individually or in groups for various reasons, are not taught
by counting steps and counting in every region, province and village, but the performance of the
dance is learnt starting from an early age. In this process, one joins the group through trial and error.
Ogultiirk (1992, p. 162) expresses his opinion on this issue as follows

““...to teach or play folk dances by counting numbers means to mould the game and
its figures. In other words, the moves to be made in each number are clearly defined. It can’t
be more or less than that. This leads to gymnastic movements rather than dancing. There

is no emotion in this, nor can it be... Teaching folk dances should definitely start with the
accompaniment of instruments and first teaching the tune of the folk dance”

Bu o6nerilerin hemen hepsi geleneksel yontemin bir tlir uzantisidir. Miizigin dinletilmesi,
yore hakkinda bilgi verilAlmost all of these suggestions are some kind of extension of the traditional
method. The understanding of listening to the music, giving information about the region, the
instructor going in front of the group and conveying the dances does not change. There are also
suggestions based on movement notation systems such as Laban and Benesh. In Ozdinger’s study
titled “The Way to be Followed in the Teaching of Folk Dances and the Tools to be Utilised”, it
is seen that he brings a different point of view by using an expression in the form of notation of
movements and sufficient repetition (Ozdinger, 1998, p. 60).

Elyagutu (2015, p.69) in his study titled “Comparison of Movement Notation (Laban) and
Traditional Method in terms of Learning Success in Folk Dance Teaching” compared the traditional
learning method and movement notation (Laban) method, which are mainly used in Turkish folk
dance teaching, in terms of learning success, and stated that there is no generally accepted systematic
method in Turkish folk dance teaching to date. He emphasised that there is an important deficiency
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in the education system regarding the teaching of Turkish folk dances and stated that although there
is no systematic method of teaching folk dances in schools today, the “traditional” method is used.

In postgraduate theses related to folk dances; there are studies such as movement notation,
regional comparison of folk dances, basic movements used in folk dances and their anatomical
examination, music element in folk dances, staging stages of folk dances. Bozkurt’s research titled
“Evaluation of the Use of Creative Drama Method in Teaching Folk Dances to Primary School
Students”, conducted in 2010, is a study covering folk dance teaching and creative drama (Bozkurt,
2010). There are also studies such as Saylik’s (1992) “Folk Dance Education Methods, Problems and
Solutions in Conservatories” and Ferruh Ozdinger’s (1998) “Methods and Techniques to be Used in
Teaching Turkish Folk Dances (An Essay on Folk Dances of Edirne Province)” . At the same time,
Yagcer’s (1995) study “The Relationship between Music Education and Creative Drama as a Method
(A Sample Model Proposal)” can also be seen as research on how creative drama is used as a method
in music education (Ozdinger, 1998; Saylik, 1992; Yagc1, 1995).

Turkish Folk Dances Teaching Methods

Turkish Folk Dance departments in Turkey use traditional methods in their local practices, and
students who receive training in this way continue their studies using the same method. This practice
in folk dances mostly reveals the master-apprentice relationship. There are hundreds of associations
and clubs in Turkey working on this subject. In particular, the use of the term “master instructor”
clarifies this issue. The low number of people conducting academic studies in the field, the subjective
thoughts of master teachers, some negative experiences brought about by competitions in folk dances
and the fact that it is seen as a means of generating income by certain groups have also delayed the
use of new methods in folk dance teaching.

Theteaching of folk dances should be given with interactive and active methods and techniques
as supportive along with the known methods. There are many new methods and techniques based on
interaction in education. Methods such as discussion, case study, individual study and creative drama
are some of them.

Demonstration, which is a way of teaching the application of a process or the operation of
a tool by showing and explaining it in advance and then making the student practice and practice, is
used in the stage of explaining information about a subject and making the necessary applications to
turn this information into skills. This method is mostly used in the acquisition of behaviours at the
application level (Demirel, 1995, p.50). The demonstration method in teaching folk dances causes
some lack of attitude because it is not experience-oriented, the process cannot be fully internalized
because steps and numbers are at the forefront, and the emotional intensity of the dance taught cannot
be fully conveyed.

Creative Drama as Folk Dance Teaching Method

Creative drama is a field of method and aesthetics education. Folk dances are categorised as movement
arts and/or performing arts. Creative drama is student-centred in both preparation, implementation
and evaluation stages. The aim is to enable students to be active throughout the learning process and
to ensure the permanence of what is taught. Learning by doing and experiencing with creative drama
method can be more permanent and entertaining (Selimhocaoglu, 2004, p.5). Learning in creative
drama is a kind of reconstruction. In this type of learning, students evaluate what they have learned
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or their existing knowledge from a new perspective, examine the acquired concepts and attribute new
meanings to these concepts (San, 1990, s.582).

Creative drama is a versatile method that allows interdisciplinary work. When the studies
are examined, it is seen that it is used effectively in many fields from physics to mathematics, from
Turkish education to life sciences. (Senol, 2011, Utkiir, 2012, Gedik, 2014, Akin, 2016, Yagmur,
2010). In these studies, it was determined that creative drama was effective in increasing students’
course success, expressing themselves correctly, improving their reading, writing, speaking, problem
solving and social skills, reducing their anxiety, producing ideas and transferring these ideas correctly
(Ulubey, 2015, p.38).

Creative Drama; based on the life experiences of the members of a group, a purpose, an idea,
improvisation, role playing and so on is the revitalisation of techniques. These enactment processes
are based on spontaneity, the principle of here and now, pretence, and creative drama directly benefits
from the general characteristics of play, while being carried out under the guidance of an experienced
trainer (Adigiizel, 2015, s. 43).

Improvisation, which is one of the techniques used intensively in creative drama processes,
constitutes an important structure that makes the “dramatic” animation watchable, makes the internal
audience and the participant feel the need to take an action, and causes internal and external emotional
changes. In role-play processes, participants are usually given a dramatic situation. In this situation,
they are asked to start from a dramatic moment of their choice and create the fiction with dramatic
moments. In creative drama studies, dramatic fiction is realised through the use of imagination in
the playful process, which is related to real life, and constantly making it the most active. Although
the components of dramatic fiction are more relevant for text-oriented works, they have a certain
importance in animations within creative drama works. In terms of creative drama, these components
are called as role, dramatic tension, focus, time, space, language, movement, atmosphere, symbols
and dramatic meaning. (Adigiizel, 2015, p.114-117). In stage-oriented works, light, sound, costumes
and music can be added to these components.

The creative drama method can be used in art and dance education as well as in every field.
This research examines the place of creative drama in the teaching of Turkish folk dances; The aim
of this research is to examine the process of using creative drama method as a teaching method in
teaching of Turkish folk dances. In order to achieve the stated purpose, the following questions were
sought to be answered:

* What are the contributions of the creative drama process to the participants?

» What are the thoughts and opinions of the students about the practice of dance education?

Method
Pattern of the Study

Since this study was planned as a process-oriented study, it was carried out with an action research
design. Action research emphasizes a systematic and collaborative process in which actions are taken
to ensure change and development, the research process, action and results are developed through
analytical analysis and reflection, the problem is described, new solution proposals are put forward
and the developed action plans are implemented (Giirgiir, 2018). In this study, the researcher, as an
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academician, described the activities carried out by taking part in the practice in cooperation with the
students, identified the problems encountered and tried to solve them. Giirgiir (2018) describes action
research as a scientific research process focused on ensuring change and development, involving
individuals’ own practices, systematically collecting data and making reflective inquiries, preparing
and implementing new action plans based on them, and carried out in cyclical or spiral steps. This
spiral or cyclical process includes some stages. Mills (2003) lists the cyclical process as determining
the focus area, collecting data, analyzing and interpreting the data, and developing an action plan.

Bir
odak alanm
belirlemek

Bir eylem
plam
gelistirmek

Verileri toplamak

—_—
-

Verileri analiz etmek
ve

yvorumlamak

Figure 1. Dialectical Cycle of Action Research (Mills 2003, s.19)

The stage of determining the focus area, the researcher clarifies the research topic and
questions what she can do about it. For this purpose, the researcher conducts literature review.
Determines the purpose and participants of the research by getting support from the literature. Plans
the timeline of the research, which data sources and data collection methods will be used (Mertler,
2006, s.36; Mills, 2003, s.26). The literature (Taylor et al., 2006) emphasizes the importance of the
researcher being involved in the process in action research. In this context, it is emphasised that
when determining the focus area, it is necessary to choose topics that are applicable and support
the researcher’s own professional development (Koshy, 2005, s. 39). The researcher is directly
involved in the process because she has been involved with Turkish folk dances since her childhood,
completed her undergraduate education in this field and currently works as a lecturer in this field at
the university. In addition, the researcher has the academic knowledge and practical skills to carry
out such a study since she participated in creative drama leadership trainings during his doctoral
education.

Collection of Data

After determining the research environment, participants and the area targeted for improvement,
many data are needed to reach more detailed data on the situations in the research and to produce
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realistic solutions. During this process, the researcher determined the research questions and data
collection methods. In order to reveal the existing situation and needs in the research, data on the
physical conditions of the school were obtained through semi-structured interviews, researcher diary
and observation. Creative drama and dance workshops have started to be planned based on the data
obtained.

Research data were obtained from video recordings, researcher diary, interviews with field
experts, student diaries, individual student interviews, and thesis monitoring meeting minutes. In the
general evaluation phase, audio and video recordings of semi-structured individual interviews with
field experts and focus group interviews with students were used as data collection tools. (one or two
paragraphs have been deleted from here or before)

Would you like to take another lesson with the creative drama method as a semi-structured
interview question for each student in the study group in individual diaries? Questions such as
“What were the advantages of this method?” were asked to obtain in-depth information about the
effectiveness of the method. In the focus group interviews, it was tried to obtain in-depth information
by asking questions about whether this process was effective in terms of teaching method and whether
they would want to use creative drama as a teaching method effectively in their own studies. Each
interview lasted approximately 25 minutes. The interviews were recorded with a voice recorder, with
the consent of the participants. These studies lasted for 7 weeks in total, and creative drama activities
were applied as introductory work for the first 3 weeks. In the second period, creative drama and
dance activities were carried out in coordination. During these studies, the trainer diary was kept
regularly at the end of each study.

As a data collection technique, it is stated that through interviews, special information or
statements can be obtained from the person, information on different opinions can be collected
from many people, or information that the researcher cannot observe can be revealed (Hesse-Biber
and Leavy, 2011). In this research, individual and focus group interviews were conducted with
the working group and field experts in order to plan the actions and evaluate the actions. Working
group interviews held during the research process were recorded with a voice recorder. After the
interviews, these recordings were listened to and transcribed. The interviews with the field experts
were recorded in the researcher diary together with the reflections. Sudden developments during the
research process were realized through what can be called individual interviews. These interviews
are interviews that allow in-depth examination of situations that will explain the research in more
detail, without a certain expectation, where the order of questions can change according to the course
of the interview, and new questions can be added depending on the answers. Pre-prepared interview
questions were not used in the research interviews. It was generally carried out in the form of a
conversation. Throughout the research process, a total of 47 individual interviews were conducted,
13 with field experts to make evaluations to determine the sources and stories of Turkish folk dances,
8 with creative drama field experts for the preparation of workshops, 17 with Sakarya University
Turkish Folk Dances Department lecturers for the evaluation of dance and creative drama practices,
and 9 with study group students at the end of each workshop. Three focus group interviews were
held with the students in the study group. Focus group interviews were conducted in the hall where
dance and creative drama workshops were held. Interview questions were prepared by the researcher
before the interviews.
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In this study, observations were made by taking notes in the researcher’s diary. In addition,
a structured observation form was not used. Observations can be made by examining and describing
the behavior in an environment in detail using a videotape recorder or by taking notes. (Cresswell,
2005; Yildirim and Simsek, 2011). Various notes are kept during the observation process. Observation
notes; it is the researcher’s writing and recording the events experienced during the application in
the classroom and what the researcher sees in notes (Johnson, 2014, p. 82). A total of 3 groups were
observed: Turkish Folk Dances course given by a lecturer working in the Department of Turkish
Folk Dances to the students of the same department, Turkish Folk Dances course given by a teacher
graduated from the Department of Turkish Folk Dances to secondary school students, and Turkish
Folk Dances course given by a lecturer working in the Department of Turkish Folk Dances to students
who study in different departments of the university and take elective Turkish Folk Dances course
from the Department of Turkish Folk Dances.

Documents: Documents related to the research process were collected and examined as data
sources. In the literature, the documents that can be collected as data sources are listed as textbooks,
annual and daily SSES plans, student records, archive documents, student notebooks and exams,
which are used to increase the validity of the research (Bogdan and Biklen, 2007). In addition,
during the research process, the worksheets that emerged during the practices with the students can
also be evaluated as process products (Yin, 2012). In this study, the main documents are student
diaries, researcher diary and thesis monitoring committee reports. During the research process, the
students made evaluations of the workshops by filling in their diaries after each workshop. The
researcher evaluated the work done by filling in a diary at the end of each interview, each workshop
and each observation. The studies conducted during the research were presented to the thesis
monitoring committee at certain intervals. The evaluations of the commission were also considered
as an important document in terms of planning the further stages of the study. There are a total of
25 documents in the study, including 20 student diaries, 1 researcher diary and 4 thesis monitoring
reports.

Researcher diary: Diaries can be defined as data sources in which the researcher writes
her comments, feelings and thoughts on the events he/she observes and hears, and adds his/her
reflections to the practices she carries out (Glesne, 2012). Researcher diaries are a data collection
tool that is used to record observations, analyses, comments, feelings and thoughts about the whole
process and the way of use varies according to the person (Johnson, 2014). A diary was kept in order
to obtain a document in which all the events, meetings, decisions taken, and changes made during
the research process, including the researcher’s own views and changes in his/her views, reflecting
on the processes carried out, which can present the research as a whole, and which can be used as a
document supporting the findings when necessary. The research diary was used as a rich data source
in terms of video recordings, audio recordings, observations and documents collected. At the end
of the research process, a 60-page research diary was obtained as a Word document, written in 12
font size, 1.0 line spacing, using Times New Roman font. In particular, the interviews in the thesis
monitoring committees, the interviews with the field experts and the events that took place on the
days of the workshops were noted down by the researcher in her diary. During the reporting phase
of the research, quotations were made from the diary to ensure that the process was reflected in a
natural way.
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Developing an Action Plan

In this study, action plans were developed for the problems identified in the first stage of describing
the existing situation. During the implementation phase, actions to make the applications more
functional were planned and evaluated with field experts and students. In the evaluations made,
new practices were implemented instead of ineffective practices. In the last stage, the field experts
were asked to evaluate the studies and the application in general. At this stage, action plans for the
collection of opinions were developed and implemented.

Research Environment: The research was conducted at Sakarya University State
Conservatory. In order to conduct the research at this school, meetings were held with the Directorate
and the Turkish Folk Dances Department Head. After obtaining the necessary permission, the
researcher determined the physical data of the classroom where the workshop practices would be
carried out. The classroom was checked in terms of heat, light and sound system, and deficiencies in
light were eliminated.

Analysing the Data

At this stage of the action research cycle, the data obtained are interpreted. Mertler (2006) states
that the analysis and interpretation of data in action research differs from quantitative research and
states that in action research, data is analyzed and interpreted both during the process and at the end
of the process. Analysing the data in the process evaluates whether the implemented action plans
have solved the problem or not, guides the researcher and gives an idea about which data should be
obtained in the next stage (Johnson, 2002, Giirgiir, 2017). Thus, the analysed comments shed light
on the next stage of the action research cycle, which is the development of an action plan. Since the
action research cycle involves deciding on the next steps and planning future actions in the face of
continuous change, it makes it possible to analyse with a systematic analytical approach (Altrichter,
Posch and Somekh, 2005).

Verilerin
toplanmasi

Verilerin
yorumlanmasive
tartigiimasi

Verilerin okunmasi

Verilerin bulgulara

e . Verilerin secilmesi
doniigtiiriilmesi €6

Figure 2. Systematic Analytical Analysis Process (Miles & Huberman, 1994, s.12)

The systematic analysis process consists of successive steps. Collecting and reading the data;
selecting the important ones of the read data and making the selected data more understandable by
transforming them into findings. The findings obtained as a result of the analysis of the data are based
on the theoretical framework.
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Working Group

In this section, information about the students participating in the study, the researcher, the field
experts and the thesis monitoring committee is given.

Students: The student group of the research consists of first year students of Sakarya
University State Conservatory Turkish Folk Dances Department. There are 20 students in the class
and there is an equal distribution in terms of the number of girls and boys. The students in the study
group were observed in the departmental activities within the school and their academic achievements
were measured, and it was deemed appropriate to include them in the study, especially since the first
graders did not take folk dances and creative drama courses.

Researcher: The researcher has been involved in folk dances since childhood. She has
participated in many folk dance competitions and festivals. In 1996, she aimed to take her knowledge
in the field to the next level by enrolling in the Department of Turkish Folk Dances of Gaziantep
University Turkish Music State Conservatory. She graduated from here in 2001. In the same year, she
started working as a lecturer in the Department of Turkish Folk Dances at Sakarya University State
Conservatory. The researcher, who is currently an academician at the same institution, completed her
master’s degree in the department of Folklore and Musicology with a thesis titled “The Phenomenon
of Competition in Turkish Folk Dances”. In 2012, she started her doctoral studies at Ankara University,
Institute of Educational Sciences, Department of Fine Arts Education. Since the researcher wanted to
prepare a thesis on folk dances and creative drama in the doctoral field, she received many trainings
in the field of creative drama.

Turkish Folk Dances Field Experts: The first field expert consulted in the field of folk
dances works at Gazi University, Gazi Faculty of Education, Department of Music Education. He
is also an academician who has made publications in the field of folk dances, has served as a jury
member in folk dance competitions and is a well-known academician in the field of folklore. The
second field expert consulted in the field of folk dances works at Ege University State Conservatory,
Department of Turkish Folk Dances. Like other field experts, he has been a jury member in many
folk dance competitions and is an academician who has put the traditional and modern dimension of
dance on the stage in the field of performing arts. The other three field experts work as academicians
at Sakarya University, Department of Turkish Folk Dances.

Creative Drama Field Experts: The first field expert is a classroom teacher and an educator
who is also a leader in this field. She did her master’s degree in creative drama field. The second field
expert is a child development specialist at Ankara University Faculty of Medicine and a leader in this
field. She did her master’s degree in creative drama field.

Thesis Monitoring Committee Members: A Thesis Monitoring Committee, consisting of
three faculty members, was established in order to supervise the steps followed by the researcher
during the research process, the data she collected, the analysis of the collected data and to provide
suggestions. The first of the faculty members in the committee is a faculty member at Cukurova
University, Faculty of Communication, Department of Radio, Television and Cinema, Department of
Radio and Television, and is also an academic who has many publications in the field of folk dances
and is a jury member in folk dance competitions. The second member of the committee is an academic
working at Ankara University, Faculty of Educational Sciences, Department of Measurement and
Evaluation. The third member of the committee is an academician working at Ankara University,
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Faculty of Educational Sciences, Department of Fine Arts Education, who also has publications in
the field of creative drama and provides trainings in this field and has competence in the field of folk
dances and serves as a jury member in folk dance competitions.

Creative Drama and Dance Workshops Implementation Process

In this part of the study, it is aimed to teach folk dances by using creative drama activities. In this
section, where there are 3 workshops in total, it is aimed to teach sinsin, dokuzlu and kabalar dances.
The cycle of creative drama and dance workshops is shown in Figure 3.

Amacg ve
planlama
. ey Sinsin

Kabalar Dokuzlu
Atélyesi Atélyesi
Figure 3. Creative Drama and Dance Workshops Cycle

In the planning of creative drama and dance workshops, the aim and planning phase is to teach
folk dances using creative drama activities. The workshops were planned in this direction. A total
of seven activities were implemented in the Sinsin Dance Workshop, which consisted of activities
focused on meeting, communication, interaction, dance and movement, and then the sinsin dance
was played. Dokuzlu Dance Workshop, where a total of seven activities are applied in the workshop
consisting of interaction, group work and activities related to cultural resources, is designed for
performing the dokuzlu dance. In the Kabalar Dance Workshop, which consists of activities for trust,
harmony, dance and mobility, a total of eight activities were implemented and then the kabalar dance
was played. In the data analysis phase, data were analysed through researcher diary, student diaries
and focus group interviews.

Before the study, creative drama preparation workshops were designed to the participant
student group who had no knowledge about creative drama in order to introduce creative drama
and to increase communication, harmony and trust in the classroom. In this section, where there are
three workshops in total, workshops are planned with activities for acquaintance, communication,
interaction and cohesion. A total of six activities were implemented in the first preparation workshop
consisting of activities for getting acquainted and communication, and a total of seven activities
were implemented in the second preparation workshop consisting of activities for communication
and interaction. A total of seven activities were carried out in the third preparatory workshop, which
consisted of activities for communication, interaction and adaptation. With these workshops, creative
drama and dance workshops were implemented with students who had knowledge about creative
drama and ensured harmony, communication and trust within the group.
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Research and Publication Ethics

Since the data of this study were collected during the 2019-2020 academic year, there is no ethics
committee document. Written consent was obtained from the participants that they voluntarily
participated in the study.

Findings

In this part of the research, the findings regarding the preparatory workshops, creative drama and
dance workshops in the implementation process and the contributions of the process to the students
and the researcher are presented.

1. Findings Regarding the Introduction and Communication Workshop

For the first of the preparatory workshops, the workshop on meeting and communication, students
gathered at the venue. The students who came together for the workshop were first asked to form a
circle. Since it was the first day of the workshop, general information was given about all activities.
In particular, the aim of this workshop was for students to get to know each other better and have
better communication. Students were informed about the instructions for each activity of the first
workshop, which was determined as a meeting and communication workshop. The students who
started to work in line with the instructions had some difficulties in following the instructions from
time to time because it was the first day. In such cases, the activity was stopped, the students were
gathered in a circle, and how the activities would be implemented was explained again. In the first
activity, the group was stopped once, and after the instructions were reminded again, the activity was
applied from the beginning. After 4 activities were implemented for the warm-up and preparation
part of meeting and communication, a role-play activity was held with improvisations. The main
purpose of all animation activities is to bring students’ creativity to the forefront. Afterwards, an
interim evaluation was made and then the activities of the workshop were completed by a role-play
activity. At the end of the workshop, a general evaluation of that day was made.

Evaluation of Introduction and Communication Work

As aresult of the analysis of the warm-up-preparation and animation activities in the first workshop,
the findings related to the participant students and the researcher regarding the evaluations are
detailed in the following sub-headings.

Evaluations of Participating Students

At the end of the workshop, students were asked to reflect on the work carried out. In the evaluations
made in general terms, it was seen that the students were satisfied with the activities, that they had fun
while learning, and that they realised their creativity. For example, one of the participating students
wrote in the diary;

Everyone used their imagination to come up with beautiful ideas and we made re-enactments
with our little cute groups... I realised that everyone was having as much fun and relaxing as I was.
I learnt that our thoughts can actually change concrete realities. We looked at beings from different
angles and took them out of their own selves.” (St, BK, 30.11.2017, p.1). Another student explained
how much they enjoyed the application as follows:
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“Today was not only my most enjoyable day at this school but also the most enjoyable and
productive day in my life. We have learnt to learn something not only by reading, telling
or hearing, but also by seeing, thinking and living. We experienced unity and solidarity.
We pushed our minds, we saw what we could produce by looking at an object.” (St, GG,
30.11.2017, p.1).

Another student explains the difference between looking and seeing as follows: “Our lesson
today was very good. We have seen that the child in some of our friends has not grown up and has
always remained a child. We remembered things we had forgotten, like that looking and seeing are
not the same. Sometimes we forget that we have an imagination.” (St, AA, 30.11.2017, p.1).

Researcher’s Evaluation

The researcher also made a reflection on the first workshops held. All students participated in all
activities. It was seen that the ballet hall where the activities were held was a suitable environment
for the study. It was observed that the number, content and duration of the activities were sufficient.
It was observed that there would not be a problem in practice if more care was taken in conveying the
instructions to the students. After this workshop, the researcher wrote in her diary as follows:

“... My students did wonders today. They could express themselves very well. Most
importantly, although they met creative darama for the first time, they internalised the
process so quickly. Especially the feedback I received in the interim evaluations supported
that the study was productive. However, I should not overlook the feeling of shyness in the
re-enactment part and the consequent tendency to cut the activity short” (RD, 30.11.2017,
p.26)

The researcher wrote in her diary about this session: “...The most striking sentence is that I
realized that I was only looking at everything I have done so far. But today, I was able to go beyond
looking with creative drama. That was the sentence “I learned to see.” ...Everyone learned something
today. Including me.” she wrote. (RD, 30.11.2017, p.26).

General Conclusion and Planning of Subsequent Workshops

As can be seen from the evaluation results, the first workshop was successful. Both the students and
the researcher left the workshop satisfied. However, the researcher emphasised that it is necessary
to pay attention to one point. Since it was the first workshop day, the students felt a little uneasiness.
A sense of embarrassment was observed, especially in the role-play section, which caused the
students to cut their improvisations short. In order to overcome this, students were encouraged with
expressions of appreciation. Regarding this issue, ideas were exchanged with the students in the
evaluation part. It was observed that the workshop was effective in terms of duration and content.
It was decided that the issues to be taken into consideration during implementation in subsequent
workshops would be as follows:

* Providing incentive reinforcements during the practice to support students’ participation.
* Gathering students’ own thoughts at the end of each workshop.
2. Findings for Communication-Interaction Workshop

As a result of the analysis conducted after the total 7 activities, the findings related to the participant
students and the researcher regarding the evaluations are detailed in the following sub-headings.
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Evaluations of Participating Students

At the end of the workshop, students were asked to reflect on the work carried out. In general, it was
observed that they expressed their satisfaction in this workshop as in the first workshop. For example,
one of the participating students wrote in the diary; “We discovered aspects of ourselves that we had
not realised before. I saw that my listening, focusing and perception skills were at a high level. It’s
good to be creative and to think.” (St, BB, 05.12.2017, p.2).

Another student explained that the workshop increased their creativity as follows: Again, we
made a beautiful re-enactment using our creativity. I think we add little things to ourselves with every
work. We produce methods that we can use in the future and improve ourselves. I think the most
important thing is that we get rid of our prejudices towards each other and get to know each other.”
(St, BK, 05.12.2017, p.2).

Another student explained their thoughts on empathy as follows: “We internalized the event
through studies and did a study on sensory organs. Workshops add more and more every day. It makes
us question ourselves in many places. It improves our empathy ability by entering the situation in
person.” (St, 1A, 05.12.2017, p.2).

Researcher’s Evaluation

The researcher also made a reflection on the second workshops held. It was observed that the number,
content and duration of the activities were sufficient. It was observed that the students listened much
more carefully in the second workshop, especially when the researcher was giving instructions.
Activities were completed without any need for repetition. After this workshop, the researcher wrote
the following in her diary “My students’ performance today was much better. They were much
more successful than the first workshop. There were some problems with the instructions in the first
day’s activities, but today they listened to the instructions carefully. We did not repeat the activities
even once...” (RD, 05.12.2017, p.27). It was observed that the students had some hesitations about
the connection between the activities and how the activities would harmonise with each other. On
this subject, the researcher wrote in her diary: “In the mid-term evaluation, the students learned
how the connection between the activities was established, and when it came to the animation and
improvisation section, the activities they did at the beginning made a great contribution and increased
their curiosity and love for this field...” (RD, 05.12.2017, p.27).

It is thought that the students, who say that their listening, focusing and perception skills
are at a high level, have difficulty focusing at first, but are getting better with each passing day. In
particular, their ability to listen and perceive each other has improved.

Another point that draws attention in this workshop is that the efforts of dominant students
to stand out from time to time negatively affect group harmony. Regarding this, the researcher stated
in her diary that she had to take precautions as follows. “The desire of some students to stand out
sometimes disrupts the harmony of the group.” (RD, 05.12.2017, p.27).

General Conclusion and Planning of Subsequent Workshops

As can be seen from the evaluation results, students’ satisfaction is at the highest level. Both the
students and the researcher stated that the activities in the workshop achieved their purpose. The
students’ hesitations about linking the activities with each other were completely eliminated at the
end of the workshop. This point was particularly emphasized in the evaluation sections. During
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the interviews with the students in the evaluation sections of the workshops, it was observed that
the students who had difficulty in expressing themselves expressed themselves more easily in their
diaries. Good listening and understanding of the instructions ensured that the activities were carried
out fluently. This allowed the students to complete the process in a more enjoyable way. The use of
encouraging reinforcements for the students, which were determined at the end of the first workshop,
had a positive effect on the students and this was also paid attention to in the other workshops. The
points identified after this workshop can be stated as follows:

* The instructions given in the activities are communicated and listened to in a much better

way.

* Seeing the reflections of the activities carried out in the workshop in the animation part

* Ensuring that students with dominant personalities are able to work in harmony with their
peers

* Since students can express themselves better in diaries, they paid more attention in this
issues.

3. Evaluation of the third Workshop

As a result of the analysis conducted after the total 7 activities, the findings related to the participant
students and the researcher regarding the evaluations are detailed in the following sub-headings.

Evaluations of Participating Students

At the end of the workshop, students were asked to reflect on the work carried out. At the end of the
day, it was observed that the students expressed their satisfaction with the activities that emphasised
the harmony in group work, even though they had some difficulties. One of the participant students
wrote in the diary “...I had more difficulty in our activity than in our first activity.

We were in eye, hand and voice coordination. In our next game, we tried to put a rope into

shapes such as square and triangle. But our eyes were closed. And we were in chaos. Because
there was a voice coming out of every mouth...” (St, AT, 07.12.2017, p.3).

Another student explained the impact of individual ambitions on adaptation as follows: “...
we have seen how we should behave in group work, how our attitudes negatively affect our work
when we are ambitious. While trying to keep the rhythm, we tried to say the names of our friends.
We split our brains in two.” (St, ND, 07.12.2017, p.3).

Another student explained their thoughts on unity and solidarity within the group as follows:
“We learnt to act and focus as a group in the games we played. We learnt that we can also act in a
group without a leader. We have seen that the better our unity, the better, more accurate and more
successful the product we produce.” (St, BG, 07.12.2017, p.3).

Researcher’s Evaluation

The researcher also made a reflection on the third workshops held. It was observed that the number,
content and duration of the activities were sufficient. Although the students had problems with group
harmony at the beginning of the third workshop, they also learned to find solutions to problems at the
end of the workshop. Although it has only been a short period of time since the workshops started,
the students’ adaptability and enthusiasm have been reflected in the other courses of the students
and positive feedback has been received from the lecturers who taught them. After this workshop,
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the researcher wrote in her diary that “although the students, who were very successful individually,
had difficulties in the first activities when it came to acting and harmonising with the group, it was
pleasing to see that they started to produce solutions by using their creativity, and that they achieved
harmony and unity.” (RD, 07.12.2017, p.28). The researcher wrote about the importance of listening
when it comes to communication and harmony and the development of the students in her diary
as follows:” When it comes to communication, they have experienced how much negativity not
listening to each other creates. In my workshop today, it can be seen that the behaviour and attitudes
of my students have changed considerably since the first day. (RD, 07.12.2017, p.28). Regarding
the success of the students in the activities related to the form structure used especially in dances,
the researcher wrote in her diary: “I think that the effort of the students in trying to create geometric
forms such as circle, square, etc. in the activities with their eyes closed and in group harmony will
make my job easier in dance workshops.” (RD, 07.12.2017, p.28).

It was observed that the participants, who closed their eyes in the workshop, endeavoured
to create folk dance forms with the help of a rope. The students who showed different reactions due
to the closing of their eyes during this study initially learnt to act together in chaos. In the activities
within the workshops, students’ competences in problem solving were questioned from time to
time. Compared to the first workshop, it was observed that the students improved positively in the
following process. During the workshop, it is reflected in every aspect of the students that they enjoy
the activities. It is observed that especially students acting in groups enjoy the feeling of winning as
a result of the correct moves they make.

General Conclusion and Planning of Subsequent Workshops

With this workshop, creative drama preparation workshops were completed. It was observed that
the students were successful especially in the form studies applied in this workshop, which would
provide convenience for the next dance-themed workshops. In this workshop, it was observed that
even if the students initially had difficulties in the activities for group cohesion, they were able to
use their creative aspects to solve this situation in the following activities. In particular, they realised
that they would be successful by listening to the instructions given much better. They have reached
the awareness that warm-up and preparation activities will be useful for them in the animation part.
During this process, the researcher regularly read the students’ diaries and interviewed them about
what they wrote. Students who saw that what they wrote was read continued to write their diaries
more sincerely. Observing this, the researcher learned by experiencing the positive effect of giving
quick feedback to students.

General Evaluation of Creative Drama Preparation Workshops

As can be seen from the evaluation results, the students gained knowledge about creative drama as
intended at the end of the three workshops. On this occasion, it was observed that they listened to
the instructions in creative drama workshops, worked harmoniously with each other, and were more
comfortable in animations by establishing meaningful connections between the activities. At the end
of these three workshops with students, it is thought that the same efficiency will be achieved in the
workshops on creative drama and dance. It was observed that the students were more enthusiastic,
productive after the workshops created in order to understand the creative drama method and to apply
the workshops on dance more easily. As the workshops were especially about getting acquainted,
communication, interaction and harmony, the students got to know each other better and raised
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awareness about their talents. In the workshops, it was observed that as the students understood the
situation, their efficiency increased and they became solution-oriented in the activities.

4. Findings Regarding Creative Drama and Dance Workshops

In this part of the study, it is aimed to teach folk dances by using creative drama activities. In this
section, where there are three workshops in total, it is aimed to teach sinsin, dokuzlu and kabalar
dances.

Sinsin Dance Workshop includes activities related to meeting, communication, interaction,
dance and movement. In the Dokuzlu Dance Workshop, which consists of interaction, group work
and activities based on cultural resources, the Dokuzlu dance was performed using drama methods
and techniques. Kabalar dance was performed in the Kabalar Dance Workshop, which consists of
activities focused on trust, harmony, dance and movement. In the last phase, data were analysed
through researcher diary, student diaries and focus group interviews.

Findings from the Sinsin Dance Workshop

The students who came together for the workshop were first asked to form a circle. Since it was the
first of the creative drama and dance workshops, information was provided for this purpose. Students
were informed about the instructions before each activity. Before starting the activities, information
about sinsin dance was given. After four activities were applied in the warm-up and preparation part
of the workshop on communication, interaction, dance and movement, one animation activity with
improvisations was performed. Afterwards, an intermediate evaluation was made and then two role-
play activities were performed, then the sinsin dance was practiced by combining the steps learned in
the activities and after the evaluation, the workshop was completed by playing the sinsin dance that
was intended to be taught.

Evaluation of the Sinsin Dance Workshop

The cleansing and purifying function of fire, which is a cult, and the idea that fire will bring abundance;
While jumping over fire symbolizes purification in festivals such as Nevruz and Hidrellez, it is
reflected in Turkish folk dances as fire dances or dances related to fire. Sinsin dance is also a dance
with intense fire-oriented ritual elements. Therefore, while practices were carried out on dance steps
during the activities, on the other hand, practices were carried out to convey the rituals in the dance,
give them meaning and create attitudes in line with this meaning.

As a result of the analysis conducted after this workshop, the findings related to the participant
students and the researcher regarding the evaluations are detailed in the following sub-headings.

Evaluations of Participating Students

At the end of the workshop, students were asked to reflect on the works carried out. Students
generally expressed their satisfaction, they also stated that they learned the story and steps of the
dance while doing the activity without realizing it. One of the participant students wrote in the diary;
“...Iprogressed a lot in situation internalisation with the studies. I learned and performed the steps of
the “sinsin” dance without realizing it, through improvisations and different dances. I felt like I was
really lighting the fire and directing it during the improvisations.” (St, SO, 12.12.2017, p.4).

Another student stated that they learnt dance without realising it as follows: Today was very
fun, educational and very tiring, but it was worth my tiredness. It has contributed a lot. I didn’t know
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we were learning to dance when we started. During this process, while playing games and improvising,
I suddenly got into that feeling and felt those times, and I think games are more permanent.” (St, SK,
12.12.2017, p.4)

After the workshop, a focus group interview was held with a group of students. In this
meeting, when the students’ opinions about the workshop were taken; A student’s statements
regarding the study being enjoyable and instructive are as follows: “...I enjoyed every frame of the
workshop. Halay form is one of the genres that I find most difficult. It is really important to make
a work enjoyable. I broke my prejudice with you. It is incredibly nice to learn by having fun and
really feeling instead of learning with numbers.” (Focus Group, 12.12.2017, p.1). The participant
student’s thoughts about the workshop being enjoyable and learning the dance in a short time are
as follows: Without us realising it, every activity in the workshop actually has parts of the dance
we will perform. I understood when we came together. I'm still surprised. How can a study of folk
dances be made so enjoyable? Now I have placed this photo frame in my memory. I’ll never forget.”
(Focus Group, 12.12.2017, p.1). In the same interview, the student expressed their opinion regarding
the permanence of the learned dance as follows: “Teacher, I’ve memorised every frame of the dance.
I won’t forget any of it.” I compare learning dance to a foreign language. If you do not repeat it, it
can be forgotten very quickly. But it is not possible to forget this with a memorable work. (Focus
Group, 12.12.2017, p.2). Regarding their future use of the training they received, one student thinks
as follows:

“As a result of these studies, I think that these studies can appeal to young children, the
elderly, people with Down syndrome and the disabled, or any other group. A very successful
method to establish group unity and also to increase communication. After graduation, I hope
to show my creative drama works in Kiitahya or wherever I go. (Focus Group, 12.12.2017,

p-3).

It should be emphasized again that in the findings regarding the preparation steps, it was
concluded that the students were informed about the issues they should comply with and the
functioning of the workshops. Before presenting the findings regarding the Sinsin dance workshop,
information was given about the number of activities, their duration and the points they should pay
attention to. Accordingly, activities were carried out according to the following plan

Researcher’s Evaluation

It was observed that the number, content and duration of the activities were sufficient. The benefits
of the preparatory workshops held in the previous days were seen. Preparatory workshops enabled
students to be successful in the activities. The workshop was completed smoothly without any
repetition. After this workshop, the researcher wrote in her diary: “Students who learned the rules
in the preparation workshops and knew what to do, listened to the instructions very carefully and
performed the activities fluently.” (RD, 12.12.2017, p.29). While preparing the events, the story
and steps of the dance were integrated into the activities. However, students are not aware of this
situation. The researcher expressed this point in her diary as follows: ““...There were tiny dance steps
in our activities. But my students were not aware of this. Our dance today was describing a ritual.
For this reason, the events were planned in order to better communicate and understand this ritual.”
(RD, 12.12.2017, p.29). An important aspect of Turkish folk dances is that not only the steps are
performed, but also the behaviour is reflected. In this regard, the researcher expressed her thoughts as
follows: “As the activities gradually moved towards improvisation, they began to understand almost
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all parts of the dance, piece by piece. It was not difficult for them to reflect the attitude aspect while
learning, as the dance had a story in it... It was as if each of them reflected the hero within them.”

(RD, 12.12.2017, p.29). After the animation part, when the final activity of the Sinsin dance was
performed, the students heard that there would be a dance after all these activities and thought that
the process would take a long time, but they did not realize that they had actually learned the story,
steps, attitudes and music of the dance in the activities they had done until this hour. The researcher
recorded this situation in her diary: “After completing the improvisations, when I said it was time for
the dance, they all started to look at each other.

Were they also going to study for dance? The music they used in their improvisations actually
belonged to the dance they were going to learn. When I said join in what I was doing, the

view was amazing. It was as if we hadn’t done any activity for hours, but only worked to
teach the dance steps one by one. They were all very happy.” (RD, 12.12.2017, p.29).

General Conclusion and Planning of Subsequent Workshops

As can be seen from the evaluation results, students’ satisfaction is at the highest level. Both the
students and the researcher stated that the activities in the workshop achieved their purpose. Thanks
to the experience gained from the preparatory workshops, the activities were carried out fluently. In
order to achieve this fluency, the participating students should know each other very well and work
in harmony. It was observed that dance steps were grasped very quickly in the activities indirectly.
It has been observed that while preparing the events, knowledge about dance rituals and therefore
the origin of dance were gained. At the same time, very positive opinions were received regarding
the permanence of the dance learned. Students stated that they could easily use what they learned
during this process in their business lives. While preparing the workshops, the addition of dance steps
into the activities made the workshop successful. Other workshops were also reviewed and it was
checked whether the dance steps were adequate.

5. Findings from the Dokuzlu Dance Workshop

Before presenting the findings regarding the dokuzlu dance workshop, information was given about
the number of activities, their duration and the points they should pay attention to. Before starting the
activities, information about dokuzlu dance was given. After 4 activities were applied in the warm-up
and preparation part of the workshop, which focused on interaction, group work, cultural resources,
dance and movement, 1 animation activity with improvisations was performed. Afterwards, an
intermediate evaluation was made and then 2 role-play activities were performed, then the dokuzlu
dance was practiced by combining the steps learned in the activities and after the evaluation, the
workshop was completed by playing the dokuzlu dance that was intended to be taught.

Evaluation of the Dokuzlu Dance Workshop

There are meanings attributed to numbers in various cultures. In Turkish culture, various meanings
have been attributed to many numbers. The number 9 is one of them. Especially in mythological
narratives, the number 9 appears frequently. In shamanic beliefs, there are 9 girls and 9 boys next
to the kam, the kam ascends to 9 layers of the sky, there are 9 daughters of the god Ulgen, 9 sons of
Erlik Khan. Additionally, in the creation epic, there are expressions such as 9 different human races
were created under a tree with 9 branches. The number nine, the largest of the single-digit numbers,
symbolises the end or completion as well as rebirth or a new beginning. The birth of a human being
in 9 months can be given as an example of this. One of the dances where we see this number is
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“Dokuzlu”, one of the Gaziantep folk dances. The fact that the dancers form the number nine in
one part of the dokuzlu dance, is the revitalisation of this understanding in folk dance. As a result of
the analysis conducted after this workshop, the findings related to the participant students and the
researcher regarding the evaluations are detailed in the following sub-headings.

Evaluations of Participating Students

At the end of the workshop, students were asked to reflect on the works carried out. While students
generally stated that they enjoyed the activities, they also mentioned the difficulties of halay. One of
the students wrote in the diary: “In the activities we have done today, we have seen how difficult it is
to maintain solidarity and the unity of the halay. I really enjoyed today as a group. I enjoyed working
harmoniously. We learned to hold each other, take care of each other, and control those to our right and
left, in a few activities our teacher had us do. It’s great to be in harmony.” (St, AA, 19.12.2017, p.5).

Another student explained the importance of group harmony as follows: ““...Today we have
actually entered the halay form on the one hand. While it is easier for a small number of people to do
something, we have seen that our job becomes more difficult as the number increases, and we have
learned that we need to ensure better unity and solidarity.” (St, KB, 19.12.2017, p.5).

Activities related to the origin of dance were also held in the workshop. A student explained
their views on this subject as follows: If Turkish folk dances reflect our culture, the stories and dance
steps of the dances should be taught in a fun way through such activities. In today’s workshop, we did
many activities in harmony with the cultural structure of dance.” (St, BS, 19.12.2017, p.5).

After the workshop, a focus group interview was held with a group of students. In this
interview, when the opinions of the students about the workshop were taken; the statements of a
student that the workshop was, instructive and at the same time difficult in terms of group harmony
are as follows: “...I felt as happy and good today as I did in the first workshop. Because I had a
prejudice that it was very difficult for someone who plays zeybek to practice halay form and learn
halay dances. But today I realised that I could break it.” (Focus Group, 19.12.2017, p.4). Although
not among the achievements, students also expressed their thoughts about the increase in their self-
confidence and the improvement of their relationships with their friends. ““...I’m not the same as the
day I first came. I feel much more self-confident with these events. My approach to my friends has
changed... Before, I didn’t trust anyone.” (Focus Group, 19.12.2017, p.5).

Researcher’s Evaluation

The researcher also made a reflection on the workshops held. The workshop was completed within
the specified period of time, and the students were given the determined acquisitions. Firstly, after
a general information about the numbers in Turkish culture, the importance of the number nine
was emphasised. The use of different disciplines such as folklore and anthropology in the parts
related to the stories of the dances affected the students positively. The researcher, who utilised
different disciplines as much as possible, observed that the students participated more willingly in
the workshops in the fields they were interested in. On this subject, the researcher wrote in her
diary: “While explaining the importance of the number nine, the students were very surprised by the
mythological elements. Utilising different disciplines attracted the attention of the students and they
participated in the activities much more willingly” (RD, 19.12.2017, p.30) and she emphasised the
importance of making use of different disciplines in the sections describing the origin of dance.
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While preparing the activities, dance steps were also incorporated into the activities. On this
subject, the researcher wrote in her diary: “At the end of the Sinsin workshop, the students who see
that the steps they learned in the activities are in dance, are more careful with every step they take in
today’s activity.” (RD, 19.12.2017, p.30).

While Sinsin dance is based on more individual movements, dokuzlu dance shows all the
characteristics of the halay form and is one of the dances where group harmony must be at the
highest level. In this regard, the researcher explained her thoughts about group harmony as follows:
“Especially the second activity of our workshop, the contact work with papers, was worth seeing.
Because they had to act in accordance with the form structure I specified without dropping the papers.
They especially listened to each other very well. Instead of speaking out and acting individually, they
acted by taking into account group harmony.” (RD, 19.12.2017, p.30). Regarding the harmony of the
group while dancing, the researcher also stated the following: “Halay is a dance that requires joint
movement and harmony of the group. Even though they had a little difficulty in this regard today,
they managed to overcome it. (RD, 19.12.2017, p.30).

General Conclusion and Planning of Subsequent Workshops

As can be seen from the evaluation results, students’ and researcher satisfaction are at the highest
level. As they gained more experience, the activities were carried out smoothly. Since they move by
holding each other in this dance, group harmony should be much better. It was observed that this
outcome was achieved as much as possible with the activities carried out throughout the workshop.
Since the dance steps are given in the activities, it has been observed that the dance steps are
understood quickly. Information about the origin of dance was integrated into the activities like
the steps, and as a result, it was observed that knowledge about the origin of dance was gained. As
in the Sinsin workshop, positive opinions were received regarding the permanence of the dance in
the dokuzlu workshop. In this workshop, there were also students who stated that they gained self-
confidence even though it was not included in the outcomes. At this point, the achievements and
activities section of the workshop was reviewed again.

6. Findings from the Kabalar Dance Workshop

This workshop is the last of the workshops on creative drama and dance. Before presenting the
findings regarding the kabalar dance workshop, information was given about the number of activities,
their duration and the points they should pay attention to.

Before starting the activities, information about kabalar dance was given. After 4 activities
were applied in the warm-up and preparation part of the workshop on trust, harmony, dance and
movement, 1 animation activity with improvisations was performed. Afterwards, an intermediate
evaluation was made and then 3 role-play activities were performed, then the kabalar dance was
practiced by combining the steps learned in the activities and after the evaluation, the workshop was
completed by playing the kabalar dance that was intended to be taught.

Evaluation of the Kabalar Dance Workshop

There are slow-paced halay dances performed both tightly and slightly spaced out, but still by holding
on. Halays, known by different names depending on the region, are known as “Kaba” in Gaziantep.
The source of sequential ring dances in Turkish folk dances can be traced back to Shamanism. The
fact that the kam, taking young girls and boys with him, takes the lead and plays by shouting cries
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is reminiscent of today’s kabas mentioned in the sources. The way of holding on in Kaba dances,
the solos made by the head of the team in the form of squatting, rising, turning, the shouts he shouts
overlap with the movements of the kam in the rituals People dancing halay seen in the rock paintings
also attract attention as an indicator of this Shamanic tradition.

As aresult of the analysis conducted after this workshop, the findings related to the participant
students and the researcher regarding the evaluations are detailed in the following sub-headings.

Evaluations of Participating Students

At the end of the workshop, students were asked to reflect on the works carried out. One of the
students wrote in their diary: “... Every time we come to the workshop, our energy turns into positive,
and this energy gives us the pleasure of constantly doing something. From the moment we enter the
hall, we always have a smile on our face and excitement for the activities we will do and the dance
we will learn....” (St, GG, 21.12.2017, p.6).

In this workshop, as in other workshops, the source of dance was tried to be given to the
students within the activities. A student explained their views on this subject as follows: “Folk dances
mean keeping that region alive. In order for the dancers to keep the spirit of that region alive, they
must enter and internalise that feeling and master its culture. It was incredibly nice to see at the end of
the workshop that the source of the dance was hidden in the activities we did today. I see my teacher
like a magician. Every day she welcomes us with a new surprise.” (St, AA, 21.12.2017, p.6).

One of the students wrote in their diary about strengthening the sense of confidence, which
is one of the gains of the workshops as follows: “In the activities we did today, we learnt to trust
each other more. We learned to manage the process together and to act as a group without a manager.
Rhythmic exercises have improved our unity. Most importantly, we learned the “Yarim Kaba” dance
without realizing it. (St, GG, 21.12.2017, p.6). One of the students wrote the following statements
in their diary about learning the steps and sources of dance, which was another achievement of the
workshops:

Today, while doing the activities, we learnt the dance and story of the yarim kaba

without realising it. I think this method is the easiest teaching method of folk dances. It is a

very entertaining, instructive and intriguing teaching method that, apart from all these, leads

us to the goal and the result in the work we do in the most knowledgeable and easiest way.”
(St, 1A, 21.12.2017, p.6).

A student said the following regarding the animation part of the workshop: I really enjoy
the improvisational parts of the workshops. Improvisation parts are the places where we can express
ourselves. How can we play the dances we do by internalizing them most? We see this. In other words,
we show it by adding something from ourselves. I feel more creative after the workshops.” (Focus
Group, 21.12.2017, p.7). Regarding the workshop, a student said, “Since I grew up in Balikesir, where
there were mostly individual dances, I had never held hands with a friend while dancing until now.

I even felt uncomfortable about it. However, after these activities, interestingly, |
forgot this negativity and even better understood the importance of solidarity when we hold
hands. (Focus Group, 21.12.2017, p.7).

Researcher’s Evaluation

The workshop was completed within the specified period of time, and the students were given the
determined acquisitions. Firstly, information is given about halays in Turkish culture in general and
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Shamanism, which is seen as the source of many halays. Afterwards, a general information was
given about the dance known as kabalar in Gaziantep. In this regard, the researcher wrote in her
diary: “Today is the last day of the workshops on creative drama and dance. Happiness and sadness
together... What I told about shamanism and the photographs I showed attracted the attention of the
students.” (RD, 21.12.2017, p.31).

The activities carried out in the last workshop in order to gain a sense of trust were very
effective. In this regard, the researcher wrote in her diary: “Individuals who trust each other achieve
success in every subject. My students also learnt to trust each other and succeeded.” (RD, 21.12.2017,
p-31). At the end of the dokuzlu workshop, the activity added to today’s workshop, with the approval
of the consultant, enabled the group to be more harmonious while dancing. In this regard, the
researcher wrote in his diary: “I’m glad I added this activity. They danced much more harmoniously.”
(RD, 21.12.2017, p.31).

Since the dance steps were integrated into the activities while preparing the activities, it was
casier to understand the steps of the dance. In this regard, the researcher wrote in her diary: “The
students, who knew that the steps they learnt in the activities were included in the dance, saw each
step as a part of the dance during the activities and were more careful while performing the practices.
After all, they saw the benefits of it when they started dancing. (RD, 21.12.2017, p.31).

7. General Conclusion and Findings for the Evaluation of the Process

As can be seen from the evaluation results, students’ and researcher satisfaction are at the highest
level. Since it was the last workshop, the activities were carried out in a much more conscious and
fluent way. Since they move by holding each other much more tightly in this dance, it has been
observed that this gain has been achieved in this workshop, where harmony is much more important.
The activity aimed at group harmony, which was added to the workshop with the approval of the
consultant after the previous workshop, contributed to the positive outcome of the workshop. In the
same way, it was observed that the sense of trust was also gained significantly.

Since the dance steps are given in the activities, it has been observed that the dance steps
are understood quickly. Information about the origin of dance was integrated into the activities like
the steps, and as a result, it was observed that knowledge about the origin of dance was gained. At
the kabalar workshop, very positive opinions were received regarding the permanence of the dance.

Contributions of the Process

Creative drama and preparation workshops are important for students to have knowledge about
creative drama in the activities carried out during the process and to prepare for the process. In
particular, it was ensured that the workshops on creative drama and dance, which were implemented
later on, could proceed smoothly and that the instructions could be understood and progressed fluently.
Creative drama and dance workshops were especially beneficial for folk dance students to be open to
innovations with different teaching methods and to have fun and easy ways in the teaching process.

Contribution to Students

Creative drama enabled students to communicate with each other and work harmoniously. With the
preparation workshops, students were able to work harmoniously and more communicatively in the
space. One of the students expressed their thoughts about harmony as follows: “...we learned to hold
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each other, take care of each other, and control those to our right and left, in the activity. It’s great to
be in harmony.” (St, AA, 19.12.2017, p.5).

The contribution of creative drama in dance-themed workshops has facilitated the perception,
learning and application of the attitude more easily, especially because they have mastered the source
of dance. It also ensured the permanence of the dances. One of the students explained their thoughts
about learning the dance as follows: “... It is incredibly nice to learn by having fun and really feeling
instead of learning with numbers.” (Focus Group, 12.12.2017, p.1). Regarding the permanence of
the dance, one of the students said, “...I remembered every frame of the dance. I won’t forget any of
it.” (Focus Group, 12.12.2017, p.2). Regarding the source and cultural structure of dance, a student
said, “...we did many activities in our workshop that were compatible with the cultural structure of
dance.” (St, BS, 19.12.2017, p.5).

Contributions to Personal Structure

Each individual has different characteristics. Although they are self-confident in terms of folk dances,
sometimes they may not display the same self-confidence in different regions. It was observed that
students were more courageous and diligent in the activities with creative drama. It has been noticed
that communication aspects have also improved. They expressed themselves more easily, and it was
determined that their feelings of trust towards each other also improved. One of the students wrote,
I feel much more self-confident with these events. (Focus Group, 19.12.2017, p.5), another student
said, “We learned to trust each other more in the activities we did today. ...we learnt how to act in a
group.”(St, GG, 21.12.2017, p.6).

It was observed that their imagination developed in the animation sections of the workshops.
Students with increased self-confidence and imagination came up with much more creative ideas.
It was also observed that their decision-making power increased. On being creative, a student said,
“We discovered qualities in ourselves that we had not realised before... It is good to be and to think
creative.” (St, BB, 05.12.2017, p.2), another student said, “...1 feel creative after the workshops.”
(Focus Group, 21.12.2017, p.7).

Since the workshops require acting together, it was observed that they were much more successful
especially in terms of self-control. Regarding group harmony, one of the students said, “We learned
to act and focus as a group in the games we played.” (St, BG, 07.12.2017, p.3), one other saide “...
we have seen how we should behave in group work, how our attitudes negatively affect our work
when we are ambitious.” and explained the importance of group harmony. (St, ND, 07.12.2017, p.3).

It was observed that students who were shy at the beginning of the workshops became more active
and participative as the workshops progressed. It is thought that the applications they make when they
encounter different conditions in the activities increase their readiness skills for different situations
they will encounter in life. Since dance is also a transfer of emotions, it has increased their ability to
express their feelings and thoughts verbally and with physical movements.

Contribution to the Researcher

Thanks to creative drama, the researcher had a comfortable application process with the students
and was able to be comfortable and fluent, especially in terms of teaching method. The positive
feedback she received from each student made her realize the necessity of introducing this field to
teachers studying in this method. After the researcher noticed the sense of pleasure in the students,
she increased her desire to improve herself by following new trainings in the field.
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Discussion, Conclusion and Recommendations

The aim of this research is to examine the process of using creative drama method as a teaching
method in teaching of Turkish folk dances. In this context, the research was planned and implemented
in stages as (a) Preparatory workshops (b) Creative drama and dance workshops (¢) Contributions of
the research process, and the relevant findings were obtained.

In the findings related to the preparatory workshops, which were the first stage of the research,
it was seen that drama activities were effective in helping the participants get to know each other
better and increase their communication since they were first year students. In this context, it was
observed that students got to know each other better through drama activities and their communication
and interaction with each other increased. The findings reveal that drama methods and techniques
contribute to the participants in preparing for a study that requires communication, interaction and
harmony such as Turkish folk dances.

From these findings regarding the preparatory workshops, it can be concluded that the creative
drama and dance workshops were carried out for the qualified execution of the implementation
phase. It can be stated that the main purpose of the preparatory workshops held for the qualification
is to increase the communication and interaction between the participating students, that is, to enable
the participants to work as a group. As a matter of fact, it is emphasized in the literature that the
effective use of creative drama is closely tied to who the instructor and participants are and the social
background of the experiences they bring to the workshop. In this regard, Johnson (2014, p.11) stated
that according to the levels of processing theory, knowledge can be better understood, remembered
and stored when it is shaped at deep levels; according to the constructivist learning theory, creativity,
advanced thinking and social interaction increase learning; and according to the holistic learning
theory, students learn more and more deeply when they can establish personal connections with
what they learn. In this way, he pointed out that creativity, advanced thinking, social interaction and
personal bonding are elements of creative drama. Senyavas (2018) Creative Drama as a Method
in Visual Arts Educator Training: In his thesis titled Action Research, under the title of cultural
transfer under the theme of relational drama, the conclusion that students bring to the course the
characteristics they bring from their past experiences, subjective cultures and roots makes them very
happy and provides a significant motivation for their participation in the course, supports Johnson’s
determination. Therefore, in this study, in support of the results of Johnson and Senyavas, it was
observed that the students’ carrying their past experiences to the activities made them very happy and
provided an important motivation for them to participate in the lesson and focus better on the subject.

The most important thing that can be said about the preparatory workshops, which is the first
stage of the research, is the positive opinions of the students towards the activities in this stage. As
can be seen from the findings, the analysis results of the participating students’ diaries also support
this view. Participating students bonded while learning through activities. Senyavas (2018, p.242)
also stated in his research that the students’ perceptions of the course were generally positive, and
emphasised that they liked the course and the drama method very much with the positive changes
they noticed in themselves with the course. This research shows that similar results were achieved.

It has been observed that students feel uneasy at the beginning of creative drama activities.
It was observed that the students who had difficulties in participating in these activities from time to
time decreased their uneasiness as the activities progressed. During the implementation process, it
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was determined that the students, who initially had difficulty in adapting to the group, experienced
changes in their attitudes towards each other in this process.

Findings from the students’ diaries show that they developed and changed in areas such
as self-expression, self-confidence, empathy and trust through creative drama. Metinnam (2017),
“Creating Cultural Contact Areas with Creative Drama: The finding in his research titled “An
Example of Participatory Action Research in Art Education” that conflicts arising from differences
among teacher candidates can be resolved in cultural contact areas that can be created through the
creative drama method supports the transformative effect of the drama method observed in the
research in this sense. The use of creative drama in the teaching of Turkish folk dances also shows
that it increases communication within the group and reduces problems. The students considered
“ensuring participation, discovering different aspects, facilitating understanding, learning by doing,
developing empathy, being instructive, developing visual memory, being fun, being interesting,
establishing sincere relationships, developing the power of interpretation, expressing oneself better,
developing thinking skills, increasing self-confidence, getting rid of prejudices” as the advantageous
aspects of creative drama and emphasised them in this way. Bayrake¢i (2007)’s research titled “The
Effect of Creative Drama Activities in Preschool on the Development of Communication Skills™ also
reveals that drama activities are effective in the development of students’ communication skills.

It turned out that the students’ perceptions of the studies were generally positive, and they
noticed positive changes in themselves. It has been observed that students, who were initially skeptical
about the creative drama method, soon got over their doubts and eagerly awaited other workshops.

When the preparation workshops were evaluated in general, it was seen that the participant
students had positive ideas about creative drama, which they had just met. It was observed that
the participants, who did not have any knowledge about the components of dramatic fiction in the
preparation workshops, reached a sufficient level in this regard after the workshops.

In the process of creative drama and dance workshops, which is the second stage of the
research, it was aimed to teach folk dances to the participant student group through creative drama
activities. While planning the workshop activities, dance steps were tried to be incorporated into the
activities. It was observed that dance steps were understood very quickly in the activities without
realising it. The presence of dance rituals during the preparation of the activities made the behaviour
of the dances more understandable.

Halay is a dance performed arm in arm and with contact. In halays, the movement and
harmony of the group together is important. Therefore, group harmony must be very good. It has been
observed that the activities aimed at group harmony, which are tried to be given in the preparatory
workshops, have a positive impact on dance teaching.

It has been observed that utilising different disciplines and the use of creative drama makes
learning more fun and permanent and has a cohesive feature on the teaching of folk dances. Especially
in the parts related to the stories of the dances, the use of different disciplines such as folklore and
anthropology affected the students positively. In this regard, some students stated that they had the
opportunity to meet disciplines they had never encountered before.

As a result of his research, Oguz (2013) concluded that the creative drama method increased
the interest levels of classroom teacher candidates in art and their success in art education courses.
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As a result of the findings obtained from the students’ diaries and interviews, the conclusion that the
use of creative drama in the teaching of folk dances increases their level of interest in both the lesson
and the artistic aspect of the dance, and makes what is learnt more fun and permanent is similar to
Oguz’s research findings. Having a different experience outside the traditional system they are used
to attracted the students’ attention and they expressed that they were generally satisfied with this way
of organising the workshops. However, the students who stated in the interim evaluation of the first
workshop that they could not establish the connection of the activities with dance teaching at the
beginning, stated that they saw this connection very clearly after the workshop.

As a result of Seray Asimoglu’s (2012) thesis titled The Concept of Play in Preschool
Education within the Framework of Creative Drama and Orff Approach; it was determined that the
use of creative drama and Orff approach as a method in teaching Turkish folk dances in preschool
education increases children’s interest in the lesson, arouses curiosity and contributes to rhythmic,
musical and kinetic skills.

While carrying out these activities, the instructor should be aware of the fictional possibilities
of creative drama. Fiction offers participants the opportunity to look at their experiences from different
perspectives. Therefore, creative drama processes have the opportunity to create and transform a
common meaning. This feature comes to the fore especially in the stories of the dances.

In this study, students realised that they could learn dances through creative drama with
experience-oriented and active participation. In Arikan’s (2011) study titled The Effect of Using
the Creative Drama Method in Visual Arts Education in Primary Schools on Attainment, Attitude
and Permanence, it was determined that the information learned through the creative drama method
was forgotten less in the experimental group than in the control group. The positive effect of the
creative drama method was also revealed in this study. It was also emphasized that creative drama
is a teaching method that contributes to learning and retention in the Visual Arts Course. Kilicaslan
(2018) also examined the effect of creative drama on the personal and professional competencies of
teacher candidates and determined that this method is more effective and permanent than traditional
methods in improving their self-confidence, communication skills and professional competencies.

Students frequently emphasised in their diaries and interviews that they would like to use
creative drama method when they become teachers. Conducting workshops with creative drama also
positively affected students’ thoughts about how they will do their future professions. As a result of
the research, it was determined that most of the students agreed that creative drama should be used
in other courses along with Turkish folk dance lessons.

In general, it was concluded that creative drama has an effect of increasing communication,
interaction, trust and harmony among the participating students; it provides a more effective and
permanent learning in the teaching of folk dances thanks to this harmony and trust, and it is a
liberating, creative and transformative method that can enable them to look at things more critically.
It was observed that the applications made by utilising different disciplines increased the interest of
the students and they came to the studies more willingly. These students, who will be teachers in the
future, stated that they will use creative drama as a method in their studies.

McCaslin (2016) stated that drama is used as a method to produce knowledge, arouse interest,
solve problems and change attitudes in the learning process. Creative drama method can also be used
for these purposes in teaching folk dances.
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Creative drama contributed to the participating students becoming more questioning, trusting
each other, good communicators, creative and harmonious individuals. The initial adaptation problem
experienced by students who encountered creative drama for the first time decreased with the role-
play activities, and the students showed significant improvement, especially in matters related to
improvisation. Gallagher (1997) emphasised that creative drama not only develops the ability to
work collaboratively but also contributes to thinking and creating different realities. Ranzau (2016)
similarly stated that in addition to positive learning experiences, students work in closer relationships
with each other during drama activities and that drama unites shy and distant students in the classroom
(Akt. Senyavas, 2018, p.252).

Kalidas (2014) mentioned the teamwork feature of drama in his study and pointed out that it
also develops active learning, co-operative and collaborative skills. The information that the students
who experienced learning through creative drama in Turkish folk dances realised that they could
learn in an experience-based and effective way was frequently emphasised in the student diaries. The
results of Kalidas’ study are similar to these results.

Utilising different disciplines in the research process has been useful in addressing the
interests and tendencies of individuals in line with their learning habits and attracting their attention.
In addition, students stated that when they had physical discomforts, the activities caused them to
forget these discomforts and made them feel better. In this sense, it was observed that creative drama
has a healing feature, albeit indirectly.

The practices carried out by the group gave positive results in terms of in-class communication,
willingness to participate, using time efficiently and fulfilling responsibilities. In addition, it was
observed that creative drama also contributed to students’ problem solving and adaptation to new
situations. In the process in which the researcher took part as an instructor, the fact that the researcher
adopted the role of an instructor who experienced the process together and tried to solve the problems
together rather than the traditional teacher-student relationship in the workshops had positive effects
on the students.

The idea that creative drama developed the creativity of the participant students was an
expression found in almost all student diaries. In folk dances performed as group work, the
contribution of creative drama to the group’s ability to act more harmoniously is also understood
from student diaries and interviews. Students who were hesitant to participate in activities stated that
they overcame their shyness and their self-confidence increased at the end of the workshops.

Traditional methods are widely used in many institutions, including universities. New
methods, techniques and approaches are needed in teaching folk dances. Creative drama is one of
these methods.

Recommendations

Creative drama should be included as a compulsory and/or elective course in Turkish Folk Dances
departments. In courses aimed at teaching and transferring Turkish folk dances, different disciplines
and methods such as creative drama should be used for effective and interesting learning. Creative
drama workshops should be prepared in a way that participants can interact.

85



Deniz Koktan & Omer Adigiizel - Yaratict Drama Dergisi 2024, 19(1), 59-89

Similar studies can be carried out not only as a teaching method but also for the staging
process of dances. Studies using the creative drama method can also be applied to other dance types
other than halay. Such studies can also be carried out for other age groups. In particular, narrative
activities based on the stories of dances can be effective in attracting the interest of young age groups.
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Giris
Egitim alma hakki zorunlu ve egitim her bireyin ihtiyacini karsilayacak nitelikte olmalidir (Cavdar
ve Doymus, 2016; United Nations Educational, Scientific and Cultural Organization [UNESCO],
1994). Bireyler toplumda egitim yoluyla bu siirecleri gerceklestirir. Bundan dolay1 bireylerin cinsiyet,
kiiltiir, din, dil, sosyo-ekonomik diizeyine bakilmaksizin egitimle bulusturulmalar gerekmektedir
(Ulutas, 2011). Egitim araciligiyla bireyler toplumsal ve ekonomik agidan iiretken hale gelebilirler
(Calik, 2003). Egitim hakki, en temel hak olarak kabul edilmekte ve bu hakkin ger¢ceklesmesinin
sosyal devletin gorevi oldugu vurgulanmaktadir (Algan, 2013). Bireylerin egitim hakkindan
yararlanabilmeleri i¢in devletlerin bu hakki kabul etmesi ve olumlu eylemler gerceklestirmesi ile
olanaklidir. Egitim ve dgretim sosyal devletler tarafindan en basta gelen d6devler arasinda sayilmakta

ve vatandaslarin bu haklardan esit olanaklar i¢inde yararlanmasini saglamayi amaglamaktadir
(Sisman, 2014).

Ozel egitim; OGO’lerin gelismelerine yardimer olmak, egitim ihtiyaclarin1 karsilamak,
yetersizliklerinin ontindeki engeli onlemek, 6zgiir ve iiretken bireyler olmasmi saglamak igin
ozel olarak yetistirilmis kisilerle yapilan egitimdir (Aksoy, 2016). Ozel egitim, OGO’lerin engel
durumlarma goére 6zel olarak hazirlanmis egitim programlari, dgretim yontemleri ile OGO’ler
icin hazirlanan ortamlarda gergeklestirilir (Kargin, 2004). OGO’ler icin kaynastirma yoluyla
egitim uygulamalar1 yapilmaktadir (Ozaydm, 2020). Kaynastirma uygulamalari, farkliliklarma
bakilmaksizin OGO’lerin egitim hakkindan yararlanmasimi saglayan ve esitlik ve sosyal adalet
gibi degerleri ifade eder (Sadioglu, 2011). Bu noktada genel egitim simiflarinda egitim-6gretim
faaliyetlerinde yer alan OGO’lerin kaynastirma uygulamalari siirecinden yararlanmalar1 ayr1 bir
yere ve dneme sahiptir. Kaynastirma uygulamalari gergeklestirilmesi siirecinde; 6gretmen, OGO’ler,
akranlar, aile, yonetim, destek ve ek hizmetler gibi baz1 unsurlar gereklidir. OGO’ler gereksinimleri
olan egitim hizmetlerinden yararlanabilmeleri oraninda akademik olan (6rnegin; Tiirk¢e becerisi,
matematik becerisi) ve akademik olmayan (6rnegin; 6zbakim becerisi, beslenme becerisi) becerileri
kazanabilecek ve boylece toplumsal hayata 6zgiirce katilabileceklerdir (UNESCO, 1994; Uysal,
2003).

Kaynastirma uygulamalari, OGO’lerin gereksinimleri géz oniinde bulundurularak ve
OGO’nin ailesinin de goriisii alinarak akranlariyla birlikte normal okullarda ve siniflarda egitim
gormesidir (Sar1, 2002). Kaynastirma uygulamalari, OGO’ lerin akranlariyla birlikte egitim siniflara
uyumunun saglanmasi olarak tamimlanmaktadir (Kniveton, 2010). Bu uygulamalarin amaci,
OGO’lerin diger akranlariyla benzer gelisim gostermelerini saglamak degil, cocuklarin yeteneklerini
en iyi sekilde kullanmalarint saglamak ve toplum iginde yasamlarini kolaylastirmaktir (Toran ve
ark. 2017). OGO’lerin egitime daha etkin olarak katilmalar1 onlar i¢in daha fazla basar1 demektir.
OGO’lerin egitime etkin katilimlar1 ayn1 zamanda onlarin toplumsal olarak daha fazla taninmalar1 ve
kabul gormelerine yardimeci olacaktir (Tomlinson, 2000).

Tarihsel siiregte OGO’lerin akranlarindan ayri okulda egitildigi goriilmektedir. Ikinci
Diinya Savasi’ndan sonra, 1950°li yillar ve dncesinde ¢ok az dile getirilmeye baslanan OGO’lerin
akranlariyla birlikte egitim almasi fikri 1960’11 yillarda sanayi devrimi ve sonrasinda giderek daha
fazla dile getirilmeye baslanmistir (Sipal, 2004). Bu dénemde yapilan arastirmalarda OGO’lerin
akranlartyla aym okulda ve smifta egitim olanaklari saglandiginda OGO’lerin akranlartyla olumlu
iligkiler gelistirdikleri ve siniftaki etkinliklere daha etkin katildiklar1 tespit edilmistir. Bu konuda
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onciiliigiic OGO’lerin ebeveynleri baslatmistir. Kaynastirma uygulamalarina diinyada ilk olarak
baslayan 6zel egitim grubu, gérme yetersizligi olan bireylerdir (Milli Egitim Bakanligi, [MEB],
2020; Sipal, 2004).

Tiirkiye’de OGO’ler ile ilgili en dnemli gelismeler 1950°1i yillara rastlamaktadir. 6972
sayili “Korunmaya Muhta¢ Cocuklar Hakkinda Kanun” 1957 yilinda yiirtirliige girmistir (Altan,
2006). Ozel egitim acisindan 1960’11 yillarin 6nemi ise OGO’lerin haklarinin 1961 Anayasasi’nin
48. maddesi ile devlet tarafindan garanti altina alinmis olmasma dayanmaktir (Ozkul, 2023).
1973 yilinda kabul edilen 1739 sayili Milli Egitim Temel Kanunu’nun 8. maddesindeki OGO’leri
yetistirmek icin 6zel dnlemler alinir” ifadesi yer almistir. Bu ifade genel egitim sisteminin, 6zel
egitimi kapsadigmnin en &nemli agiklamasidir. Bu gelismeler ile birlikte 1983’de Ozel Egitime
Muhta¢ Cocuklar Kanunu ile kaynastirma uygulamalari baglamig ve 1997°de yiirlirliige giren 573
sayil1 Kanun Hiikmiinde Kararname ile 2000 yilinda yiiriirliige giren Milli Egitim Bakanlig1 Ozel
Egitim Hizmetleri Y6netmeligi ile yayginlasmistir (MEB, 2020).

Kaynastirma uygulamalarinin gergeklesmesi icin OGO’lerin 6zel egitim ve normal egitim
hizmetlerinden en iyi sekilde yararlanmalarina baghdir. Kaynastirma uygulamalarinin basarili bir
sekilde yapilmasi ve olumlu sonug alinmasinda bir¢ok etken rol oynamaktadir (Y1lmaz ve Melekoglu
2018). Bunlarin baslicalari; fiziki kosullar, kurum yénetimi, OGO’lerin aileleri, destek hizmetleri,
Ogretmenler ve egitim ortamlarinda kullanilan yontem ve tekniklerdir. Kaynastirma uygulamalari
icin OGO’lerin akranlariyla etkilesimleri 6nemlidir (Bilgi¢ ve Batu, 2023). Bu nedenle egitim
ortamlarinda ¢ocuklarin etkin oldugu yontem ve tekniklerin kullanilmasi siirecin verimliligini ve
etkililigini arttiracaktir (Aykag, 2011). Bu agidan bakildiginda, 6grencilerin etkin oldugu ve siirecte
rol istlendigi, 6grenmede verimliligin ve kaliciligin arttig1 6grenme yollarindan biri de yaratici drama
yontemidir (Akkose, 2015). Yaratici drama, c¢ocuklarin birgok gelisim alanini desteklemektedir.
Bireylerin duyussal, bilissel ve sosyal gelisimlerine katkis1 vardir. OGO’lerin gelismesinde de yaratic
drama etkilidir (Dibek, 2003). Yaratici drama OGO’lerin dil ve iletisim becerilerinde, problem
¢6zme becerisinde etkilidir. OGO’lerin ¢evresiyle olumlu iliski gelistirilmesinde yaratict dramanin
etkisi goriilmektedir (Omeroglu,1992). OGO’lerin egitimde yaratici drama énemli bir modeldir.
Yaratic1 drama, bireylerin kendi gizilgiiglerini fark etmelerini olumlu taraflarina odaklanmalarini
saglamaktadir. Yaratici drama calismalarindaki hem sozlii iletisim hem de beden dilini kullandiklar
iletisim ¢alismalar1 bulunmaktadir (Bayhan, Yiikselen, 2007). Normal geligim gosteren bireylerin
egitiminde kullanilan ve gelisimlerine olumlu etkisi olan yaratict drama ydntemi OGO’lerin
egitiminde de kullanilmakta ve olumlu sonuglar elde edilmektedir (Eratay, 2021). Sonug¢ olarak
yaratic1 drama; grup iyeleri arasindaki iliskiler, etki ve tepki alisverisleri, katilimcilar arasindaki
etkilesim ve dramatik durumlar seklinde tanimlanir (San, 1990). Benzer sekilde, yaratici drama,
grup iiyelerinin yagantilarindan yola ¢ikarak bir amacin, bir diisiincenin, 6zellikle dogaglama teknigi
ve rol oynama tekniginden yararlanarak deneyimli bir egitmen esliginde canlandirilmasidir. Bu
canlandirma stiregleri yiiriitiiliirken kendiligindenlige, simdi ve burada ilkesine, “-mis gibi yapma”
ya dayalidir ve yaratici drama, oyunun genel 6zelliklerinden dogrudan yararlanir (Adigiizel, 2019).
Yaratic1 drama bir nehire benzer ve siirekli devinen baglantilar yapar; nehir, kiyilariin baslangi¢ ve
varig noktalarini baglar. Ona gore yaratici drama herkes i¢in gereklidir (McCaslin, 2005).

OGO’lerin 6grenme siirecindeki durumlari ve egitim siirecindeki olumsuz nedenlere baglh
olarak 6grenmeyekarsiisteksizolmalarinedeniyle 6grencilerin etkin olmasina olanak saglayan yaratici
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drama yontemi OGO’ lerin egitim siirecine etkin katilimlar1 igin gii¢lii bir aragtir (Erdem, 2021).
OGO’ler var olan potansiyellerini ortaya koyamamasi, akranlari ile iletisgim sorunu yasamasi, onlarin
hem akademik basarilarin1 ve sosyal becerilerini sinirlandirir. Bu durum OGO’lerin akranlartyla
arasindaki farkin agilmasina neden olmaktadir (Erdogan, 2017). Kaynastirma uygulamalari siirecinde
OGO’lere sosyal becerilerin verilmesi gerektigi kadar, programlarin dgrencilere nasil sunulacag
ve hangi yontemlerin ve tekniklerin kullanilacagi ¢ok biiylik 6nem tasimaktadir. Cocuklar1 daha
iyi destekleyebilmek icin onlarin 6grenme siirecine etkin olarak katildiklari yontem ve teknikleri
kullanmak gerekmektedir (Choi &Kim, 2003). Egitim 6gretim ortamlarinda 6grencilerin etkin oldugu
ve 0grenme siirecine katildig1 6grenme yollarindan biri de yaratict dramadir. Yaratict drama yontemi,
ogrenmeleri gelistirmek ve 6grencilerin derslere, etkinliklere katilimini artirmak i¢in kullanilabilir
(Kirmizi, 2022).

Kaynastirma uygulamalarinda smif 6gretmenlerinin {istlendigi gorev ve sorumluluklar
fazladir. Ancak bu uygulamalarda kullanilan yontem ve tekniklerin etkisi de ¢ok fazla olmaktadir
(Lindsay,2007) Bu nedenle sinif dgretmenlerinin derslerde yaratict dramanin bir yontem olarak
kullanilmasi durumunda kaynastirma uygulamalarinda etkililiginin bilinmesi yaratici drama
yonteminin daha yaygin kullanilmasi ve etkililigin artmasina neden olacaktir (Terpstra & Tamura,
2008).

Alanyazinda yaratict drama yonteminin 6grenme silirecindeki olumlu etkilerine yonelik
bazi galismalara (Annarella, 2000; Ulutas, 2011; Samsunlu, 2015; Sar1 ve Karamuklu, 2021;
Yildirim ve Acarlioglu, 2023) rastlanmakla birlikte, ilkokul diizeyinde kaynastirma uygulamalari
gerceklestirilmesi siirecinde yaraticit drama yontemi kullanilmasi konusunda herhangi bir ¢aligmaya
rastlanmamustir. Bu noktadan hareketle arastirmanin amaci; siif dgretmenlerinin OGO’lere yonelik
Kaynastirma uygulamalarinin gerceklestirilmesi siirecinde yaratici drama yontemi kullanilmasi
konusundaki diistincelerinin belirlenmesidir.

Ulkemiz ve diinya, toplumsal gelismeler ve teknolojik yenilikler ile birlikte hizl1 bir degisim
siirecine girmistir. Cagin ihtiyaglarina karsilik verebilmek adina hem ulusal hem de uluslararasi
diizeyde egitimin ve bilginin kalitesinin artirilmasi, bireyin bagimsiz ve yaratici diisiinceye sahip
gitimde kullanimi hakkinda ilk izlenimleri olusturmada bu seminer ¢ok basarili olmustur. Bes giin
siiren seminerde atdlye calismalari, konferanslar ve acik oturumlar gerceklestirilmistir (Adigiizel,
2018, 5.233). 1987 yilinda ikincisi ve 1989 yilinda iigiinciisii diizenlenen seminerlerin olagan sonucu
olarak, kuramsal bilgi paylasiminin yaninda pratik deneyimlerin aligverisi de gerceklesmis ve bu
seminerler yaratict dramanin Tiirkiye’de daha genis kesimlerce taninmasina 6n ayak olmustur. Yaratici
dramanin tanitilmasi, yayginlasgtirilmasi ve 6gretim yontemi olarak egitim programlarinda yer almasi
gibi basat amaglar ile 1990 yilinda kurulan Cagdas Drama Dernegi, gerceklestirilen seminerlerin
geleneksel bir hale gelmesinde 6nemli rol oynamistir. Yaratici drama Kkiiltliriiniin iilkemizde
yayginlagmasinda biiyiik rol oynayan seminerler serisi, 1985 yilindan 2008 yilina kadar iki yilda
bir olmak tizere diizenlenmistir. 2008 yilindan itibaren ise seminer tanimi yerini kongreye birakarak
“Uluslararas1 Egitimde Yaratict Drama Kongresi” baslig1 altinda yilda iki defa olarak diizenlenmistir.
2014 yilindan bu yana da yilda bir defa olmak iizere diizenlenmeye devam edilmektedir. 1985 yilinda
baslayan seminerler, {ilkemizin birgok sehrinde ve gesitli bagliklarda olmak tlizere diizenlemis ve
2019 yilinda 30. kongresine imza atmustir.
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Yontem

Arastirmanin bu boliimiinde; arastirma deseni, ¢alisma grubu, veri toplama araci ve siireci, verilerin
analizi, gecerlik ve giivenirlige yer verilmistir.

Arastirma Modeli

Bu arastirmada sinif 6gretmenlerinin goriisleri alinmak tizere nitel arastirma yontemi kullanilmigtir.
Nitel arastirmalar toplumsal olaylarla ilgili olarak nicel arastirmalara gore daha derinlemesine bilgi
saglarlar. Geleneksel arastirmalarla zor ifade edilen sorulara yanit bulmak igin nitel aragtirmalar
gereklidir (Frankel & Devers, 2000). Verilerin elde edilmesinde nitel aragtirma desenlerinden
¢oklu durum galismast (multiple case study) deseni kullanilmistir. Cok sayida durum g¢aligmast,
giivenirligi artirmak veya bulgular1 genellemek i¢in kullanilan bir stratejidir (Miles, Huberman,
1994). Durum ¢alismasi yasantilara dayalidir; bir giincel olay1 veya durumu derinlemesine otantik
ortamda incelemekle ilgilidir. Durum ¢aligmasi, sinirlt bir sistemin nasil isledigi hakkinda sistemli
bilgi elde etmek i¢in ¢oklu veri toplama kullanilarak o sistemin derinlemesine incelenmesini igeren
yontembilimsel bir yaklasimdir (Chmiliar, 2010). Durum ¢aligmasi; arastirmacinin zaman igerisinde
sinirlandirilmig bir ya da birka¢ durumu ¢oklu kaynaklari igeren veri toplama araglari (gézlemler,
goriigsmeler, gorsel-isitseller, vd.) ile derinlemesine inceledigi, durumlarin ve duruma bagl temalarin
tanimlandigi nitel bir aragtirma yaklagimidir (Creswell, 2007).

Cahisma Grubu

2022-2023 egitim-0gretim yilinda MEB’e bagli ilkdgretim okullarinda, ilkokul 1.-4. sinif diizeylerinde
ogretmenlik yapmakta olan, simdi ya da daha 6nceden smifinda kaynastirma 6grencisi bulunmus,
yaraticit drama konusunda egitim almis olan 7 kadin, 5 erkek olmak iizere 12 smif 6gretmen ¢alisma
grubunu olusturmaktadir. 8 O6gretmen ile yiiz yiize, 4 6gretmen ile ¢evrimigi ortamda goriisme
yapilmistir.

Tablo 1. Katilimeilara iliskin Demografik Bilgiler

No Yas Cinsiyet  Hizmet Yii SimfDiizeyi  Simf Meveudu OGO Sayis1 KU Alma

O1 34 Kadn 12 2 34 1 E
02 42 Kadn 23 2 32 3 E
03 35 Kadmn 12 2 32 2 E
04 48  Erkek 24 2 35 2 E
05 52  Kadn 25 2 34 1 H
06 36  Erkek 15 1 28 1 H
07 32 Erkek 15 4 46 2 E
08 30 Kadm 10 2 38 3 E
09 34  Erkek 14 2 41 1 E
010 38 Kadn 18 3 34 1 H
O11 35 Kadn 15 2 27 4 E
012 41  Erkek 18 2 33 2 E

Not: E = Evet, H = Hayir, OGO = Ozel egitim gereksinimli 6grenci, KU = Kaynastirma Uygulamalari
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Veri Toplama Araclari

Katilmer goriisleri, arastirmacilar tarafindan hazirlanmis olan yar1 yapilandirilmis goriisme
formu kullanilarak elde edilmistir. Yar1 yapilandirilmig goriisme formunda bir ya da daha fazla
acik uglu soru bulunur ve bu sorular katilimcilara sorulur (Yildirim ve Simsek, 2021). Goriisme
formu aragtirmacilar tarafindan uzman goriisleri alindiktan sonra diizeltmeler yapilip pilot goriisme
gerceklestirilmistir. Uzman goriigleri ve pilot gorligmeden alian doniitler dikkate alinarak goriisme
formu gelistirilmistir. Arastirma 6ncesi katilimcilara bilgilendirme yapilmistir. Arastirmaya goniillii
olan dgretmenler katilmistir. Verilerin bir kismi ses kayit programi ile kaydedilmis ve bir kismi yazili
olarak alinmistir. Ogretmenlerle yiiz yiize yapilan goriismeler 6gretmenin gérev yaptig1 okulda uygun
bir ortamda gergeklestirilmis, ¢evrimici yapilan goriismeler de sadece katilimci ve gdriismecinin
oldugu ¢evrimici toplanti programi ile yapilmustir.

Verilerin Analizi

Yari-yapilandirilmis gériisme formu araciliyla sinif 6gretmenlerinden elde edilen veriler icerik analizi
yontemi ile analiz edilmistir. Icerik analizinde temelde yapilan islem, birbirine benzeyen verileri
belirli kavramlar ve temalar ¢er¢evesinde bir araya getirmek ve bunlar1 okuyucunun anlayabilecegi
bir bigimde organize ederek yorumlamaktir (Yildirim ve Simsek, 2021). Goriisme dokiimleri
oncelikle yazili hale getirilmistir. Arastirmada dgretmenlerin goriisleri sunulurken onlara “ 01, 02,
03...” seklinde kod isimleri verilmistir.

Gegerlilik ve Giivenirlik

Katilimcilarla goriisme yapilmadan Once goriisme sorulart 3 smif gretmenine uygulanmis ve
alinan yanitlar incelenmistir. inceleme sonucunda sorulara verilen yanitlar dogrultusunda gériisme
sorularinin amacina uygun acgik ve anlagilir oldugu goriilmiistiir. Arastirma sorularinin hazirlik ve
analiz slirecinde yaratici drama alaninda ¢alismalari olan iki alan uzmanin uygun goriisleri alinmustir.
Alinan bu goriisler dogrultusunda gerekli diizenlemeler yapilmistir. Yine katilimer goriisleri ayni
uzmanlarla birlikte analiz edilmistir. Arastirmada gecerligin saglanmasi ig¢in uzman gorisleri,
goniillii katilimeilarin teyidi ve katilime1 goriislerinin alinmasi siirecinde saglik veri toplanmasi
icin arastirmacilar tarafindan gerekli dnlemler alinarak uygun sartlar ve ortamlar olusturulmustur.
Bununla birlikte, veri gegerliginin artirilmasi i¢in mevcut bulgulardaki tutarliligi da bakilmistir.
Goriligme sorular1 hazirlanirken alanyazina iliskin kuramsal yapiyla uyumlulugu dikkate alinmustir.
Arastirmacilar katilimer goriisleri alinirken hazir bulunmus, siire¢ izlenerek gerek duyuldugunda
rehberlik yapilmistir. Béylece arastirma verilerinin kaybi en aza indirgenmistir. Bdylece toplanan
verilerin aragtirmanin amacina uygunlugu en {ist diizeyde tutulmaya calisilmis, goriisme sorularina
yonelik kodlamalar karsilastirilarak tutarliligi saglanmistir.

Arastirma ve Yayin Etigi

Arastirma verileri 2022-2023 egitim dgretim yilinda Sakarya Universitesi Etik Kurul Baskanliginin
07/12 protokol numarali, 11.05.2022 tarihli karar1 alinmasinin ardindan toplanmigtir. Caligmada
“Yiiksekogretim Kurumlart Bilimsel Aragtirma ve Yaym Etigi Yonergesi” kapsaminda uyulmasi
belirtilen tiim kurallara uyulmustur.
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Bulgular

Arastirmanin bu asamasinda sinifinda OGO’ si bulunan simif dgretmenlerinin goriisme sorularina
verdikleri yanitlarin analizleri bulgular halinde sunulmustur.

Mevcut arastirmanin sonuglarina gore, smif dgretmenlerinin OGO’ lerin kaynastirma
uygulamalarinda yaratici drama yonteminin kullanilmasini dnemsedikleri ve yaratict dramay1 bir
yontem olarak kullandiklari ¢alismalarda olumlu sonuglar elde ettikleri goriilmiistiir. Ancak sinif
mevcudunun fazla oldugu smiflarda bunun zor oldugunu diistinmektedirler. Sinif 6gretmenlerinin
ayn1 zamanda sinifinda OGO bulunan 6gretmenlerin yaratici drama egitimi almalar1 gerektigini
belirtmislerdir.

Tablo 2. Kaynastirma Uygulamalari Siirecinde Yaratict Drama Temalari

Kaynastirma Uygulamalari Siirecine Yaratict Drama Y onteminin Etkileri
Kaynastirma Uygulamalari Siirecinde Yaratici Dramanin Hazirlik Asamasi
Kaynastirma Uygulamalari Siirecinde Yaratici Dramanin Canlandirma Asamasi
Kaynastirma Uygulamalar1 Siirecinde Yaratict Dramanin Degerlendirme Asamasi

Ogretmenlerin Oneri ve Beklentileri

Kaynastirma Uygulamalari Siirecine Yaratici Drama Yonteminin Etkileri

Bu kategoride katilimci sinif 6gretmenlerine kaynagtirma uygulamalar siirecinde yaratict drama
yonteminin 6grenme siirecindeki etkileri sorulmus ve alinan yanitlarin yer aldigi tablo olusturulmus
ve frekanslar1 verilmistir.

Tablo 3. Kaynastirma Uygulamalari Siirecine Yaratict Drama Y6nteminin Etkileri

Kodlar Katilimcl
Tletisim kurma 01, 05,07,011
Kendini ifade etme 01,02, 08,012
Etkinliklere katilim 03, 04, 06, 010
Sosyallesme 01, 067, 08, 09
Degerli ve 6zel hissetme 04,012

Rahat Hissetme 06

Grup c¢alismalarma katilim 07

Sinifin pargasi hissetme 09
Deneyimleyerek 6grenme 011

Derse ilginin artmast 09

Katilime1 8gretmenlere; OGO’lere yonelik, Kaynastirma uygulamalarinin gergeklestirilmesi
siirecinde, yaratict drama yonteminin kullanilmasi konusundaki diisiinceleri soruldugunda;
katilimeilarin ¢ogunlugu; cocuklarin sosyallestigini, kendini ifade edebildigini, iletisim kurdugunu
ve etkinliklere katildigini belirtmiglerdir. Ayrica ¢cocuklarin eglenerek 6grendigini ve degerli ve 6zel
hissettigini belirtmislerdir. Bu konuda bazi katilimc1 goriisleri soyledir.
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“Evet, simdi bir geleneksel bir ogretim yontemi uygulandig icin kalabalik siniflarda, yaratici
drama c¢alismalarinda ¢ocuklarin kendini ifade etme diger arkadaslariyla iletisim kurma,
sosyal beceri kazanmasi agisindan ¢ok énemli oldugunu diisiiniiyorum.” (O1)

Ozel dgrencilerle ¢alisirken yaratici drama tekniklerinin kullanilmasinda en ¢ok da
cocuklarin dil gelisimi a¢isindan, kendilerini sosyal a¢idan ifade edebilmeleri agisindan ¢ok
onemlidir. Ciinkii bu 6grencilerimiz grupla ¢alistigimiz i¢in bir sinif genelinde kendilerini
cok ifade etmekte zorlaniyorlar. Bizim de mutlaka onlara farkli yol yontemlerle yaklagmamiz
gerekiyor. Burada en énemli yontem bence yaratici dramadur. Kendilerinin daha 6zgiir ifade
etme sanslart oluyor ¢ocuklarin. Kendileri gibi olma sanslari oluyor elbette.” (02)

“Yaratict drama hem kaynastirma ogrencilerinin ozellikle hem de normal ogrencileri i¢in
gerekli bir uygulama derse etkin katilimlarini saglar. Kendilerine onemli, degerli hissetmeleri
olsun énemli hissetlerini de saglar..” (O4)

“Yaratici drama daha faydali diger yontemlere gore, cocuklar kendilerini daha rahat hissedip
derslere ve etkinliklere daha istekli katiliyorlar.” ( O6)

Ozel gereksinimli cocuklarn iletisim becerilerinin gelismesi, grupla ¢alisma ve sosyallesme
gibi alanlarda katki saglayacagini diisiiniiyorum.” ( O8)

“... Ogrencilerin hem okula hem de derslere olan ilgisini arttirmada énemli etkisi var.
Yaratict drama bu siiregte ozel gereksinimlerine gére grup aidiyetini saglamasi ve bir
grubun parcast oldugu hissini sagladigi icin ogrenciler kendilerinin ozel hissetmektedirler.
Yaratict drama ile dzel egitim ihtiyact olan 6grenciler kendilerinin sinifin bir parcast olarak
gormektedirler.” (09)

“.JYaratici drama etkinliklerinin ogrencilerin kendilerini bulmalarmma ve ifade etmelerine
ciddi katkalar sagladigi gozlemlemekteyim.” ( O12)

“... Ogrencilerin hem okula hem de derslere olan ilgisini arttirmada énemli etkisi var.
Yaratict drama bu siiregte ozel gereksinimlerine gore grup aidiyetini saglamasi ve bir
grubun parcasi oldugu hissini sagladigi i¢in ogrenciler kendilerinin ozel hissetmektedirler.
Yaratict drama ile ozel egitim ihtiyaci olan 6grenciler kendilerinin sinifin bir parcast olarak
gormektedirler.” (09)

Kaynastirma Uygulamalan Siirecinde Yaratict Drama Yonteminin Teknikleri

Bu kategoride katilimcilara kaynastirma uygulamalar siirecinde kullandiklar1 yaratici drama
tekniklerinin neler oldugu sorulmus verilen yanitlar dogrultusunda tablo olusturulmustur.

Tablo 4. Kaynastirma Uygulamalar1 Siirecinde Kullanilan Yaratici Drama Teknikleri

Kodlar Katihhmel

Dogaglama 01, 02, 03, 04, 05, 06, 08, 09, 010, O12
Rol Oynama 01, 02, 03, 04, 05, 06, 07, 08, 09, 010, 012
Dramatizasyon 08,012

Rol kartlar1 07,08

Donuk Imge 04, 06

Biling Koridoru 03

Kirmizi1 Koltuk 05

Toplant1 Diizenleme 07

Dis Ses 08

Pantomim 08

Taklitler 011

Kirmiz1 Koltuk 05
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Tablo 4’e bakildiginda sinif 6gretmenlerinin kaynastirma uygulamalarinda yaratici drama
calismalarinda kullandiklan teknikler cesitlilik gostermektedir. Tabloya gore; biitiin 6gretmenlerin
rol oynama teknigini ve bununla birlikte biiyiik ¢ogunlugunun ayni zamanda dogaglama teknigi
de kullandiklar1 goriilmektedir. Rol oynama teknigi ve dogaclama teknigi disinda, donuk imge,
rol kartlari, dramatizasyon, biling koridoru, kirmizi koltuk, toplant1 diizenleme, dis ses, pantomim,
teknikleri de tercih edilmistir. Bir katilime1 canlandirma asamasinda sadece taklitlere yer verdigini
sOylemistir. Yaratict drama ¢alismalarinda yaratict drama tekniklerinin kullanilmasi ile ilgili bazi
Ogretmenlerin gorisleri su sekildedir.

“Yani dogaclamalar oluyor ama daha ¢ok dogac¢lama diyebilirim. Daha ¢ok dogaclama
kullantyorum ve rol oynama bazen bilin koridoru kullantyorum. Herhangi bir ders varsa bir
konu varsa onunla ilgili dogaclama olarak akliniza ne geliyor? Hani rol oynama da olabilir.
Bu yontemleri kullantyorum diyebilirim.” (03)

“Ornegin kirumizi koltuk teknigini, biling koridoru teknigini kullaniyorum. Dogaclama ve rol
oynama daha ¢ok kullantyorum. Konuya uygun teknigi seciyorum.” (O5)

“Daha ¢ok dogaclama, rol oynama iizerinde duruyorum ben bununla beraber iste donuk
imge olsun yani onu da kullantyorum ben. Bir¢ok teknik kullaniyorum ve hepsi bir araya
geldiginde iste o canlandirmay o iletigimi sagladigim diisiiniiyorum.” (06)

“Yaratict drama siire¢lerinde tabi ki dncelikle dogaglama ve rol oynama teknikleri yogun
olarak kullanilir. Ancak ozel gereksinimli 6grencilere hitap etmesi ve siire¢leri kolaylastirmast
agisindan dramatizasyon, rol kartlart ve dis ses gibi teknikler kullanilmast uygun oluyor.
Pantomim de kullandigim tekniklerden biri.” (O8)

“Yaratict drama tekniklerinin uygulanmasi siirecinde en ¢ok, dogaglama ve rol oynama
teknigine yer veriyorum. Yaratict dramanin en basinda ¢ocugun kendisini ifade etmesi ve
siirece kolay uyum saglayabilmesi agisindan ¢ok etkili teknikler oldugunu diigiiniiyorum.”(
010)

“... Daha ¢ok metinden yola c¢ikarak kisa gorevlerin verildigi canlandirmalari tercih
ediyorum. Taklit ettirip bunun iizerine konusmay: tercih ediyorum.” (O11)

Kaynastirma Uygulamalar Siirecinde Yaratici Drama Yonteminin Asamalari

Bu kategori kapsaminda siif 6gretmenleri kaynastirma uygulamalari siirecinde uygulamis olduklari
yaratic1 drama agamalarmin neler oldugunu belirtmislerdir.

Tablo 5. Kaynastirma Uygulamalari Siirecinde Yaratict Drama Y 6nteminin Asamalart

Kodlar Katilimci

Isinma/ Hazirlik agsamasi 01, 02, 03, 04, 05, 06, 08, 09, 010, O11,12
Canlandirma asamasi 01, 02, 03, 04, 05, 06, 08, 09, 010, O11,12
Degerlendirme asamasi 01, 02, 03, 04, 05, 06, 08, 09, 010, O11,12
Asamalar1 uygulayamiyorum 07

Tablo 5’e gore katilime sinif 6gretmenlerinin bilyiik cogunlugunun kaynastirma uygulamalari
siirecinde yaratict drama asamalar1 olan, isinma/hazirlik asamasi, canlandirma asamasi ve
degerlendirme agamasina yer verdiklerini bir katilimecinin ise agamalari uygulamadigi goriilmektedir.
Ogretmenlerin goriislerinden bazilari sunlardir:
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“Istnma ve oyunlarla basliyoruz. Sonra doga¢lamalarla canlandirmalar yapryoruz.
Canlandirma agamasint daha uzun tutuyoruz. En sonunda degerlendirme asamasini
yapworuz.” (01)

“Once hazirlik agsamasi oluyor daha sonra canlandirma en sonunda da degerlendirme
asamasi  uyguluyorum. Hazirlik asamasinda oyunlarla baslatiyorum daha sonra o
konuyla ilgili canlandirma yaptiriyorum. Burada iste dogaglama, rol oynama olabilir. Daha
sonrasinda da o égrendigimiz dersle alakali, yaptigimiz etkin ilgili resim olabilir, onunla iste
afis calismasi olabilir.” (03)

“Yaratici dramanin tanimi geregi isitnma hazirlik, canlandirma ve degerlendirme asamalarim
kullantyorum. Dersin ve konunun ozelligine gore asamalart yapilandiriyorum.” (O8)

“Isinma, canlandirma ve degerlendirme asamalarin yer veriyorum.” (O11)

“Ogrenci sayisimn kalabalik oldugu siniflarda tam anlamiyla bir yaratict drama siirecini
planlamanin belli zorluklart olmakla birlikte siirecin ozellikle isinma siirecinde daha aktif bir
sekilde kullanilabilirligi ortaya ¢cikmaktadir. Canlandirma ve degerlendirme siire¢lerinde ise
ogrenci sayisimn kalabalik olmast siirecin bu kismini sekteye ugratmaktadur.” (O12)

“A¢tk¢ast tam anlamiyla yaratict drama siiregleri tasarlayp sinif ortaminda uygulamak
olduk¢a zordur. Ben yaraticit drama siireglerinden aldigim oyunlari, etkinlikleri ve
kullanilabilecek aktiviteleri parca par¢a da olsa sinifta uygulamaya ¢alisiyorum.” (O7)

Kaynastirma uygulamalar Siirecinde Yaratict Drama Yonteminin Hazirhk Asamasi

Katilimer sinif 6gretmenleri bu kategoride yaratici drama yonteminin hazirlik agamasina nasil yer
verdiklerini belirtmislerdir. Ogretmenlerin yanitlar tabloda belirtmistir.

Tablo 6. Kaynastirma Uygulamalari Siirecinde Yaratict Dramanin Yo6ntemi Hazirlik Asamasi

Kodlar Katihhmel
Oyunla Baglama 02, 03, 04, 05, 06, 07, 08, 09, O11, 012
Mimik ve Jetlerle Baslama 01,010

Yaratict dramanin 1sinma ve hazirlik asamasinda dgretmenlerin biiyiik cogunlugu oyunlarla
basladigim belirtmistir.

“Her zaman oyunlarla basliyorum ben hocam. Sonra konu ile ilgili kavramlarin oldugu
isinma ¢alismalarina yer veriyorum.” (02)

“En ¢ok oyunlarla baslyyorum ve ozellikle 6zel gereksinimli 6grencileri siirece dahil
ediyorum. Bu asamada tiim ¢ocuklarin bir rol almasina dikkat ediyorum. Ozel gereksinimli
cocuklar bu siirece aktif olarak katiltyor ve siireci devam ettiriyorlar.” (05)

“Istnma asamasinda daha ¢ok oyunlara yer veriyorum. Bu oyunlar canlandirmaya 6grenciyi
hazirlayan ve role girmesini saglayan nitelikte oluyor.” (O7)

“...Cocuklar ézellikle 1sinma siireglerinde oynadiklart oyunlar konuya daha iyi
odaklanmaktadirlar, bu nedenle 1sinma asamasinda daha ¢ok oyunlarla baslyorum.” (09)

“Cocuklar ozellikle 1sinma  siireglerinde oynadiklart  oyunlar konuya daha iyi
odaklanmaktadirlar. Isinma asamasinda daha ¢ok oyunlara yer vererek onlart siirece

katryorum.” (012)
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Tablo 6’ya gore; iki katilimc1 hazirlik ve 1sinma agamasinda “bedenin gerilmesi, mimik ve
jestlere” ile basladigini belirtmistir.

“Hazirlik asamasinda daha ¢ok bedeni kullanmalarini saglyorum.” (O1)

“Isinma asamasinda; bedenin gerilmesi ve gevsetilmesi, mimik ve jest ¢calismalar: ve nefes
calismalart yapryorum.” (O10)

Kaynastirma Uygulamalar Siirecinde Yaratici Drama Yonteminin Canlandirma Asamasi

Bu kategoride katilimcilarin kaynastirma uygulamalar1 siirecinde yaratict drama yonteminin
canlandirma asamasina nasil yer verdikleri sorulmus ve katilimer yanitlari tabloda verilmistir.

Tablo 7. Kaynastirma Uygulamalar1 Siirecinde Yaratict Drama Y onteminin Canlandirma Asamasi

Kodlar Katilimel
Yaratic1 Drama Tekniklerini Kullanma 01, 02, 03,04,05,06,07,08,09, 011,012
Yaratici1 Drama Tekniklerini Kullanmama O10

Tablo 7°de katilimcilarin yaratici dramanin canlandirma asamasina daha ¢ok yaratic1 drama
tekniklerinin kullanildig1 goriilmektedir. Bir katilimer ise “canlandirmalara katilimlarini saglarim”
demis ancak hangi teknigi kullandigini belirtmemistir.

Yaratict dramanin canlandirma agsamasina nasil yer verdigini belirten bazi 6gretmen goriisleri
asagida belirtilmistir.

“Canlandirma asamasina da daha ¢ok dogaclama ve rol oynama tekniklerine yer veririm.
Ancak daha ¢ok béyle rolii kendimizin verdigi dramatizasyon teknigi de kullaniyorum.” (O4)

“Canlandirma asamasinda genellikle kazamima yénelik ve yaratict drama tekniklerinin
kullamildig ¢calismalar yapiyorum. Rol oynama, dogaclama en ¢ok kullandigim teknikleridir.
Ozel gereksinimi olan cocuklar bu siirecte daha aktif katiliyorlar.” (O7)

“Isnma agsamasindaki oyunlara baglantili olarak canlandirmalar yapryorum. Ikili
dogaglamalar, es zamanl dogaglamalar yaptirtyorum. Bunlar ders ve konular ile ilgili
metinler, durum kartlar olabiliyor.” (O8)

“Canlandirma asamasinda, verilen yonergeler dogrultusunda, yapilacak ¢alismalarin
bicimlenip ortaya ¢iktigi, tim katilimcilara sergilendigi bir asamada, ozel gereksinimli
ogrencinin istenilen sekilde canlandirmay gerceklestirmesini saglarim.” (O10)

“Canlandirma asamasi daha ¢ok ikili dogaclama, duygularini anlatan donuk imge ifade
tekniklerini kullantyorum.” (O11)

Kaynastirma Uygulamalari Siirecinde Yaratict Drama Yoénteminin Degerlendirme Asamasi

Kaynastirma uygulamalar1 siirecinde yaratict drama yoOnteminin degerlendirme asamasinda
katilimcilarin yaptigi ¢aligmalar bu kategoride ele alinmig, katilimcilardan alinan yanitlar ve
frekanslar1 tabloda gosterilmistir.
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Tablo 8. Kaynastirma Uygulamalari Siirecinde Yaratici Drama Ydnteminin Yo6ntemi Degerlendirme
Asamasi

Kodlar Katihmc1

Resim etkinlikleri 01, 02, 03, 04, 05, 06, 08, 09, 011, 012
Soru —cevap yontemi 01, 05, 08, 010, 012
Afis hazirlama etkinlikleri 03, 04, 06, 09
Poster hazirlama etkinlikleri 01, 05,012

Slogan tiretme etkinlikleri 04, 07

Siir yazma etkinlikleri 05, 07

Gazete haberi olusturma etkinlikleri 05

Istasyon teknigi 07

Heykel olusturma etkinlikleri 08

Rol oynama teknigi 02

Oyun etkinlikleri 011

Tablo 8’e gore; katilimcilarin biiyiik ¢cogunlugu degerlendirme agsamasinda gorsel caligmalara
daha ¢ok yer verdigi goriilmektedir. Katilimcilarin 10’u resim ¢alismalarina yer vermistir. Ancak
bu katilimcilar ayn1 zamanda afis ve poster hazirlama, siir yazdirma, gazete haberi olusturma
gibi ¢alismalara da yer vermistir. Resim ¢alismalarindan sonra en kullanilan ¢alisma soru- cevap
yontemidir. Degerlendirme agamasinda nelere yer verdigini belirten bazi 6gretmen goriisleri agagida
belirtilmistir.

“Oczellikle poster hazirlama, resim ¢alismalart yapma, soru cevap gibi calismalar
yapryorum.” (O1)

“Afis olabilir. Afislere yer veriyorum. Resim ¢izme, resim o konuyla alakali resim ¢izme
olabilir. Konu ile ilgili etkinlikler yaptirryorum.” (O3)

“Resim, afis, boyama siiregleriyle degerlendirme kismindan ¢ok¢a etkilenmektedirler. Grup
olarak yaptiklari ¢alismalarin, siif panolarinda sergilenmeleri ayrica motive edici bir
siireci tamamlamaktadur.” (09)

Biitiin degerlendirme asamalart farkli olur aslinda, bazen sadece soru cevap yontemini
kullaniyoruz. Resim yapryoruz, siir yaziyoruz iste.... Bazen de poster ya da bir gazete haberi
yaziyoruz. (O5)

“Degerlendirme asamasinda ozel gereksinimli 6grencilerin yeterliliklerine uygun olarak
kendilerini ifade edebilecekleri etkinlikler secilmelidir. Grupla heykel olusturup siireci
degerlendirmesi, bir resim yapmasi ya da tek kelime ile bir degerlendirme yapmasi olabilir”.
(08).

“Degerlendirme asamasinda resim, tiriin ortaya koyma ya da oyunla kavrama ¢alismalart
yapryorum.” (O11)

“Degerlendirme  asamasinda, yapilan c¢alismayr  ozel — gereksinimli  6grencinin
degerlendirmesini isterdim. Bunun icin a¢ik u¢lu sorularla, zihinde canlandirmaya davet
ederdim. Ayrica, duyusal ve bilissel sorular sorardim.” (O12)
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Kaynastirma uygulamalari Siirecinde Yaratict Drama Yontemi ile flgili Ogretmen Oneri ve
Beklentileri

Kaynastirma uygulamalar1 siirecinde yaratict drama yonteminin kullanilmasi ile ilgili smif
ogretmenlerinin Onerileri ve beklentilerinin soruldugu bu kategoride, 6gretmenlerden alinan yanitlar
tabloda belirtilmistir.

Tablo 9. Ogretmenlerin Oneri ve Beklentileri

Kodlar Katilimcl

Sinif meveutlart diizenlenmesi 06, 07, 08, 09
Yaratic1 drama egitimleri diizenlenmesi 01,04, 05
OGO Egitiminde yaratic1 drama ydnteminin zorunlu tutulmasi 01, 05,02
Yaratict drama kullanimi farkindaligin arttirilmasi 03

Tablo 9’da sinif 6gretmenlerinin kaynastirma uygulamalar1 siirecinde yaratici dramanin
yontem kullanilmast ile ilgili dnerileri sorulmustur. Bu soruya yanit veren 4 katilimci kalabalik
siniflarda yaratici drama calismalarini yaparken zorlandigini ve siif mevcudunda diizenleme
yapilmasi gerektigini belirtmistir.

Katilimeilardan 3 kisi yaratict yonteminin OGO’ ye sahip olan 6gretmenler i¢in zorunlu
olmasi gerektigi belirtirken 1 katilime1r da yaratict drama kullanimi farkindaliginin arttirilmasi
gerektigini belirtmistir. Bu konuda bazi dikkat gekici gorisler soyledir:

“Yaratict drama yénteminin kullanilmasi ézel gereksinimli ogrencilerin egitim siirecine katilimini
kolaylastiracaktw. Bu konuda hizmet i¢i egitimler diizenlenmelidir.” (O1)

“Bir¢cok derste hem kaynastirma ogrencilerine hem de kendi ogrencilerime yonelik bir¢ok derste
kullanilabilecegini diistiniiyorum. Ama tabii ders yogunluguyla alakali ve ¢ok bazen de kullanamiyoruz
yaratict dramayi. Cok derslerimizde etkin kullaniyoruz. O anlamda biraz daha hani hem kendim hem de
diger egitim arkadaslar adina daha fazla kullanilisa daha iyi olur. Bu konuyla alakali Milli Egitim’le de
Halk Egitimine de daha ¢alisilabilir ve kurslar agilabilir. Yaratici drama yénteminin daha ¢ok kullanilmasi
gerektigini diisiiniiyorum. Evet, ama derslerin yogunlugundan ¢ok da kullanilamiyor.” (0O3)

“Evet, var kendi okulumdaki arkadaslarla paylasimda bulunuyoruz. Bu alanda bir¢ok kurs ya da
seminer yapilmali, ozellikle kaynastirma 6grencisi olan dgretmenlere bu egitimler zorunlu olmalidir.” (O4)

“Ozellikle benim gorev yaptigim dezavantajli bolgede fiziki sartlardan dolay: egitim ortaminda
cocuklarla yaratict drama ¢alismalart yapmak ¢ok zordur. Simif mevcutlar: da ¢ok fazladwr. Kaynastirma
ogrencileri rutin egitim 6gretim faaliyetlerine katilmakta zorlantyorlar bu yiizden oncellikle bu dgrencilere
yonelik idareci ve 6gretmenlerde farkindalik olusturulmalidr. Sonrasinda ogretmenler yetistirilecek yaratici
dramanin iyilestirici ve birlestirici giicii kullamilabilir.” (O8)

Ozel gereksinimli égrencinin siirece aktif olarak katilhmimin saglanmasinda ¢ok zorluk ¢ekiyorum.
Yaratict drama yontemi kullanarak siire¢ esnasinda birtakim problemlerin daha hizli sekilde ¢éziime kavusup,
stiregte daha basarili olunacaginin diigiintiyorum. (010)

Ozel gereksinimi olan égrencilerin sinif sayilart kesinlikle belli bir sinirt gecmemelidir. Bu 6grencilerin
stiregsel olarak iyi degerlendirmeleri ve kendilerini ifade etmeleri icin, ogrenci sayisinin kalabalik oldugu
swmiflarda en fazla bir 6grenci olacak sekilde planlama yapilarak siirece dahil edilmeleri saglanmalidir. Her ne
kadar yonetmelik bu siirecleri destekliyor gibi goriinse de sahadaki mevcut durum ve ogrenci sayilarinin fazla
oldugu simflar bu siireci olumlu desteklememektedir. (O12)
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Tartisma ve Sonug¢

Bu calismada smmf &gretmenlerinin OGO’lerin kaynastirma uygulamalar1 siirecinde yaratici
drama yénteminin kullanilmasi ile ilgili olarak diisiincelerinin alinmasi amaclanmustir. OGO’lerin
egitiminde yaratici dramanin bir yontem olarak kullanilmasinin olumlu etkileri goriilmiistiir.

Yaratici drama katilimcilarm deneyimlerini temel almaktadir bu nedenle O6znesi de
katilimcilarin kendisi olabilmesidir. Bu yoniiyle yaratici drama yontemi, bireyin/6grencilerin
egitim-0gretimle ilgili deneyimlerini nemsemektedir. Yaratici drama, bireyler 6grenme siirecinde
ogrendiklerini hayata gecirmektedir; bu nedenle 6grenimin her kademesinde onemli bir 6grenme
yontemidir (Fazlioglu ve Dogan, 2013).

Arastirma bulgularina gore smif Ogretmenleri yaratict dramanin bir yontem olarak
kullanilmas1 ile OGO’lerin kaynastirma uygulamalar: siirecinde derslere daha etkin katildiklarini,
ogrenmelerinin daha kalict oldugunu, dil gelisimlerine olumlu katki sagladigini, sosyal beceri ve
dil becerisi kazandirdigini belirtmislerdir. Bu sonugla benzer olarak Ulutas (2011) gerceklestirmis
oldugu arastirma sonucunda, yaratict drama egitiminin OGO’lerin sosyal iletisim becerileri iizerinde
anlamli diizeyde olumlu etkisinin oldugunu bulmustur. Benzer olarak Erdogan ve digerleri (2018)
arastirmalarinda; yaratict drama ydnteminin OGO’lerin akranlariyla ve &gretmeniyle daha fazla
etkilesimde bulunmalarini, derslere daha etkin katilmalarini sagladigini belirlemistir. Ayrica Samsunlu
(2015) arastirmasinda, OGQ’lerin yaratict drama caligmalarina katilmasiyla iletisim becerilerinin
arttigini ve birlikte calismaya daha istekli olduklarini belirtmistir.

Isikdogan (2023), Sar1 ve Karamuklu (2021) calismalarinda OGO’lere yénelik yapilan
calismalarda yaratict drama yonteminin kullanilmasmin OGO’lerin sosyal ve duygusal gruplar
sayesinde okul basarilarinin ve uyum merkezlerinin artmasin sagladigi sonuglarina ulagsmislardir.
Benzer bulgularin elde edildigi bagka bir ¢calisma da Colak (2019) tarafindan yapilan arastirmadir.
Bu arastirmaya gore yaratict drama calismalaria 6grenci etkin katilir, yaparak 6grenir ve etkin
oldugu i¢in dgrenmelerin kalicilig1 artar. Papaioannou & Kondoyianni (2022) tarafindan yapilan
aragtirmada da yaratict drama yonteminin OGO’lerin dil becerilerinin yani sira ekip ¢aligmasi ve
sosyal becerilerini gelistirdigi tespit edilmistir. Arastirmada elde edilen bulgulara benzer baska
calismalar da mevcuttur. Yildirim ve Acarlioglu (2023) ile Onemli ve digerleri (2015) tarafindan
yapilan arastirmalarda siif 6gretmenlerinin, yaratici drama ¢alismalarinda 6grencilerin bir¢ok beceri
kazandigim belirttikleri sonucuna ulasilmistir. Bu becerilerden bazilari; 6z giiven, iletisim, saygi,
sevgi, uyum saglama becerilerdir. Annarella’nin (2000) ¢alismasinda; yaratict drama dil becerilerinin
birbiriyle etkilesimi i¢in yaratict ve biitiinsel bir aractir sonucu elde edilmistir. Avcioglu (2012)
ve Geng (2003) tarafindan yapilan arastirma sonucunda yaratici drama c¢alismalarinda OGO’lerin
kendini tanitma becerisini kazandiklari, okuldaki akranlariyla sosyal ilisiklerinin gelistigi sonucu
elde edilmis ve OGQO’lerin akranlariyla esitlik¢i bir yaklasim icerisinde etkilesimde bulunmalar
i¢in yaratic1 drama c¢alismalarmin artirilmasi ve OGO’lerin ulasmalarinin kolaylastirilmasi gerektigi
sonucu elde edilmistir.,

Arastirma kapsaminda ulasilan bulgulardan hareketle, sinif dgretmenlerinin OGO’lerin
yaratici drama ile kaynastirma uygulamalar siirecinde en fazla dogaglama ve rol oynama teknigini
kullandiklar1 sonucuna ulasilmistir. Alanyazinda yapilan arastirma sonucunda San (1990) ve
Adigiizel (2006) yaratict drama c¢alismalarinda kullanilan tekniklerden en 6nemlilerinin dogaglama
teknigi ve rol oynama teknigi oldugunu belirtir. Ayrica McCaslin (1990) caligmasinda; “Yaratici
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drama derslerinde diger tekniklerin aksine dogaclama teknigi ile rol oynama tekniginin kullanilma
zorunlulugu bulunmaktadir.” demektedir. Yildirnm ve Acarhioglu (2023), smif 6gretmenlerinin
yaratict drama c¢aligsmalarinda daha ¢ok rol oynama teknigi ve dogaclama teknigini kullandiklarini,
ilkokuldaki cocuklarim oyun ¢aginda olduklar i¢in dogaglamalara daha yogun yer verdiklerini ve
bu nedenle sinif 6gretmenlerinin daha ¢ok dogaclama ve rol oynama teknigine yer verdiklerini
belirtmislerdir.

Uclincii arastirma sorusuna yénelik bulgular incelendiginde, katilimcilarin kaynastirma
uygulamalarinda etkili 6gretim i¢in yaratict drama yontemini kullanirken, yaratict drama yonteminin
asamalar1 olan hazirlik/ 1simma, canlandirma ve degerlendirme asamalarini uyguladigi ancak
asamalar1 uygulamadan oyunlarla yaratici drama ¢alismalarina yer verildigi sonucuna ulasilmistir.
Arastirma bulgularma benzer olarak Ulutag (2011) “yaratict drama, tiyatronun tekniklerinden
yararlanan bir disiplindir, yaratict dramanin 6ziinde “oyun” kavrami yer alir¢” demistir. Kaaland-
Wells (1994) arastirmasinda Ogretmenlerin drama calismalarinda oyunun 6nemli yer aldigini
belirtmistir. Yaratici dramada hazirlik asamasinda oyunlara yer verilmesi ile ilgili alanyazinda
benzer agiklamalar bulunmaktadir. Yaratict drama oyun iizerine kuruludur ve oyunsu siirecler igerir
(Geng, 2003; Karakaya, 2007). Metinnam ve Karaosmanoglu’nun (2021) calismasinda “yaratici
drama siirecinde oyunlart kullanmanin ¢esitli amaglart olabilir, bazen bir konuyu 6gretmek ya da
kazanimlar1 gergeklestirmek, bazen becerileri gelistirmek bazen de bir canlandirma etkinligine giris
niteliginde oyunlar kullanilabilir.” denilmektedir.

Arastirma bulgularina gore; canlandirma agamasinda katilimcilarin yaratict drama teknikleri
kullandiklar1 sonucuna ulasilmistir. Konu ile ilgili olarak (Adigiizel, 2019), “Canlandirma asamasi,
canlandirilacak konu ¢ergevesinde egitmen tarafindan verilen, bir baglangic noktasi olan dogaglama
teknigi ve rol oynama teknikleri ile diger tekniklerin yogun olarak kullanildigi bir asamadir.”
aciklamas1 yapmuistir.

Bu arastirmada smif 6gretmenlerinin yaratict dramanin degerlendirme asamasinda, resim
yapma etkinlikleri, poster ve afis hazirlama etkinlikleri, slogan {iretme ve siir yazma etkinlikleri
ve gazete haberi hazirlama etkinliklerine yer verdigi sonucuna ulasilmistir. Bu goriis alanyazinda
da desteklenmektedir. Adiglizel (2019) degerlendirme asamasi ile ilgili olarak “yaratici dramada
elde edilen sonuglarin tartisildigi ve degerlendirildigi bir asamadir. Bu asamada yaratict dramanin
dogasima yonelik yapilacak caligmalar, goriis aligverisleri, konusarak olabilecegi gibi rol iginde ya da
disinda yazma, resim yapma, poster ve afig hazirlama ya da heykel olusturma bi¢iminde de olabilir”
demektedir.

Aragtirmada smif Ogretmenlerine konu ile ilgili beklenti ile Onerileri sorulmus ve
aragtirma sonuglarma gére OGO’lerin kaynastirma uygulamalari siirecinde smif égretmenlerinin
beklentilerinin; yaratict drama egitimlerinin diizenlenmesi, farkindahin arttirilmasi, OGO’lerin
egitimde yaratic1 drama yontemimin zorunlu olmasi ve siif mevcutlarinin buna gore diizenlenmesi
oldugu belirlenmistir. Bulgulara benzer olarak Duran ve Toptas (2022) da arastirmalarinda;
ogretmenlerin yaratict dramay1r OGO igin etkili bir yontem olarak gordiiklerini, yaratict drama
calismalarinda Ogrenmelerin daha kalict oldugunu, 6grencilerin egitim siirecine katildiklarini
belirtmiglerdir. Bir baska benzer aragtirma Yildirirm ve Acarlioglu (2023) tarafindan yapilmistir.
Bu arastirmaya gore; yaratict drama ¢alismalarinin dzellikle OGO’ler icin de yayginlastiriimasinin
yararli olacagi sonucuna ulasilmisti. Bununla birlikte 6grenci sayisinin fazla olmasi ve sinif
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diizeninin yaratict drama calismalarina uygun olmamasi nedeniyle yaratict drama ydnteminden
yeterince yararlanamadiklart sonucu elde edilmistir. Benzer arastirmaya gore (Selvi, 2013) siniflarin
cok kalabalik olmasi durumunda yaratict drama yonteminin uygulanmasi zorlagsmaktadir.

Oneriler

» OGO’lerin kaynastirma uygulamalar siirecinde, yaratict drama ¢alismalariin daha rahat
bir sekilde yapabilecegi yaratici drama atolyeleri kurulabilir.

+ Kaynastirma uygulamalari i¢in smifinda OGO olan géniillii 6gretmenlerine yaratic
drama egitmenligi egitimi verilmesi ve bu egitimi alan 6gretmenlerin de gorev yaptig1 okullardaki
Ogretmenlere yaratici drama c¢alismalarinda destek vermeleri saglanabilir.
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Introduction

The right to receive an education is considered mandatory, and the quality of education should
be such that it addresses the needs of every individual (Cavdar & Doymus, 2016; United Nations
Educational, Scientific and Cultural Organization [UNESCO], 1994). Individuals, through the
vehicle of education, undertake these processes within society. Consequently, it is imperative that
individuals, irrespective of gender, culture, religion, language, or socio-economic status, be brought
together through education (Ulutas, 2011). Education serves as a means through which individuals
can become productive both socially and economically (Calik, 2003). The right to education is
recognized as a fundamental human right, with the realization of this right underscored as a duty of
the social state (Algan, 2013). For individuals to benefit from the right to education, it is contingent
upon states to acknowledge this right and enact positive measures. Education and training are
considered paramount duties among social states, aiming to ensure that citizens avail themselves of
these rights with equal opportunities (Sisman, 2014).

Special education is a form of education conducted by specifically trained individuals to
assist in the development of students with special educational needs (SSEN), meet their educational
requirements, overcome impediments to their deficiencies, and ensure their freedom and productivity
(Aksoy, 2016). Special education involves the implementation of specially designed educational
programs and teaching methods in environments tailored to the specific conditions of SSEN(Kargin,
2004). Inclusive education practices are employed for SSENthrough the process of mainstreaming
(Ozaydin, 2020). Inclusive practices, irrespective of differences, aim to ensure that SSEN benefit from
their right to education, emphasizing values such as equality and social justice (Sadioglu, 2011). In
this context, the participation of SSEN in inclusive practices in general education classrooms holds a
distinct and significant place. The implementation of inclusive practices involves various elements,
including teachers, SSEN, peers, families, administration, as well as support and additional services.
The utilization of inclusive practices is crucial for SSEN to acquire both academic (e.g., language and
mathematics skills) and non-academic (e.g., self-care and nutrition skills) competencies, enabling
them to actively participate in societal life (UNESCO, 1994; Uysal, 2003).

Inclusive practices refer to the education of individuals with special educational needs (SEN)
alongside their peers in regular schools and classrooms, taking into account the needs of SSEN and
obtaining input from their families (Sar1, 2002). These practices are defined as the facilitation of
integration into educational classrooms with peers for SSEN (Kniveton, 2010). The primary goal of
inclusive practices is not to ensure that SSEN develop similarly to their peers but rather to optimize
the utilization of their abilities and enhance their ease of living within society (Toran et al., 2017).
Active participation in education for SSEN translates to increased success for them, contributing to
greater recognition and acceptance within society (Tomlinson, 2000).

Historically, SSEN were educated separately from their peers. The idea of SSEN receiving
education alongside their peers, which began to be voiced in the 1950s and before, gained more
prominence in the 1960s, coinciding with the industrial revohition and its aftermath (Sipal, 2004).
Research conducted during this period indicated that when SSEN were provided with opportunities
for education in the same school and classroom as their peers, they developed positive relationships
and actively participated in class activities. The initiative for inclusive practices was initially taken
by the parents of SSEN. In the realm of special education, inclusive practices first commenced with
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individuals experiencing visual impairment (Ministry of National Education [MNE], 2020; Sipal,
2004).

Significant advancements related to individuals with special educational needs (SEN)
in Turkey trace back to the 1950s. The enactment of Law No. 6972, titled “Law on Children in
Need of Protection,” occurred in 1957, representing a pivotal moment in the legal framework
surrounding SSEN (Altan, 2006). The importance of the 1960s in terms of special education lies in
the constitutional guarantee of the rights of SSEN, as Article 48 of the 1961 Constitution ensures
state protection for them (Ozkul, 2023). The year 1973 witnessed another crucial development with
the inclusion of the provision “special measures are taken to educate SSEN” in Article 8 of Law No.
1739, the Fundamental Law of National Education. This statement marked a significant declaration
within the general education system, affirming the incorporation of special education. Subsequent
to these milestones, inclusive practices commenced in 1983 with the Law on Children in Need of
Special Education, and further widespread implementation occurred with the issuance of Decree
Law No. 573 in 1997 and the enactment of the Ministry of National Education Regulation on Special
Education Services in 2000 (MNE, 2020).

The successful implementation of inclusive practices for individuals with special educational
needs (SEN) depends on their optimal utilization of both special and regular educational services.
Various factors play a crucial role in the effectiveness and success of inclusive practices (Y1lmaz and
Melekoglu, 2018). Key elements include physical conditions, institutional management, families of
SSEN, support services, teachers, and the methods and techniques used in educational environments.
In the realm of inclusive education practices, interactions among SSEN are considered crucial (Bilgic
& Batu, 2023). Therefore, the utilization of methods and techniques that actively engage children
in educational settings will enhance the efficiency and effectiveness of the process (Aykag, 2011).
From this perspective, one of the pathways that contributes to increased efficiency and permanence
in learning is the use of creative drama, where students actively participate and take on roles within
the learning process (Akkose, 2015). Creative drama, supporting various developmental domains in
children, has implications for individuals’ affective, cognitive, and social development. It also plays a
significant role in the development of SSEN (Dibek, 2003). The use of creative drama has a positive
impact on the language and communication skills, as well as problem-solving abilities, of individuals
with special educational needs (SEN). It is observed that creative drama plays a role in fostering positive
relationships between SSEN and their environment (Omeroglu, 1992). In the realm of education for
SSEN, creative drama serves as a crucial model. Creative drama encourages individuals to discover
their latent abilities and focus on their positive aspects. Communication activities in creative drama
involve both verbal and non-verbal communication, contributing to effective communication skills
(Bayhan, Yiikselen, 2007). The effectiveness of creative drama, a method proven to positively impact
the education of typically developing individuals, is also acknowledged in the education of SSEN,
yielding positive outcomes (Eratay, 2021). In conclusion, creative drama is defined by relationships
among group members, exchanges of influence and response, interaction among participants, and
dramatic situations (San, 1990). Similarly, it involves bringing a purpose or idea to life based on the
experiences of group members, especially through improvisation and role-playing techniques, under
the guidance of an experienced instructor. These enactment processes rely on spontaneity, the principle
of “here and now,” and ““as if”” acting. Creative drama directly benefits from the general characteristics
of play (Adigiizel, 2019). Like a river forming continuous connections, creative drama binds the
starting and ending points of its shores, making it an essential tool for everyone (McCaslin, 2005).
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The creative drama method, due to the reluctance of students with special educational needs
(SEN) to learn based on their situations in the learning process and negative factors in the educational
process, serves as a powerful tool for active participation in the educational process of SSEN (Erdem,
2021). The inability of SSEN to demonstrate their existing potentials and their communication
problems with peers limit both their academic achievements and social skills. This situation leads to
a widening gap between SSEN and their peers (Erdogan, 2017). In the process of inclusive education,
it is crucial not only to provide social skills to SSEN but also to consider how programs are presented
to students and which methods and techniques are used. To better support children, it is necessary
to utilize methods and techniques in which they actively participate in the learning process (Choi
& Kim, 2003). One of the learning methods where students are active and engaged in the learning
process in educational environments is creative drama. The creative drama method can be employed
to enhance learning and increase students’ participation in classes and activities (Kirmizi, 2022).

In inclusive education practices, classroom teachers take on extensive responsibilities.
However, the effectiveness of these practices is heavily influenced by the methods and techniques
used (Lindsay, 2007). Therefore, if classroom teachers use creative drama as a method in their
lessons, knowing its effectiveness in inclusive education practices will lead to a more widespread use
of the creative drama method and an increase in its effectiveness (Terpstra & Tamura, 2008).

In the existing literature, various studies have been encountered regarding the positive effects
of the creative drama method on the learning process (Annarella, 2000; Ulutas, 2011; Samsunlu, 2015;
Sar1 and Karamuklu, 2021; Yildirim and Acarlioglu, 2023). However, it is noteworthy that, as of now,
there is a lack of research specifically addressing the utilization of the creative drama method in the
implementation of inclusive practices at the elementary school level. Consequently, the aim of this
study is to determine the thoughts of primary school teachers regarding the use of the creative drama
method in the implementation of inclusive practices for students with special educational needs.

Research and Publication Ethics

The research data were collected during the academic year 2022-2023, following the approval of
protocol number 07/12 by the Sakarya University Ethics Committee on 11.05.2022. The study
adhered to all regulations outlined in the “Higher Education Institutions Scientific Research and
Publication Ethics Directive.”

Method

In this section of the research, details regarding the research design, study group, data collection tools
and process, data analysis, and validity and reliability are provided.

Research Model

A qualitative research method was employed in this study to gather the opinions of primary school
teachers. Qualitative research offers more in-depth information about social phenomena compared
to quantitative research. Qualitative research is necessary to address questions that are challenging
to express with traditional research methods (Frankel & Devers, 2000). Multiple case study design,
a qualitative research pattern, was utilized to obtain the data. Multiple case studies are employed
as a strategy to enhance reliability or generalize findings (Miles, Huberman, 1994). Case studies
are rooted in experiences, involving an in-depth examination of a current event or situation in an
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authentic context. It is a methodical approach to gain systematic knowledge about how a limited
system functions (Chmiliar, 2010). Case studies involve the researcher deeply exploring one or more
situations over time, using various data collection tools (observations, interviews, visual and auditory
materials, etc.) to identify themes related to the situations (Creswell, 2007).

Study Group

The study group consists of 12 class teachers, comprising 7 females and 5 males, who are currently
engaged in teaching at the levels of 1st to 4th grades in primary education schools affiliated with
the Ministry of National Education (MEB) during the academic year 2022-2023. These teachers
have either currently or previously had students with integration needs in their classrooms and have
received training in the field of creative drama. Face-to-face interviews were conducted with 8
teachers, while 4 teachers were interviewed in an online environment.

Table 1. Demographic Information About Participants

No Age Gender ServiceYear Class Level Class Size Number of SSEN  Receiving IP?

T1 34 Female 12 2 34 1 Y
T2 42 Female 23 2 32 3 Y
T3 35 Female 12 2 32 2 Y
T4 48 Male 24 2 35 2 Y
T5 52 Female 25 2 34 1 N
T6 36 Male 15 1 28 1 N
T7 32 Male 15 4 46 2 Y
T8 30 Female 10 2 38 3 Y
T9 34 Male 14 2 41 1 Y
T10 38 Female 18 3 34 1 N
T11 35 Female 15 2 27 4 Y
T12 41 Male 18 2 33 2 Y

Note: Y = Yes, N= No, SSEN= Students with Special Educational Needs, IP= Inclusion Practices

Data Collection Tools

Participant perspectives were obtained using a semi-structured interview form prepared by the
researchers. The semi-structured interview form includes one or more open-ended questions, which
are posed to the participants (Yildirim and Simsek, 2021). After obtaining expert opinions, the
interview form underwent corrections and a pilot interview was conducted. Feedback from expert
opinions and the pilot interview were considered in the development of the interview form. Prior to
the research, participants were provided with information. Teachers who voluntarily participated
in the study were included. Some of the data was recorded using a voice recording program, while
others were obtained in written form. Face-to-face interviews with teachers were conducted in a
suitable environment at the teacher’s school, and online interviews were conducted using an online
meeting program with only the participant and the interviewer present.

Data Analysis

The data obtained from classroom teachers through the semi-structured interview form was analyzed
using the content analysis method. The fundamental process in content analysis involves bringing
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together similar data within the framework of specific concepts and themes, and organizing them
in a way that the reader can comprehend, followed by interpretation (Yildirim and Simsek, 2021).
Initially, the interview transcripts were transcribed into written form. In presenting the teachers’
opinions in the research, code names such as “T1, T2, T3...” were assigned to them.

Validity and Reliability

Before conducting interviews with participants, the interview questions were administered to three
classroom teachers, and their responses were examined. The examination revealed that the answers
provided in accordance with the questions were clear and aligned with the purpose of the interview
questions. During the preparation and analysis process of the research questions, the opinions of two
experts in the field of creative drama were sought. Necessary adjustments were made based on these
expert opinions. Participant views were also analyzed together with these experts. To ensure validity
in the research, researchers took necessary precautions and created appropriate conditions and
environments for data collection, including expert opinions, confirmation from voluntary participants,
and gathering health data during the process of obtaining participant views. Additionally, consistency
in the existing findings was examined to enhance data validity. The theoretical compatibility with the
literature was considered when preparing the interview questions. Researchers were present during
the collection of participant views, providing guidance when necessary and ensuring that the research
data loss was minimized. Thus, efforts were made to maximize the relevance of the collected data to
the research purpose, and coding for interview questions was compared to ensure consistency.

Research and Publication Ethics

Research data were collected in the 2022-2023 academic year after the decision of Sakarya University
Ethics Committee with protocol number 07/12, dated 11.05.2022. In the study, all the rules specified
in the “Higher Education Institutions Scientific Research and Publication Ethics Directive” were
followed.

Findings

At this stage of the study, the analyses of responses provided by classroom teachers with students
having special educational needs are presented in the form of findings.

According to the current results of the research, it is observed that classroom teachers
emphasize the importance of using the creative drama method in inclusive practices involving SSEN,
and they have achieved positive outcomes in their endeavors where creative drama is utilized as a
method. However, they perceive it as challenging in classrooms with a high student population.
Additionally, classroom teachers have expressed the need for teachers withSSEN in their classes to
receive training in creative drama.

Table 2. Creative Drama Themes in the Process of Inclusion Practices

The Effects of Creative Drama Method on the Inclusion Practices Process
The Preparation Stage of Creative Drama in the Inclusion Practices Process
The Animation Stage of Creative Drama in the Process of Inclusion Practices
The Evaluation Stage of Creative Drama in the Inclusion Practices Process
Teachers' Suggestions and Expectations
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The Effects of Creative Drama Method on the Inclusion Practices Process

In this category, participant classroom teachers were queried about the effects of the creative drama
method on the learning process during inclusive practices, and a table has been created presenting the
responses obtained along with their frequencies.

Table 3. The Effects of Creative Drama Method on the Inclusion Practices Process

Codes Participant
Communication T1, TS, T7, T11
Self-expression T1,T2, T8, T12
Participation in events T3, T4, T6, T10
Socialization T1,T7, T8, T9
Feeling valuable and special T4, T12
Feeling Comfortable T6
Participation in group activities T7

Feeling as a part of the classroom T9

Learning by experiencing T11

Increased interest in the course T9

When participant teachers were asked about their thoughts on the use of the creative drama
method in the process of implementing inclusive practices for students with special educational
needs (SEN), the majority of participants expressed that children socialize, express themselves,
communicate, and participate in activities. They also noted that children have fun while learning and
feel valuable and special. Some participant statements in this regard are as follows:

“Yes, now, because a traditional teaching method is applied, especially in crowded
classrooms, I think creative drama is very important for children to express themselves,
communicate with their peers, and gain social skills.” (T1).

“The use of creative drama techniques is particularly important in working with special
needs students, both in terms of language development and their ability to express themselves
socially. Since these students have difficulty expressing themselves in a class setting, we must
approach them with different methods. The most important method here, in my opinion,
is creative drama. It gives children a chance to express themselves more freely and be
themselves.”(T2).

“Creative drama ensures effective participation in the class for both inclusive and regular
students. It makes them feel important and valued. It contributes to their sense of importance...
(T4).

“Compared to other methods, creative drama is more beneficial; children feel more
comfortable expressing themselves and participate more willingly in classes and activities.”
76).

“I believe that it will contribute to the development of communication skills, teamwork, and

socialization of children with special needs.” (T8).

“... “...It has a significant impact on increasing students’interest in both school and lessons.
Creative drama provides a sense of group belonging according to their special needs in this
process, and students feel special as part of a group. Through creative drama, students with
special education needs see themselves as part of the class.” (T9).
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‘LT 1 observe that creative drama activities contribute significantly to students finding
themselves and expressing themselves.” (T12).

It

... ..t has a significant impact on increasing students’interest in both school and lessons.
Creative drama provides a sense of group belonging according to their special needs in this
process, and students feel special as part of a group. Through creative drama, students with
special education needs see themselves as part of the class.”(T9).

Techniques of Creative Drama Method in the Process of Inclusion Practices

In this category, the participants were asked what creative drama techniques they used in the process
of inclusion practices and a table was created in line with the answers given.

Table 4. Creative Drama Techniques Used in the Inclusion Practices Process

Codes Participant

Improvization T1,T2, T3, T4, TS5, T6, T8, T9, T10, T12
Roleplay T1, T2, T3, T4, TS, T6, T7, T8, T9, T10, T12
Dramatization T8, T12

Role cards T7, T8

Still Image T4, T6

Corridor of Consciousness T3

Red Chair TS5

Organizing a Meeting T7

Off-Voice T8

Pantomime T8

Impressions TI11

Red Chair T5

Looking at Table 4, it can be observed that classroom teachers employ a variety of techniques
in creative drama activities during inclusive practices. According to the table, all teachers use role-
playing techniques, and the majority also utilize improvisation techniques. In addition to role-playing
and improvisation, other techniques such as frozen image, role cards, dramatization, consciousness
corridor, red chair, meeting arrangement, external voice, mime techniques are also preferred. One
participant mentioned that they only incorporate imitations during the enactment phase. Some
teachers provided the following opinions regarding the use of creative drama techniques in creative
drama activities.

“So, there are improvisations, but I can ask for more improvisation. I use improvisation
more, and occasionally, I use role-playing, sometimes consciousness corridor. If there is any
lesson, any topic, what comes to your mind in terms of improvisation related to that? It can
be role-playing as well. I can say that I use these methods.” (T3).

“For example, I use the red chair technique, consciousness corridor technique. [ mostly
focus on improvisation and role-playing. I choose the technique that suits the subject.’T5).

“I mainly focus on improvisation, role-playing, and, in addition, frozen image; I use that
as well. I use many techniques, and when they all come together, I think they provide that
enactment, that communication.”’T6).
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“In the creative drama processes, of course, improvisation and role-playing techniques are
extensively used. However, for addressing students with special needs and facilitating the
processes, it is appropriate to use techniques such as dramatization, role cards, and external
voice. Pantomime is also one of the techniques I use.”(T8).

““In the application of creative drama techniques, I mostly incorporate improvisation
and role-playing techniques. I believe these are very effective techniques for a child to
express themselves and easily adapt to the process, especially at the beginning of creative
drama.”(T10).

I

... “... I prefer enactments where short tasks are given based on the text. I prefer imitating
and then speaking about it. "T11).

The Stages of Creative Drama Method in the Process of Inclusion Practices

Within the scope of this category, classroom teachers stated the creative drama stages they applied in
the process of inclusion practices.

Table 5. The Stages of the Creative Drama Method in the Process of Inclusion Practices

Codes Participant

Warm-up/Preparation stage T1, T2, T3, T4, TS5, T6, T8, T9, T10, T11,12
Animation stage T1, T2, T3, T4, T5, T6, T8, T9, T10, T11,12
Evaluation stage T1,T2, T3, T4, T5,T6, T8, T9, T10, T11,12
I can't follow the stages T7

According to Table 5, it can be seen that the majority of the participating classroom teachers
included the creative drama stages, namely the warm-up/preparation stage, animation stage and
evaluation stage, in the process of inclusion practices, and one participant did not implement the
stages. Some of the teachers’ opinions are as follows.

“We start with warm-up and games. Then we do improvisations and animations. We extend
the animation stage. Finally, we conduct the evaluation stage.” (T1).

“There is a preparation stage first, then animation, and finally, I implement the evaluation
stage. In the preparation stage, I start with games, then I have them enact related to that topic.
Here, improvisation and role-playing can be involved. Later on, we can create something
related to the lesson we learned, like a relevant picture, or we can do a poster project with
it.” (T3).

“Due to the definition of creative drama, I use the warm-up, preparation, enactment, and
evaluation stages. [ structure the stages according to the nature of the lesson and topic.”
(T8).

“[ incorporate warm-up, animation, and evaluation stages.” (T11).

“In classrooms where the number of students is large, there are certain difficulties in planning
a full-fledged creative drama process, but the process’s usability becomes more prominent,

especially in the warm-up process. However, the large number of students disrupts the
enactment and evaluation processes.” (T12).

“To be honest, designing and implementing creative drama processes in the classroom
environment is quite challenging. I try to implement the games, activities, and usable
activities I get from creative drama processes in the classroom, even if it's in pieces.” “(T7).
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The Preparation Stage of the Creative Drama Method in the Process of Inclusion Practices

Participating classroom teachers stated how they included the preparation stage of the creative drama
method in this category. The teachers’ answers are stated in the table.

Table 6. The Method of Creative Drama in the Inclusion Practices Process, Preparation Stage

Codes Participant
Starting with Games T2, T3, T4, TS5, T6, T7, T8, T9, T11, T12
Starting with Gestures and Facial Expressions T1, T10

The majority of teachers stated that creative drama started with games during the warm-up
and preparation stage.

“I always start with games, sir. Then, I incorporate warm-up activities related to the subject
and concepts. ”(T2).

“I primarily begin with games and specifically involve students with special needs in the
process. During this stage, 1 ensure all children play a role. Children with special needs
actively participate in this process and sustain its continuity. ”(T5)

“I emphasize games more during the warm-up stage. These games are designed to prepare
the student for dramatization and facilitate their role-playing. ”(T7)

“...“Children tend to focus better on the topic when they play games during warm-up
processes. That's why I start often with games during the warm-up stage.” (T9).

“Children, especially during warm-up processes, focus better on the topic through the games
they play. I involve them in the process by incorporating more games during the warm-up
stage.” (T12)

According to Table 6; two participants mentioned starting the preparation and warm-up
stages with “body stretching, facial expressions, and gestures.

“In the preparation stage, I encourage them to use their bodies more.” (T1).

“In the warm-up stage; I perform body stretching and relaxation, facial expressions and
gesture exercises, and breathing exercises. ”(T10).

The Animation Stage of the Creative Drama Method in the Inclusion Practices Process

In this category, participants were asked how they included the animation stage of the creative drama
method in the process of inclusion practices, and participant responses are given in the table.

Table 7. The Animation Stage of the Creative Drama Method in the Inclusion Practices Process

Codes Participant
Using Creative Drama Techniques T1,T2, T3, T4, TS5, T6, T7, T8, T9, T11, T12
Not Using Creative Drama Techniques T10

99



Emrah Bilgi¢ & Ziilfii Alimterim - Yaratict Drama Dergisi 2024, 19(1), 90-108

Table 7 shows that the participants mostly used creative drama techniques in the animation
stage of creative drama. One participant said, “I make them participate in role-plays,” but did not
specify which technique they have used.

Some teachers’ opinions about how creative drama includes the animation phase are given
below.

“In the animation stage, I mostly include improvisation and role-playing techniques. However,
1 also mostly use the dramatization technique in which we give the role ourselves.” (T4).

“In the animation stage, I generally work on achievement-oriented works using creative
drama techniques. Role playing and improvisation are the techniques I use most. Children
with special needs participate more actively in this process.”(T7).

“I assign animations in connection with the games in the warm-up stage. I have them do
double improvisations, simultaneous improvisations. These can be texts and situation cards
related to lessons and subjects.”(TS)

“During the role-play stage, in line with the instructions given, I ensure that the student
with special needs performs the role-play as desired, at a stage where the work to be done is
shaped, revealed, and exhibited to all participants.” (T10)

“In the animation stage I mostly prefer double improvisation, I use still image expression
techniques that express emotions.” (T11)

The Evaluation Stage of Creative Drama Method in the Inclusion Practices Process

The works done by the participants during the evaluation phase of the creative drama method in
the inclusion practices process are discussed in this category, and the answers received from the
participants and their frequencies are shown in the table.

Tablo 8. Kaynastirma Uygulamalar1 Siirecinde Yaratict Drama Y 6nteminin Y6ntemi Degerlendirme

Asamasi
Codes Participant
Drawing activities T1, T2, T3, T4, T5,Te, T8, T9, T11, T12
Question-answer method T1,T5, T8, T10, T12
Poster preparation activities T3, T4, T6, T9
Poster preparation activities T1, TS5, T12
Slogan production activities T4, T7
Poetry writing activities T5,T7
Newspaper news creation activities T5
Station technique T7
Sculpture creation activities T8
Role playing technique T2
Game activities T11
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According to Table 8; It is seen that the majority of participants include more visual studies
in the evaluation stage. 10 of the participants included drawing studies. However, these participants
also included activities such as preparing banners and posters, writing poems, and creating newspaper
news. After painting studies, the most used method is the question-answer method. Some teachers’
opinions about what they include in the evaluation stage are given below.

“I especially initiate activities such as preparing posters, making paintings, and question
and answer.” (T1).

“It could be the poster making. I incorporate posters. It could be drawing/painting about a
subject. I organize activities related to the subject.”(T3).

“They are greatly affected by the evaluation part stage the drawing, poster and painting
processes. Displaying the work they do as a group on the classroom boards also completes a
motivating process.”(T9).

Actually, all evaluation stages are different, sometimes we only use the question and answer
method. We just paint or write poetry... Sometimes we make posters or write newspaper
articles. (T5).

“During the evaluation stage, activities in which students with special needs can express
themselves in accordance with their competencies should be selected. It could be creating
a sculpture with a group and evaluating the process, painting a picture, or making an
evaluation in one word.”(T8).

“In the evaluation stage, I initiate drawings, creating products, or making comprehension
exercises through games.” (T11).

“During the evaluation stage, I would like the student with special needs to evaluate the work
done. To do this, I would invite mental visualization with open-ended questions. Additionally,
I'would ask sensory and cognitive questions.”(T12).

Teacher Suggestions and Expectations Regarding the Creative Drama Method in the Process
of Inclusion Practices

In this category where the recommendations and expectations of classroom teachers regarding the use
of the creative drama method in inclusive education practices were solicited, the responses obtained
from teachers are delineated in the table.

Table 9. Teachers’ Suggestions and Expectations

Codes Participant
Arranging class sizes To6, T7, T8, T9
Organizing creative drama trainings T1, T4, TS
Making the creative drama method compulsory for SSEN education T1, TS5, T2
Increasing awareness regarding the use of creative drama T3

Table 9 solicited recommendations from classroom teachers regarding the utilization of the
creative drama method in the inclusive education practices. Among the 4 participants responding to
this question, it was noted that they faced challenges when conducting creative drama activities in
crowded classrooms, emphasizing the need for adjustments in class size.
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Three participants expressed that the use of the creative method should be mandatory for
teachers with SSEN, while one participant emphasized the necessity to increase awareness about the
use of creative drama. Noteworthy opinions on this matter include the following:

“The utilization of the creative drama method will facilitate the participation of students with special
needs in the educational process. In this regard, in-service training sessions should be organized.” (T1).

“I believe that creative drama can be utilized in many lessons, catering to both inclusive students
and my own students. However, its application is subject to the intensity of the curriculum, and at times, we
are unable to incorporate creative drama due to these constraints. We effectively integrate it into many of our
lessons. In this sense, it would be beneficial for both myself and other colleagues to use it more frequently.
Regarding this matter, collaboration with the Ministry of National Education and Public Education Centers
can be enhanced, and courses can be offered. I believe that the creative drama method should be employed
more extensively. Yes, but it is often hindered by the intensity of the curriculum. Yes, but it is often hindered by
the intensity of the curriculum.” (T3).

“Yes, we share experiences with colleagues at my school. Numerous courses or seminars should be
conducted in this field, especially making these trainings mandatory for teachers with inclusive students.” (T4).

“Especially in the disadvantaged area where I work, conducting creative drama activities with
children in the education environment is very challenging due to physical conditions. Class sizes are also very
large. Inclusion students struggle to participate in routine educational activities, so awareness should first be
created among administrators and teachers for these students. Subsequently, teachers can be trained to utilize
the healing and unifying power of creative drama.” (T8).

“I face difficulties in ensuring the active participation of special needs students in the process. 1
believe that using the creative drama method can lead to faster resolution of some problems during the process,
resulting in greater success. (T10).

The class sizes for students with special needs should definitely not exceed a certain limit. To ensure
good evaluations and self-expression of these students in the process, they should be included in classes with
a maximum of one student in crowded classrooms, with planning made accordingly. Although the regulations
seem to support these processes, the current situation in the field and the high number of students in classes do
not positively support this process.” (T12).

Discussion and Conclusion

In this study, the aim was to gather the thoughts of classroom teachers regarding the use of the
creative drama method in the inclusive practices process for students with special educational needs
(SEN). Positive effects of using creative drama as a method in the education of SSEN have been
observed.

Creative drama is based on participants’ experiences, allowing them to be the subjects of
the method. In this regard, the creative drama method emphasizes the importance of individuals/
students’ experiences related to education.

Creative drama allows individuals to implement what they have learned in the learning
process, making it a significant learning method at every stage of education (Fazlioglu & Dogan,
2013).

According to the research findings, classroom teachers stated that the use of creative drama
as a method in the inclusive practices process for SSEN resulted in more active participation in
lessons, more lasting learning, positive contributions to language development, and the acquisition of
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social and language skills. Similar to these results, Ulutas (2011) found in their research that creative
drama education had a significantly positive impact on the social communication skills of SSEN.
Erdogan et al. (2018) also identified in their research that the use of the creative drama method led
to increased interaction of SSEN with peers and teachers, as well as more effective participation in
lessons. Additionally, Samsunlu (2015) concluded in their study that the participation of SSEN in
creative drama activities increased their communication skills and willingness to work togetheri
Isikdogan (2023), Sar1 and Karamuklu (2021) also found in their studies that the use of creative
drama in activities for SSEN led to increased school success and adaptation through improved social
and emotional groups. Another study supporting similar findings is the research conducted by
Colak (2019). According to this research, students with special educational needs (SSEN) actively
participate in creative drama activities and learn by doing, leading to increased retention of learning.
A study by Papaioannou & Kondoyianni (2022) also found that the creative drama method enhances
not only the language skills but also teamwork and social skills of SSEN. Similar findings have been
obtained in other studies. Yildirim and Acarlioglu (2023) and Onemli et al. (2015) concluded in
their research that SSEN acquire various skills through creative drama activities. Some of these skills
include self-confidence, communication, respect, love, and adaptability. Annarella (2000) found in
her study that creative drama is a creative and holistic tool for the interaction of language skills.
Avcioglu (2012) and Geng (2003) also concluded in their research that SSEN gain self-presentation
skills and develop social relationships with their peers through creative drama activities, emphasizing
the need to increase such activities for equal interaction among peers.

Based on the findings of the study, it is concluded that classroom teachers predominantly
use improvisation and role-playing techniques in creative drama activities for students with special
educational needs (SSEN) in the inclusive practices process. In the literature, research by San (1990)
and Adigiizel (2006) emphasizes the importance of improvisation and role-playing techniques in
creative drama activities. Additionally, McCaslin (1990) suggests the necessity of using improvisation
and role-playing techniques in creative drama lessons, and Yildirim and Acarlioglu (2023) noted that
classroom teachers predominantly use role-playing and improvisation techniques, especially due to
the playful nature of primary school children, who are in the age of playfulness.

Examining the findings related to the third research question, it was concluded that
participants utilize the creative drama method for effective instruction in inclusive practices.
However, it was noted that while participants apply the stages of creative drama, namely preparation/
warm-up, animation, and evaluation, in some instances, games are prioritized over strictly adhering
to these stages. Similar to the research findings, Ulutas (2011) emphasized the fundamental role
of games in creative drama, defining it as a discipline that benefits from theatrical techniques with
the core concept of “play.” Kaaland-Wells (1994) also acknowledged the significance of games in
drama studies conducted by teachers. In the literature, there are comparable statements regarding the
incorporation of games in the preparation stage of creative drama. The nature of creative drama is
inherently linked to play, encompassing playful processes (Geng, 2003; Karakaya, 2007). Metinnam
and Karaosmanoglu (2021) suggested that games can serve various purposes in the creative drama
process, such as teaching a topic, achieving learning outcomes, or enhancing skills.

Regarding the animation stage, it was found that participants employed various creative
drama techniques. Adigiizel (2019) described this stage as one where improvisation and role-
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playing techniques, serving as the starting point within the framework of the topic to be enacted, are
intensively utilized.

In the evaluation stage, participants were observed to engage students in activities such as
drawing, preparing posters and banners, creating slogans and poems, and composing newspaper
articles. This aligns with Adigiizel’s (2019) assertion that the evaluation stage involves discussing
and evaluating the results obtained in creative drama. This stage may include activities inside or
outside the role, such as writing, drawing, preparing posters, creating sculptures, or engaging in
discussions. The study also explored the expectations and suggestions

of classroom teachers related to the use of creative drama for students with special educational
needs (SSEN) in inclusive practices. The findings indicated that teachers expect organized creative
drama training, increased awareness, mandatory implementation of creative drama methods in SSEN
education, and adjustments in class sizes accordingly. Similar results were obtained in the study
by Duran and Toptas (2022), where teachers perceived creative drama as an effective method for
SSEN, leading to more sustainable learning outcomes and active student participation. Yildirim
and Acarlioglu (2023) also found that the widespread implementation of creative drama practices,
especially for SSEN, would be beneficial. However, challenges such as large class sizes and
unsuitable classroom arrangements hindered teachers from fully benefiting from the creative drama
method. Selvi (2013) also concluded that the application of the creative drama method becomes
challenging when class sizes are too large.

Suggestions

* Creative drama workshops can be established to facilitate the implementation of creative
drama activities in the inclusive practices for students with special educational needs (SSEN).

* Providing creative drama training to voluntary teachers with SSEN in their classrooms for
inclusive practices, and encouraging these trained teachers to support their colleagues in implementing
creative drama activities, can be implemented.

References

Adigiizel, O. (2006). Yaratic1 drama kavramu, bilesenleri ve asamalar1. Yaratict Drama Dergisi, 1(1),
17-30.

Adigiizel, O. (2019). Egitimde yaratict drama (6. Baski). Istanbul: Yapi Kredi Yayinlari.

Akkose, E. E. (2015). Okuloncesi egitimi fen etkinliklerinde doga olaylarimin neden sonug iliskile-
rini belirlemede yaratici dramanin etkililigi Yiiksek Lisans Tezi. Anadolu Universitesi, Egitim
Bilimleri Enstitiisii, Eskisehir.

Aksoy, V. (2016). Ozel egitim (1. Bask1). Ankara: Pegem Akademi Yayincilik.

Algan, B. ve Algan, M. (2013). Egitim hakki ve 6zgiirligii baglaminda egitim hizmetlerinin ruhsat
usulii ile dzel kisilere gordiiriilmesi. Ankara Hacit Bayram Veli Universitesi Hukuk Fakiiltesi
Dergisi, 17(3),147-194.

104



Creative Drama Method for Inclusion Practices

Altan, O. Z. (2006). Sosyal politika dersleri. Anadolu Universitesi Basimevi.

Annarella, L. A. (2000). Using creative drama in the writing and reading process. https://eric.ed.go-
v/?1d=ED445358

Avcioglu, H. (2012). Zihinsel yetersizligi olan ¢ocuklara sosyal beceri kazandirmada is birligine
dayal1 6grenme ve drama yontemlerinin etkililigi. Egitim ve Bilim, 37(163).

Aykag, M. (2011). Tiirk¢e 6gretiminde ¢ocuk edebiyati metinleriyle kurgulanan yaratict drama et-
kinliklerinin anlatma becerilerine etkisi. Doktora Tezi, Ankara Universitesi, Egitim Bilimleri
Enstitiisii, Ankara.

Bayhan, P., & Yiikselen, A. (2007). Ozel gereksinimli cocuklarda drama modelleri ve oyun. Yaratic
Drama Dergisi, 1(3/4), 45-56.

Bilgic, E., ve Batu, E. S. (2023). Kaynastirma uygulamalarinda gergeklestirilebilecek uyarlamalar
egitiminin sinif 6gretmenlerinin uyarlamalarin énemine iliskin gériislerine etkisi. Ozel Egitim
Dergisi, 24(3).

Chmiliar, 1. (2010). Multiple-case designs. In A. J. Mills, G. Eurepas & E. Wiebe (Ed.), Encyclope-
dia of case study research (s. 582-583). Sage.

Choi, D. H. & Kim, J. (2003). Practicing social skills training for young children with low peer ac-
ceptance: A cognitive social learning model. Early Childhood Education Journal, 31(1), 41-45.

Creswell, J. W. (2007). Qualitative inquiry & research design: Choosing among five approaches (2.
Baski1).Sage.

Calik, D. D. T. (2003). Egitimde Degisimin Y 6netimi: Kavramsal Bir Coziimleme. Kuram ve Uygu-
lamada Egitim Yonetimi, 36 (36) , 536-557.

Cavdar, O. ve Doymus, K. (2016). lyi bir egitim ortami i¢in yedi ilkenin isbirlikli grenme yontemi
ile kullanilmasinin fen ve teknoloji dersinde basartya etkisi. Atatiirk Universitesi Sosyal Bilimler
Enstitiisii Dergisi, 20(2), 441-466.

Colak, Y. (2019). Disleksi teshisi konmus ¢cocuklara drama ile okuma yazma 6gretimi. Kesit Akade-
mi Dergisi, (20), 225-243.

Dibek, E. (2003). 7-11 Yas 6gretilebilir zihinsel engelli ¢cocuklarda egitici dramanin kelime kazani-
mina etkisi. Yiiksek lisans tezi, Marmara Universitesi Egitim Bilimleri Enstitiisii, Istanbul.

Duran, S. ve Toptas, V. (2022). Sinif 6gretmenlerinin matematik dersinde yaratici drama yontemi ile
ilgili goriislerinin incelenmesi. Uluslararas: Giincel Egitim Arastirmalar: Dergisi, 8(2), 417-433.

Eratay, E. (2021). Ozel egitimde yaratici drama calismalarinin incelenmesi. Uludag Universitesi
Egitim Fakiiltesi Dergisi, 34(30. Ulusal Ozel Egitim Kongresi Ozel Say1s1), 335-385. https://doi.
org/10.19171/uefad.865658

Erdem. A.B. (2021) Iletisim becerilerinin gelistirilmesinde yaratict dramanin kullanimi. Journal of
Innovative Healthcare Practices 2(2), 88-95.

Erdogan K. (2017). Tibitak yayinlar1 erken ¢ocukluk kitapliginda yer alan 6zel gereksinimli birey
iceren kitaplarim incelenmesi, Uluslararas: Katilimli 27. Ulusal Ozel Egitim Kongresi. Samsun.

105



Emrah Bilgi¢ & Ziilfii Alimterim - Yaratict Drama Dergisi 2024, 19(1), 90-108

Erdogan, F. K. , Arslantas, S. ve Kurnaz, A. (2018). ilkokula devam eden kaynastirma dgrencilerinin
siif ici etkinliklere katilim diizeyine yaratict drama yonteminin etkisinin incelenmesi. Yaratici
Drama Dergisi, 13 (2), 199-212.

Fazlioglu. Y. ve Dogan. M.K. (2013). Ogretmenlerin kaynastirmaya iliskin tutumlarmin incelenme-
si- Trakya Universitesi Sosyal Bilimler Dergisi, 15(2), 223-234.

Frankel, R. M., & Devers, K. J. (2000). Study design in qualitative research--1: Developing questi-
ons and assessing resource needs. Education for health, 13(2), 251.

Geng, N. (2003). Egitimde yaratic1 dramanin alimlanmasi. Hacettepe Universitesi Egitim Fakiiltesi
Dergisi, 24,196-205.

Isikdogan Ugurlu, N. (2023). Ozel gereksinimli 6grencilerde okuma yazma becerileri ve yaratici
drama. Kirsehir Egitim Fakiiltesi Dergisi, 24(1), 41-67.

Kaaland-Wells, C. (1994). Classroom theachers perceptions and uses of creative drama. Youth The-
atre Journal, 8(4).

Karakaya, N. (2007). ilkogretimde drama ve ornek bir uygulama. Gazi Universitesi Gazi Egitim
Fakiiltesi Dergisi, 27(1), 103-139.

Kargin, T. (2004). Kaynastirma: Tanimi, gelisimi ve ilkeleri. Ankara Universitesi Egitim Bilimleri
Fakiiltesi Ozel Egitim Dergisi, 5 (2) 1-13. http://hdl.handle.net/20.500.12575/66171

Kirmizi, F. (2022). Ogretmen adaylarinin yaratict drama yéntemini kullanmaya yénelik 6z yeterlik
algilarinin degerlendirilmesi. Pamukkale Universitesi Egitim Fakiiltesi Dergisi , (56) , 198-224.
https://doi.org/10.9779/pauefd.955708

Kniveton, B.H. (2010). A study of perceptions that significant others hold of the inclusion of children
with difficulties in main stream classes. Educational Studies (30), 331-343. https://doi.org/10.10
80/0305569042000224260

Lindsay, G. (2007). “Educational psychology and the effectiveness of inclusive educati-
on mainstreaming”. British Journal Of Educational Psycology, 77(1), 1-24. https://doi.or-
2/10.1348/000709906X 156881

McCaslin, N. (2005). Geng izleyiciler i¢in yaratict drama ve tiyatroda estetigi arayisi. Estetik Egitim
Dergisi, 39 (4), 12-19.

Metinnam, 1. ve Karaosmanoglu G. (2021). Cocuk ve drama. Izge Yayincilik. Ankara.

Miles, M. B., & Huberman, A. M. (1994). Qualitative data analysis: An expanded sourcebook. CA Sage.

Milli Egitim Bakanligi (2020). Ozel egitim hizmetleri yonetmeligi. http://orgm.meb.gov.tr adresinden
19.06.2023 tarihinde edinilmistir.

Omeroglu, E. (1992). Okul Oncesi isitme engelli ¢ocuklarin kaynastirilmasinda yaratict drama
egitimin kullanilmasi. Ankara Universitesi Egitim Bilimleri Fakiiltesi Ozel Egitim Dergisi, 1(02).

Onemli, M., Totan, T. ve Abbasov, A. (2015). Yaratict drama egitiminin 6zel gereksinimi olan ¢o-
cuklarin sosyal beceri alanlarindan konusma ve iliski kurma becerileri gelisimine katkisi. Asya
Ogretim Dergisi, 3(1), 50-65.

106



Creative Drama Method for Inclusion Practices

Ozaydin, L. (2020). Kaynastirma uygulamalarinda gretmen yardimcisinin gorevlerine iliskin paydas
goriisleri: Karma yontem ¢alismasi. Ankara Universitesi Egitim Bilimleri Fakiiltesi Ozel Egitim
Dergisi, 21 (3), 561-587. https://doi.org/10.21565/0zelegitimdergisi.563242

Ozkul, F. (2023). 1961 Anayasast’nin Tiirk Anayasaciligindaki yeri ve dnemi. Hasan Kalyoncu Uni-
versitesi Hukuk Fakiiltesi Dergisi, 13 (25), 15-61.

Papaioannou, T. & Kondoyianni, A. (2022). The Use of Drama in Education in Teaching of Students
with Special Educational Needs. Yaratict Drama Dergisi, 17 (1), 59-72.

Sadioglu. O (2011). Sinif 6retmenlerinin kaynastirmaya iliskin sorunlari, beklentileri ve énerilerine
yonelik nitel bir arastirma. Doktora Tezi. Bursa Uludag Universitesi, Egitim Bilimleri Enstitiisii,
Bursa.

Samsunlu, O. (2015). Ozel egitim dersinde yaratict drama yéntemi kullanilmasinin 6gretmen aday-
larmin kaynastirma egitimine iliskin gériislerine etkisi ve bu yontemin uygulanabilirligine iliskin
ogretmen aday: goriisleri. Yiiksek Lisans Tezi. Akdeniz Universitesi, Egitim Bilimleri Enstitiisii,
Antalya.

San, 1. (1990). Egitimde yaratict drama. Ankara Universitesi Egitim Bilimleri Fakiiltesi Dergisi.
23(2), 573-582. https://doi.org/10.1501/Egifak 0000000781

Sari, H. (2002). Ozel egitime muhtag dgrencilerin egitimleriyle ilgili neriler. Pegem Akademi Ya-
yincilik.

Sar1, H. ve Segil, Karamuklu, E. (2021). Destek egitim odalarinda ders veren dgretmenlerin kaynas-
tirma 0grencilerine yonelik kullanilan materyal ve teknolojik aletlerin teminine iliskin goriisleri-
nin incelenmesi. Turkish Special Education Journal International. 3(2), 27-53.

Selvi, K. (2013). Yaratic1 drama yonteminin egitimde kullanilmasi. Marmara Universitesi Atatiirk
Egitim Fakiiltesi Egitim Bilimleri Dergisi, 11(11), 301-308.

Sipal, F. (2004). Kaynastirma egitimi veren egitimcilerin engelli ¢ocuklara yonelik tutumlarina genel
bir bakis. Ufkun Otesi Bilim Dergisi, (1), 23-37.

Sisman Y. (2014). Engelliler acisindan esitlik, ayrimcilik ve egitim hakki. Sosyal Politika Calisma-
lart Dergisi, 3(2), 57-85. https://doi.org/10.21560/spcd.37719

Terpstra, J. E. & Tamura, R. (2008). Effective social interaction strategies for inclusive settings. Ear-
ly Childhood Education Journal, 35, 405-411.

Tomlinson, C. A. (2000). Differentiation of Instruction in the elementary grades. ERIC Digest.

Toran, M., Etgtier, D., ve Unsever, O. (2017). Ebeveynlerin 6zel gereksinimli ¢ocuklara yonelik al-
gilarinin incelenmesi. H.U. Saglik Bilimleri Fakiiltesi Dergisi, 4 (3),15-30.

Ulutas, A. (2011). Okul éncesi dénemde drama ve oyunun dnemi. Adiyaman Universitesi Sosyal
Bilimler Enstitiisii Dergisi, (6), 232-242. https://doi.org/10.14520/adyusbd.116

United Nations Educational, Scientific and Cultural Organization [UNESCO]. (1994). The Salaman-
ca statement and framework for action on special needs education. World Conference on Special
Needs Education: Access and Quality, Salamanca, Spain.

107



Emrah Bilgi¢ & Ziilfii Alimterim - Yaratict Drama Dergisi 2024, 19(1), 90-108

Uysal, A. (2003). Kaynastirma Uygulamas1 Yapan Ogretmenlerin Kaynastirmaya Iliskin Gériisleri.
[The opinions of the inclusive classroom teachers about inclusion] 13. Ulusal Ozel Egitim Kong-
resi Bildiri Kitabi, 58-76.

Yildirim, A. ve Simsek, H. (2021). Sosyal bilimlerde nitel arastirma yontemleri. Segkin Yayincilik.

Yildirim, F. ve Acarlioglu, H. (2023). Smif 6gretmenlerinin egitimde drama kullanimma iliskin
goriisleri. Cumhuriyet Uluslararasi Egitim Dergisi, 12(1), 86-103. https://doi.org/10.30703/
cije.1159576

Yilmaz, E., ve Melekoglu, M. A. (2018). Kaynastirma egitiminin yasa ve uygulamalardaki durumu-

nun Tirkiye ve Avrupa baglaminda degerlendirilmesi. Osmangazi Journal of Educational Resear-
ch, 5(1), 1-17.

108



\)\ déﬁid% Yaratici Drama Dergisi 2024, 19(1), 109-124
ama

! 1990 =
_ /// da"ngi(, www.yader.org

Miizigin Yaratict Drama Atolyelerindeki Rolii ve Planlama
Asamalarinda Etkin Kullanimi

Yunus Yapah !

Makale Bilgisi Oz

DOI: 10.21612/yader.2024.005 Bu ¢alisma, miizigin yaratict drama atélyelerindeki roliinii; isinma, canlandirma
ve degerlendirme asamalarinda etkinligini ve kullamim onerilerini belirlemeyi

Makale Gegmisi amaglamaktadwr: Calismada dokiiman inceleme yontemi kullamilmistir: Miizigin yaratict

Geliy tarihi 12.12.2023 drama iizerindeki etkilerinin farkli perspektiflerden degerlendirilmesi saglanarak,
Diizeltme 18.01.2023 bilgi zenginligi olusturmak amaciyla Ingilizce veya Tiirkce yayimlanmis olan actk
Kabul 22.01.2024 erisimli makaleler, bildiri metinleri ve kitaplardan yararlanilmistir. Miizigin 1sinma,

canlandirma ve degerlendirme asamalarinda nasil etkili bir sekilde kullanilabilecegi,

canlandirmalarin amaclarina, temalarina, siirelerine, katilimcilarin ilgi diizeylerine

Anahtar Sozcikler ve becerilerine nasil uygun hale getirilebilecegi iizerinde durulmaktadir. Miizigin
Miizik canlandirmalarin - atmosferini ve katilimcilarin - duygusal, bilissel, devinigsel,
Yaratict drama psikomotor siireglerini nasil etkileyebilecegini ele almaktad. Bu c¢alismanin
Dramanin asamalart sonucunda, miizigin yaratict drama stireglerindeki éneminin agik¢a goriildiigii ve bu

Dramada miizik kullanimi iki disiplinin bir araya gelerek 6grenme deneyimini daha zengin ve ilgi ¢ekici hale

getirdigi vurgulanmistir. Drama liderlerine, miizigi dramanin isinma, canlandirma ve
degerlendirme asamalarinda daha etkili bir sekilde nasil kullanabileceklerine yonelik

Makale Tiirii
Derleme Makale

oneriler sunulmustur.

1 Dr. Ogretim Gorevlisi, Sivas Cumhuriyet Universitesi, Hafik Kamer Ornek Meslek Yiiksekokulu, Cocuk Bakimi ve Genglik
Hizmetleri Bolimi, Tirkiye. e-mail: yunusyapali@cumhuriyet.edu.tr Orcid Id: 0000-0003-4225-9005



Yunus Yapali - Yaratict Drama Dergisi 2024, 19(1), 109-124

Giris

Miizigi yasamin bir parcasi haline getirme ve miizige aktif olarak katilimin, bireyin kisisel ve sosyal
gelisimine olumlu katkilarda bulunduguna inanilmaktadir. Ayni zamanda hayat boyu siiren 6grenme
siirecini desteklemektedir. Miizigin duygularn tetikledigi, anilar1 canlandirmaya yardimci oldugu
ve ruh halini degistirdigi konusunda bir dizi ¢alisma bulunmaktadir (Cochrane, 2010; Gabrielsson,
2001; Koelsch, 2014; Scherer & Coutinho, 2013; Thompson & Quinto, 2011). Yaratict drama ve
miizik alaninda yapilan ¢alismalar incelendiginde; yapilan ¢aligmalarin ortak temalari; egitim ve
Ogretim yontemleri, duygusal ifade ve iletisim, katilim ve motivasyon, kiiltiirel ve sosyal boyutlar,
performans ve sahne sanatlari, 6grenme sonuglar1 ve degerlendirme olarak siralanabilir. Bu temalar,
drama ve miizigin egitim, iletisim, duygusal gelisim ve sanatsal yaraticilik gibi farkli alanlarda nasil
kullanilabilecegi konusundaki genel ilgiyi yansitmaktadir (Asimoglu, 2012; Avci, 2020; Burak &
Erdogan, 2018; Erdogan, 2016; Eroglu, 2018; Giidek & Yilmaz, 2021; Jungmair, 2006; Ozcan, 2007;
Siniksaran & Aykac,2013; Yagcei, 1995). Aragtirmalar genellikle bu temalarin bir veya birkagini ele
almaktadir, bu da alanin ¢ok yonliiliiglinii ve potansiyel etkilerini gostermektedir. Bu calismalar,
yaratict drama ve miizigin egitim siireclerindeki 6nemini vurgulamakta ve bu iki disiplinin bir araya
getirilmesinin 6grenme deneyimlerini nasil zenginlestirebilecegini arastirmak ve miizigin yaratici
drama atdlyelerindeki roliinii diger faktorlerle karsilastirarak incelemektedir.

Ozellikle, miizigin yaratici drama ¢aligmalarmin 1smnma, canlandirma ve degerlendirme
asamalarinda nasil etkili bir sekilde kullanilabilecegi, canlandirmalarin amaglarina, temalarina,
siirelerine, ilgi diizeylerine ve katilimcilarin becerilerine ne sekilde katki sagladigi iizerinde
durulmaktadir. Ayrica bu ¢calisma, miizigin canlandirma yapilan atmosferi ve katilimcilarin duygusal,
biligsel ve devinissel siireclerini nasil etkileyebilecegi ele almistir. Seslendirme, miizik yapma ve
ritmik uyaricilar gibi miizigin sundugu olanaklar, drama siirecinde nasil kullanilabilir ve miizik
seciminin her agamaya uygunlugu gibi konular da detayli olarak incelenmektedir. Bu sayede,
caligmanin daha 6zgiin ve spesifik bir bakis acisi sunarak, yaratict drama ve miizigin egitimdeki
potansiyelinin daha iyi anlagilmasina katki saglamas1 bakimimdan énemli gortilmektedir.

Miizik, drama atdlyelerinde katilimeilarin duygu durumlarini etkileyerek motivasyonlarini
artirabilir. Miizige aktif olarak katilim saglamanin, bireyde olumlu duygusal, sosyal, fiziksel, saglik,
entelektiiel, yaratict ve ruhsal sonuglar dogurabilecegi belirtilmektedir (Cliftand Hancox, 2001;
Hallam, 2010). Miizik etkinliklerine katilimin amaci, bireyin miizikal beceri ve yetkinliklerini
gelistirmek, miizikal ifade ve yaraticiligini ortaya koymak, miizikle duygusal ve sosyal baglar
kurmaktir. Ayrica, miizigin ruh hali iizerinde olumlu etkileri oldugu da vurgulanmaktadir (Taruffiand
Koelsch, 2023).

Miizigin disiiniilen faydalarinin gerceklesebilmesi ve bu etkilerin gozlemlenebilmesi igin,
miimkiin oldugunca erken yaslarda baslanmasi, katilimin siirdiiriilmesi, grup faaliyetlerinin i¢inde
bulundugu etkinliklerin tesvik edilmesi, bireylere kendilerini ifade etme firsatlarinin sunulmasi
onemlidir. Miizige aktif katilim, miizik dinlemek, miizik yapmak ve miizik etkinliklerine katilmak
seklinde gerceklestirilebilir.

Yaratici drama ve miizik, dogrudan iliskilendirilen iki bilim alanidir ve her ikisi de yaraticiliin
on planda oldugu disiplinlerdir. Drama g¢aligmalarini yoneten liderin, drama alanindaki bilgi, beceri
ve yeterliliklerine ek olarak miizik bilgisine sahip olmasi, etkinliklerin amaglarina ulasmasinda
onemli bir rol oynar (Yapali, 2020). Tarih boyunca birgok kiiltiirde ve medeniyette biiylik bir rol
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oynayan miizik, 6zellikle Eski Yunan tragedyalarinda drama ve dans ile birlikte egitim araci olarak
kullanilmistir (Kutlu, 2019).

Insanlik tarihi boyunca her canli, duygu ve diisiincelerini ifade etme gabasi iginde farkli
disavurumlar gelistirmistir. Kimisi duygularini kagida dokmiis, kimisi sarkilarla mirildanmis, kimisi
taglart oyarak sekillendirmis, kimisi de dans ederek ifade etmistir. Bazilar1 gergek diinyada bu
ifadeleri kullanmigken, digerleri hayal diinyasinda benzer yontemlere bagvurmuslardir. Ancak hepsi,
duygular ve diisiinceleri farkli yollarla aktarmanin pesinde olmuslardir.

Bu ifade bigimleri arasinda en yaygin olanlardan biri miiziktir. Miizik, insanlarin i¢lerinden
gelen duygular ve diisiinceleri ifade etmek i¢in bagvurdugu giiclii bir aractir. Zevkten coskuya kadar
genis bir duygusal yelpazeyi yansitabilen miizik, ¢aglar boyunca farkli hayat hikayelerini, duygulari
ve diislinceleri aktarmak i¢in kullanilmigtir. Miizik, bazen sevinglerin coskulu bir yansimasi olmus,
bazen de yiirekleri daglayan acilarin dokunakli bir anlatimi olmustur. Miizik, yasanan deneyimlerden
ilham alarak duygusal ve diigiinsel ifadeleri miimkiin kilar ve tiyatro teknikleriyle birlestirilerek
drama yontemi i¢inde alternatif bakis agilari sunma amacini tagir.

Brian Way “Development Through Drama” isimli kitabinda; dramanin bireylerin beden,
akil, kalp ve ruhunun koordinasyonunu saglayarak tam ve uyumlu bir gelisime katkida bulunmasinin
Oonemini vurgulamaktadir. Ayni1 zamanda, miizigin bu siirecteki dnemine ve hayal gliciinii uyandirma
yetenegine odaklanmaktadir. Way, miizigin duyulari, zihni ve ruhu etkileyebilen giiclii bir uyarici
oldugunu ve bu siirecte bireylerin kendilerini ifade etmelerine ve gelismelerine yardimci oldugunu
vurgulamaktadir (Way, 1972; akt. Kellet, 1984). Yaratict dramada miizigin kullanimi, canlandirmanin
atmosferini ve katilimcilarin duygusal, bilissel ve devinissel siireclerini etkileyen onemli bir
unsurdur. Miizik spontan veya yaratici yanitlari tesvik etmek i¢in bir aragtir (Kellet, 1984). Miizik,
yaratic1 drama calismalarinm farkli asamalarinda etkili bir sekilde kullamilir. Ozellikle okul éncesi
gruplarinda yapilan dramatizasyon ¢aligmalari sik¢a gosteri bigiminde sunulur ve bu etkinliklerde
ses efektleri, calgi calma (Goncti, 2012) ve cocuk sarkilart aktif bir sekilde kullanilir. Miizikli yaratici
drama etkinlikleri, ¢ocuklarin 6zgiivenlerini artirmada 6nemli bir rol oynamaktadir (Umuzas &
Dogan, 2021).

Cocuk sarkilar1, 6zellikle erken c¢ocukluk egitimcileri i¢in kavramlarin 0gretimini daha
eglenceli ve katilime1 odakli hale getirme konusunda 6nemli bir aragtir. Bu sarkilar, 6grenme siirecini
daha etkili ve keyifli hale getirerek ¢cocuklarin ilgisini ¢ceker. Ayrica, ¢cocuk sarkilart duygusal ifadeyi
tesvik edebilir ve dramatizasyon sirasinda karakterlerin duygusal deneyimlerini daha derinlemesine
anlamalarina yardimci olabilir.

Miizigin yaratict dramada kullanimi, 1sinma asamasinda katilimeilarin enerjilerini
yiikseltmek, canlandirma asamasinda sahnelerin atmosferini olusturmak ve karakterlerin duygusal
deneyimlerini vurgulamak i¢in sik¢a bagvurulan bir yontemdir. Bu, dramatizasyonun daha etkileyici
ve katilimcilar i¢in anlamli hale gelmesine katki saglar. Miizigin bu sekilde kullanilmasi, yaratici
dramin 6grenme ve kesfetme deneyimini daha zengin ve ilgi ¢ekici hale getiren bir unsurdur.

Isinma agamasinda serbest yiirliylis ¢alismalarina eslik etmek, canlandirmalarda istenilen
atmosferi olusturmak, degerlendirme asamalarinda ise arka planda veya etkinliklerin iginde
kullanilan miizikler, drama atdlyelerinin daha verimli bir sekilde ilerlemesine katki saglayabilir.
Ayrica, Dalcroze’ un “eurhythmics” olarak adlandirilan miizigin bedenle deneyimlenmesini i¢eren
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yaklasimi, drama c¢alismalarin1 zenginlestirebilir. Bu yaklasim, hareketin kalitesine odaklanir ve
beden farkindaliginin gelistirilmesine 6nemli katkilar sunar (Aronoff, 1983).

Miizik, etkinliklerin ritmini ve temposunu ayarlamak, canlandirilan karakterlerin duygusal ve
kisisel 6zelliklerini yansitmak i¢in kullanilabilir. Ayrica, secilen bir miizigi sinif ortaminda dinleterek
katilimcilara duygusal ifade ve hayal giicii konusunda ilham verebilirsiniz. Bu miizik par¢casindan
yola ¢ikarak yazma caligmalari yapmak da miimkiindiir (Peker ve Adigiizel, 2020). Katilimcilar
aynt zamanda atOlye sirasinda kendi enstriimanlarint olusturabilir, sarkilar sdyleyebilir veya
canlandirmalarin1 miizikle zenginlestirebilirler. Ancak, miizigin yaratici drama i¢inde kullanilmasi
konusunda dikkat edilmesi gereken onemli bir nokta, liderin veya drama uygulayicisinin miizik
secimini amaglarina ve katilimcilarin ihtiyaglarina uygun olarak yapmasidir. Secilen miizikler,
canlandirmanin amacina, temasina, siiresine ve katilimeilarin ilgi ve yeteneklerine bagli olarak
degisebilir.

Miizigin kullanimi, dramatik deneyimin atmosferini olusturabilir, katilimcilarin duygusal,
biligsel ve devinissel siireglerini etkileyebilir, ritmik uyaricilar saglayabilir ve seslendirme ile miizik
yapma gibi etkinlikler sunabilir. Ancak, miizigin yaratict drama i¢inde kullanilmasi1 zorunlu degildir.
Miizigin etkin bir sekilde kullanilabilmesi i¢in liderin ve katilimcilarin ihtiyaglari ve hedefleri
g6z onilinde bulundurulmalidir. Ayrica, miizigin drama caligmalara etkisi incelenirken rastgele
sec¢ilmesinden ziyade, amacin ve hedeflerin dogrultusunda dikkatle se¢ilmis olmasi gerekmektedir.

Miizigin dinleyici iizerindeki etkileri, ilgi, rahatlama, zihinsel berraklik ve canlilik gibi olumlu
degisiklikleri tetikleyebildigi gibi, diismanlik, yorgunluk, {iziintii ve gerginlik gibi olumsuz duygusal
durumlarin azalmasina da katki saglayabilir (McCraty, Barrios - Choplin, Atkinson & Tomasino,
1998). Bu nedenle, miizigin dogru bir sekilde se¢ilmesi ve kullanilmasi 6nemlidir. Gelisigiizel secilen
miizikler, drama ¢alismalarina katki saglamak yerine katilimcilarin odaklarini kaybetmelerine neden
olabilir ve hedeflenen kazanimin ger¢eklesmesini engelleyebilir. Bu nedenle, atdlyeler planlanirken
ve miizik secilirken, drama liderinin, kullanilacak miizigin amaglarina, temasina ve katilimeilarin
ihtiyaglarina uygun oldugundan emin olmasi dnemlidir. Drama lideri, miizigi énceden denemeli ve
atolye calismalariyla nasil biitiinlestirecegini 6nceden disiinmelidir. Miizigi, dramatik deneyimin
atmosferini zenginlestirmek ve katilimcilarin duygusal, biligsel ve devinissel siire¢lerini desteklemek
icin bilingli bir sekilde se¢melidir. Ayrica, miizigin kullanimi, at6lyenin amaglarina ve hedeflerine
uygun olmalidir.

Miizigin drama siirecindeki rolii, drama etkinliklerinin atmosferini olusturmak, katilimcilarda
duygusal etkiler birakmak ve etkinlikleri daha zengin hale getirmektir. Miizigi yaratici drama
siirecinde dikkatli bir planlama ve se¢im siireci sonucunda segmek, hedeflenen sonuglarin elde
edilmesi agisindan biiyiik 6nem tasir. Bu sayede, miizik, drama atdlyelerini daha etkili ve verimli hale
getirebilir. Drama lideri, miizigi 6zenle diisiinmeli ve deneyimlemelidir. Bu, dramatik deneyimleri
daha etkileyici ve anlamli hale getirmeye yardimci olabilir.

Problem Durumu

Egitim alaninda yaratici drama ve miizigin 6grenme siireglerine olumlu katkilar sagladigi bir¢ok
calisma ile belgelenmistir (Adigiizel, 2019; Ayka¢ & [lhan,2014; Okvuran,2012; Onder,2007;
Ozcan, 2007; San, 1993; Sungurtekin, 2001; Ulu & Adigiizel, 2019; Ulubey & Toraman, 2015; Yigit,
2010 ). Her iki disiplin de katilimcilarda duygusal ifade, yaraticilik, iletisim becerileri, 6zgiliven ve
problem ¢ozme yetenekleri gibi 6nemli becerilerin gelisimini destekleyebilmektedir. Ayrica, miizigin
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insan tizerindeki duygusal etkileri ve drama yontemlerinin 6grenme deneyimini zenginlestirmesi, bu
iki disiplinin egitimdeki potansiyelini vurgulamaktadir. Ancak, yaratic1 drama ve miizigin egitimde
nasil etkili bir sekilde bir araya getirilebilecegi ve 6grenme deneyimini nasil zenginlestirebilecegi
konusunda daha fazla arastirmaya ihtiya¢ vardir. Mevcut ¢aligmalarim miizigin genel anlamda
etkilerini ele almis olmasi; drama at6lyelerinin 1sinma, canlandirma ve degerlendirme agamalarinda
nasil kullanilabilecegi; hangi tlir miizigin se¢ilmesinin daha etkili oldugu ve drama liderlerinin bu
disiplinler arasinda nasil bir denge kurabilecegine yonelik spesifik bilgiler icermemesi literatiirde
bu anlamda bir bosluk olusturdugunu diisiindiirmektedir. Bu baglamda, bu arastirma yaratici drama
ile miizigin egitimdeki potansiyelini daha iyi anlamak, bu iki disiplinin etkili bir sekilde nasil
birlestirilebilecegini incelemek ve drama liderlerine bu konuda rehberlik etmek amaciyla yapilmistir.
Arastirmanin odak noktasi, miizigin drama atdlyelerinde nasil kullanilabilecegi, hangi asamalarda
etkili oldugu ve drama liderlerinin bu disiplinleri bir araya getirme konusundaki deneyimleri ve
yontemleri lizerinedir.

Problem Ciimlesi

Aragtirmanin problem citimlesi “Yaratici drama dersinin asamalarinda miizigin rolii ve etkisi nedir?”,
bu proglem ciimlesine bagli olarak belirlenen alt problemler ise su sekildedir:

1. Miizik drama atolyelerinin 1sinma asamasinda nasil kullanilabilir?

2. Miizik drama atolyelerinin canlandirma agamasinda nasil kullanilabilir?

3. Miizik drama atdlyelerinin degerlendirme agamasinda nasil kullanilabilir?
Calismanin Amaci

Bu caligmanin temel amaci, drama atdlyelerinde miizigin kullaniminin énemini vurgulamak ve bu
alandaki mevcut bilgi eksikligine dikkat ¢ekmektir. Mevcut literatiiriin kisitli olmas1 nedeniyle bu
caligma drama atdlyelerinde miizigin etkilerini desteklemek ve bu alanda daha fazla arastirmanin
gerekliligini belirtmek amaciyla ilgili kaynaklara sik¢a atif yapmistir. Bu nedenle, bu ¢alisma igin
ayrintili bir makale analizi yapmaya gerek duyulmamuistir, ¢linkii aragtirmanin asil amaci mevcut
bilgileri 6zetlemek ve bu alandaki arastirma olanaklarini vurgulamaktir. Ayrica yaratici drama
atolyelerinde miizigin roliinii incelemeyi; drama liderlerine 1sinma, canlandirma ve degerlendirme
asamalarinda miizigi daha etkili bir sekilde nasil kullanabilecekleri konusunda Oneriler sunmayi
amaclamaktadir. Giiniimiizde miizigin yaratict drama atolyelerinde kullanimini vurgulayan sinirli
sayida bilimsel yaym bulunmasi miizigin alandaki etkisinin tam anlamiyla ortaya konulmasini
engellemektedir. Dramanin 6grenme deneyimlerini zenginlestirmesiyle katilimcilarini bilissel,
duygusal, devinigsel, sosyal, iletisimsel vb. alanlarla gelistirdigi literatiirde kabul gdérmekle
birlikte miizigin bu deneyimi nasil etkiledigi ve sekillendirdigine dair yeterli ¢alisma olmadigi
diistiniilmektedir. Calismanin yaratict drama atdlyelerinde liderlerine miizigi etkili ve verimli bir
sekilde kullanabilme yeterligi kazanmanin 6nemini fark ettirmesi beklenmektedir.

Calismanin Onemi

“Yaratict Drama” ve “Miizik” disiplinlerinin bir araya gelerek drama atolyelerindeki 6grenme
deneyimini daha zengin ve ilgi ¢ekici hale getirmek amaciyla arastirildigi bu caligmanin alan
acisindan katkilart su sekilde siralanabilir: Miizigin drama ato6lyelerinde bilingli bir sekilde
kullanimi ve yaratici drama atdlye planlarma sistemli bir sekilde dahil edilmesi konusundaki
ihtiyac1 vurgulamaktadir. Bu ¢aligma, yaratici drama ile miizigin birlesiminin drama atdlyelerine

113



Yunus Yapali - Yaratict Drama Dergisi 2024, 19(1), 109-124

ve dramanin kazanimlarina nasil deger katabilecegini vurgulamaktadir. Drama atolyelerinde bu iki
disiplinin biitlinlestirilmesi, 6grenme deneyimini daha zengin ve katilimci hale getirme potansiyeli
tagirken, katilimcilarin duygusal ifade, yaraticilik, iletisim becerileri, 6zgiiven ve problem ¢6zme
yetenekleri gibi onemli kazanmimlan giiclendirebilir. Miizik ayn1 zamanda, atdlyelerde katilimi
artirma ve motivasyonu tesvik etme konusunda etkili bir ara¢ olarak bu sanat formunu daha etkili
bir sekilde yonlendirmelerini saglayabilir. Bu ¢alisma, pedagojik bilgi ve uygulama alaninda yeni
ufuklar agarak, drama liderlerine bu iki disiplini birlestirme konusunda rehberlik edebilir ve egitim
alaninda yaratic1 yaklagimlari gelistirilmesine katki saglayabilir. Sonug olarak, bu ¢alisma, miizigin
kullanimiyla drama at6lyelerinin daha etkili bir 6grenme ortami sunma potansiyelini artirirken,
dramanin kazanimlarimi daha da giiclendirebilir. Drama liderlerinin katilimeilara daha zengin ve
ilgi ¢ekici bir 6grenme deneyimi sunmalaria yardimei olabilir. Dolayistyla bu ¢alismanin; miizigin
drama atdlyelerinde bilingli kullanimini desteklemek, drama liderlerinin bu konudaki farkindaligini
artirmak ve gelecekte yapilacak olan caligmalara dayanak olusturmak acisindan 6nemli bir adim
olarak gortilecegi ve alandaki boslugu doldurmaya katki saglayacag diisiiniilmektedir.

Yontem
Arastirma Modeli

Bu caligma kapsaminda, miizigin yaratici drama atdlyelerindeki roliinii ve etkilerini incelemek
amaciyla dokiiman inceleme yontemi kullanilmistir. Dokiiman inceleme yonteminde, akademik
makaleler, kitaplar, resmi belgeler, mektuplar, giinliikler, gazeteler, ¢esitli tiirlerdeki basili ve
elektronik yazili materyaller vb. medya kaynaklarini (Bowen, 2009), inceleyerek arastirmanin
amaclart dogrultusunda bilgi ¢ikarmak, belirli sorulara cevap aramak veya arastirma yapmak
amaciyla kullanilmaktadir. “Bu yontem, alan yazinda ¢ogunlukla diger aragtirma yontemlerinin
tamamlayicisi olarak hizmet ederken, tek bagina bir yontem olarak da kullanilmaktadir” (Sak, Sahin
Sak, Oneren Sendil & Nas, 2021, 228).

Veri Toplama Siireci ve Analizi

Bu c¢alisma i¢in ilk olarak gegerli ve gilivenilir kaynaklara atif yapmay1 amaglayan bir veri se¢im
siireci kullanilmigtir. Arastirmada Google Akademik ve diger veri tabanlarinda Tiirkce i¢in “drama
ve miizik, miizigin gelisim alanlarina etkisi, miizigin atmosfer olusturmasi, miizigin duygu ve
diisiincelerin ifade edilmesine katkis1, dramada miizigin kullanim1” Ingilizce igin “drama and music,
the impact of music on developmental domains, the creation of atmosphere through music, the
contribution of music to the expression of emotions and thoughts, theuse of music in drama” tarama
kodlar1 kullanilmastir.

Arastirma konusuna yonelik verilerin yer aldig1 akademik arastirmalar (bilimsel makaleler,
tezler, konferans bildirileri, lisansiistii tezler ve diger bilimsel kaynaklar) yaratic1 drama atdlyelerinde
miizigin kullanilmasi, miizigin 6grenme deneyimini nasil etkiledigi, atdlye kazanimlarina nasil
katki sagladig1 ve atdlyelerde nasil kullanilabilecegi odaginda calismanin amaglari dogrultusunda
incelenmistir. Google Akademik arama motorunun agik erisim sunmadigi makaleleri bulmak igin
kampiis agina baglanarak WOS (Web of Science), SCOPUS ve ERIC gibi veri tabanlarina erisim
saglanmistir. Akademik ve bilimsel kaynaklarin bulunmasina ve dogruluklarinin degerlendirilmesine
olanak saglayan bu veri tabanlari, daha fazla ¢aligmaya ulasmak ve daha kapsamli bir perspektif
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elde etmek amaciyla tercih edilmistir. Bu yaklasim, farkli kaynaklardan elde edilen verileri bir
araya getirerek daha genis bir bilgi tabanina erismeyi amaglamaktadir. Toplanan veriler betimsel
analiz yontemi kullanilarak incelenmis, elde edilen verilerin gegerliligi ve giivenilirligi gozetilerek
degerlendirilmistir. Yapilan literatiir taramasinda ulasilabilen yurt i¢i ve yurt dis1 calismalarda yaratici
drama atolyelerinde miizigin kullanimina yonelik spesifik bir calismaya rastlanmamaistir. Bu nedenle
literatiirde miizigin yaratic1 drama atdlyelerinde kullanimini destekleyen caligmalarm bulgularina
odaklanilmistir. Sunulan bilgilerin ve iddialarin gilivenilirligini dogrulamak ve desteklemek icin ilgili
yayinlara atif yapilmistir. Bu, miizigin drama atdlyelerindeki roliiniin 6nemini ve etkisini vurgulamak
icin bilimsel kanitlara dayali bir yaklasim benimsenmesinde temel bir bilesen olarak goriilmektedir.
Bu ¢aligmalar, drama ile miizigin bir araya getirilmesinin 6grenme deneyimini zenginlestirebilecegini
ve dramanin kazanimlarini gii¢lendirebilecegini gostermektedir (List, 1982; Rubin & Merrion, 2011;
Rubin & Merrion, 1998; Yasar & Aral, 2012; Yiicesan & Sendurur, 2018).

Arastirma ve Yayin Etigi

Bu arastirma, “Yiiksekogretim Kurumlari Bilimsel Arastirma ve Yaym Etigi Yonergesi” ne uygun
olarak yiiriitiilmiistiir. S6z konusu yonergenin “Bilimsel Arastirma ve Yayin Etigine Aykir1 Davraniglar”
baglikli ikinci boliimiinde belirtilen herhangi bir etik ihlal meydana gelmemistir. Calisma, insanlar
veya hayvanlar lizerinde deneysel bir islem igermedigi i¢in etik kurul izni gerektirmemektedir.

Bulgular

Drama atélyelerinde kullanilan miizik, kazanimlarla uyumlu olarak atdlye iceriginde belirlenen
ana konu olabilir, ayrica ihtiyag duyuldukca her asamada kullanilabilen bir aragtir. Dogaglama
caligmalari, belirli bir ruh hali yaratma, uyarici, bir taklit sirasina atmosfer katma, karakter gelisimine
yardimci1 olma veya rahatlama saglama gibi amaglarla kullanilabilir. Adigiizel (2006; 2015) drama

caligmalarinin; “hazirlik- 1stnma”, “canlandirma” ve “degerlendirme- tartisma” olmak {izere ii¢
asamada yapilmasini 6nermektedir.

Birinci Alt Probleme Ait Bulgular ve Yorum:
“Miizik drama atolyelerinin 1sinma asamasinda nasil kullanilabilir?”

Yaratici drama atOlyelerinde katilimcilarin, etkinliklere, birbirlerine, ortama, liderlerine ve
canlandirmalara hazir hale gelebilmelerini saglamak amaciyla gergeklestirilen ¢alismalar, “1sinma”
veya “hazirhik” agamasi olarak adlandirilir (Adigiizel, 2006).

Drama pratiginde, 1sinma asamasinin miizikle desteklenmesi, hem 1sinma oyunlarmin daha
eglenceli ve etkili olmasma katki saglar hem de dramaya gecisi daha kolay ve akici hale getirir.
Miizigin kullanilmasi, katilimeilarin enerjilerini yiikseltmelerine, dikkatlerini odaklamalarina ve
duygusal olarak etkinliklere hazir hale gelmelerine yardimer olabilir. Ritmik miizikler, katilimcilar
hareket etmeye tesvik edebilir ve grup dinamiklerini olumlu bir sekilde etkileyebilir. Ayrica, miizigin
tempo ve ritmi, 1stnma oyunlarinin hizini ve enerjisini belirlemeye yardimci olabilir. Miizigin se¢imi,
atdlyenin amacina, temasina, katilimcilarin yasina ve ilgi alanlarina bagli olarak yapilmalidir. Dogru
miizik se¢imi, katilimcilarin motivasyonunu artirabilir ve grup i¢i baglar gliglendirebilir. Bu nedenle,
drama lideri, 1sinma asamasinda kullanilacak miizigi dikkatlice se¢meli ve atdlye ¢aligmasinin
ihtiyaglarina uygun olarak hangi miizikleri kullanabilecegini drama planinda belirtmelidir.
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Miizik, tanisma, iletisim ve etkilesimin saglandigi bu énemli agamanin hazirlayicisi olarak
oldukca degerlidir. Iste bu asamada miizigin kazanim odakli kullanimina drnekler:

Yiiriiyiis ve Hareket Calismalari:

Ismma asamasinda, katilimcilarin bedenlerini hareket ettirmeleri ve enerjilerini yiikseltmeleri
onemlidir. Arastirmalar, egzersiz sirasinda hareket kalitesi ile miizik temposu arasinda benzerlikler
oldugunu gostermektedir (Karageorghis & Priest, 2012). Miizik, farkli tempolarda yiiriiyis
caligmalarini kolaylastirabilir ve yonergeler dogrultusunda istenen tempoyu korumalarina yardime1
olabilir. Bu sekilde, katilimcilar daha fazla ¢esitlilik ve dinamizm ekleyerek hareket edebilirler
(Oztiirk, 1999). Drama atdlyelerinin 1smmma asamalarinda siklikla yapilan yiiriiyiis ve hareket
caligmalarinda miizigin kullanimi, katilimcilarin diger asamalarda performanslarini zenginlestirmek
ve duygusal baglami giiclendirmek i¢in kullanilan bir yontem olarak goriilebilir

Ritim ve Miizigin Temel Rolii

Miizigin temel unsurlarindan biri olarak kabul edilen ritim, miizige anlam, duygu ve estetik
katmada kritik bir role sahiptir (Thaut, 2007). Insanin dogustan gelen ritmik duygusu, zamani
algilama, sesleri ve hareketleri diizenleme, miizik ve siir gibi sanat formlarini anlama ve {iretme
yetenegiyle iliskilendirilir. Ritim insanlarin duygusal ifade, sosyal etkilesim, iletisim ve eglence
icin kullandiklart 6nemli bir aractir (Fujii & Wan, 2014). Miizik, ritim ¢aligmalarinda son derece
etkili bir sekilde kullanilabilir. Miizigin sahip oldugu benzersiz ritmik 6zellikler, sadece miizigin
zaman i¢indeki diizenini ve vurgularini belirlemekle kalmaz, ayni zamanda katilimcilarin duygusal
ve fiziksel olarak miizige yanit vermesini tetikler. Miizigin ritmi, vuruglar1 ve tempo degisiklikleri
gibi 6zellikler, katilimcilara bir ritmik deneyim sunar, bu da onlar1 miizige daha yakindan baglar ve
dramatik deneyimlerini daha derinlestirir. Bu sekilde, miizigin ritmi, sadece miizigi daha etkili hale
getirmekle kalmaz, ayn1 zamanda drama i¢inde duygu ve ifadeyi vurgulamak i¢in giiglii bir arag
olarak da kullanilir.

Katilimcilar, miizigin ritmine uygun olarak ellerini, ayaklarin1 veya viicutlarini kullanarak
hem beden koordinasyonlarini artirma hem de duygusal ifade yeteneklerini gelistirme firsati bulurlar.
Bu tiir ¢aligmalar, miizigin ritmi ile senkronize olmanin sadece fiziksel becerileri degil ayni zamanda
alg1 ve dikkati gelistirdigi bilinmektedir. Ayrica, bu pratigi drama i¢inde uygulamak, katilimcilarin
miizigi daha yakindan deneyimlemelerine ve dramadaki ifade kapasitelerini daha da genisletmelerine
olanak tanir. Bu baglamda, miizigin ritmine uygun olarak yapilan ¢alismalar hem fiziksel hem de
duygusal gelisim agisindan 6nemli bir ara¢ olarak dramada dikkate deger bir rol oynar.

Ozgiir Ifade ve Beden Kullanimi

Ritim duygusunun baslangici, insanmn evrimi ve kiiltiirii ile yakindan ilgilidir. Insanm bulundugu
cografya kiiltiirel iliskiler ve yasam sekli gibi faktorler toplumun kendine has ritim anlayisini da
belirleyebilmektedir (Kirag, 1997; Thaut, 2007). Ritim duygusu, insanin biyolojik igleyisine dayanr.
Kalp atis1, nefes aligverisi ve yiiriiyiis gibi periyodik hareketlerle ilgilidir. Zaman duygusu, ritmi
algilayarak gelisir ve bu, diisiince siireclerini etkiler. Ritmik oriintiiler, insan beyninin zamani
algilamasina, bellegi ve dikkati gelistirmesine yardimci olur (Thaut, Trimarchi & Parsons, 2014).

Miizik ve dans kisinin bedenini iyi derecede kullanabilmesi dogustan gelen fiziksel, zihinsel
ve duygusal bir yeterlilik olabilmekle birlikte (Turan, 2022) miizik duygulari harekete gecirici etkisi
ile katilmcilarin bedenlerini 6zgiirce kullanmalarinda uyarici bir eslik olarak motor becerilerin
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gelistirmelerine yardimci olabilir (Bruce, 1965, s.23). Bedeni daha etkili bir sekilde kullanma
yetenegi, drama ¢alismalarinda 6nemlidir. Bu, drama ¢aligmalarinin duygusal derinligini artirabilir.

Kisaca, 1sinma asamasinda miizigin kazanim odakli olarak kullanilmasi, katilimcilarin
mekanda rahatca hareket etmelerini ve yaratict deneyimler yasamalarini, etkinliklere hazir hale
gelmelerini, iletisim kurmalarini, fiziksel hareketleri ve danslart koordine ederek bedenlerini etkili
bir sekilde kullanmalarin1 destekleyebilir. Miizigin ritmi, tempo ve melodi, dramatik deneyimin
atmosferini zenginlestirir ve duygusal ifadeyi artirabilir. Drama caligmalarmin daha verimli ve
etkileyici olmasina katki saglayabilir. Bu nedenle, drama liderleri miizigi daha 6nce deneyimlemis
olduklari arasindan bilingli bir sekilde segmeli ve kullanmalidir.

ikinci Alt Probleme Ait Bulgular ve Yorum
“Miizik drama atolyelerinin canlandirma asamasinda nasil kullanilabilir?”

“Canlandirma; bir konunun siire¢ i¢inde bigimlenip ortaya ¢iktigi, belirlendigi, bi¢imlendirildigi
tiim olusum caligmalarinin yapildig1 asamadir” (Adigiizel, 2006, 5.26). Miizigin drama atolyelerinde
canlandirma agsamasinda kullanimi, duygusal baglam olusturma, atmosfer yaratma, dogaclama ve rol
oynama siireclerini desteklemek, alternatif ritim aletleri ve beden miizigi ile katilimecilara yaratici bir
deneyim sunarak dramatik deneyimin zenginlestirilmesini sagladig: diisiiniilmektedir. Yaraticiligin ve
hayal giiciiniin en fazla ortaya ¢iktigi agama olarak tanimlanabilen bu asamada, tiyatronun teknikleri de
kullanilarak bir olay, durum veya karakterler canlandirilmaktadir. Miizik bu asamada bazen etkinligin
c¢ikis noktasi, bazen etkinligin arka planinda fon miizigi bazen de canlandirmanin baslangici veya
sonunu haber vermede bir uyarici olarak kullanilabilir. Miizigin kullanimi, karakterlerin duygusal
durumlarin1 ve hikayenin akisini vurgulamada oldukga etkili olabilmektedir. Ayrica canlandirilan
temaya uygun secilen miizik, atmosferi etkileyebilmektedir. Ornegin, korku temasinin islendigi bir
canlandirmada, gerilim igeren bir miizigin se¢imi, ya da katilimcilarin coskusunu tetikleyici miizikler
katilimei performansi {izerinde dogrudan etkileyici olabilmektedir.

Canlandirma galigmalarinda en ¢ok kullanilan tekniklerden biri dogaglama ve rol oynamadir.
Miizik, rol oynama ve dogaglamaya dayali canlandirmalar1 destekleyebilecegi gibi, bazen bir miizik
aletinden veya miizik eserinden ilham alarak canlandirmalar da yapilabilir. Belirli bir miizik parcasi
esliginde karakterler daha derinlemesine ifade edilebilir. Drama atolyelerinde miizigi deneyimlemenin
bir bagka yolu da alternatifritim aletleri ve beden miizigi kullanmaktir. Ozellikle dykiilerin, masallarin
veya hikayelerin canlandirildig: etkinliklerde kaydedilmis miiziklerin yani sira elementer miizik
calgilart veya katilimcilarin kendi yaraticiliklariyla olusturdugu alternatif ritim aletleriyle miizikal
deneyimler yasanmasi saglanabilir. Bu katilimcilarin yaraticilik ve motor becerilerini desteklemenin
yani sira canlandirmalart daha eglenceli hale getirebilir. Mevcut imkanlar dahilinde atolyelerde hazir
bulunan elementer miizik ¢algilar1 veya katilimcilarin kendi imkanlariyla yaptiklar: ritim aletleri
rlizgarin, yagmurun, firtinanin ve hayvanlarin seslerini taklit etmek i¢in kullanilabilir. Glinegin
dogusu ve deniz dalgalarinin ritmik seslerinin taklit edilmesinde kullanilan davullar ve perkiisyon
enstriimanlari, kuslarin civiltisini simiile eden zil veya ¢an benzeri enstriimanlar atdlyelerde etkin bir
sekilde kullanilabilir. Elementer miizik calgilar1 olarak tanimlayabilecegimiz bu ritim enstriimanlari
atolyelerde hazir bulunabilir ama bu bir zorunluluk olarak goriillmemelidir. Bunlarin disinda ormanin
seslerini taklit eden ahsap bloklar veya tahtalar, yagmur sesini tiretmek i¢in kullanilan metal kapaklar,
posetler, siseler, kutular ve daha bagka atik malzemelerden iiretilen ritim aletleri drama atolyelerinde
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miizigi tiretmek ve yaraticiligr gelistirmek icin oldukga etkilidir. Tiim bu alternatif ¢éziimlere ek
olarak miizigi tiretmede kullanilan en eski ve en temel enstriimanlardan birinin insanin kendi bedeni
oldugu unutulmamalidir. Viicudun farkli boéliimleri; eller, ayaklar, parmaklar, dudaklar ve hatta ses
telleri, ritim ve miizik olusturmak i¢in kullanilabilir. Bedenin bu dogal enstriimantal yetenekleri,
dans, sarki sOyleme, el ¢irpmalari, ayak vuruslar1 ve viicut perkiisyonu gibi ¢esitli miizikal ve ritmik
ifadelerde kullanilir. Riizgarin siddetini veya esintisini, ritmik vuruslarla yagmuru, ayak vurma ve
el cirpma viicut hareketleriyle gok giiriiltiisiinii taklit etmek sadece katilimcilarin miizigi olusturmak
icin imkanlar dahilinde bulduklan alternatif araglara ve kendi bedenleriyle yaptiklari ses iiretme
caligmalar1 katilimcilar1 daha aktif hale getirirken canlandirmalar1 da daha yaratici ve keyifli bir
atmosfere tastyabilir.

Dalcroze, miizigi sadece kulakla dinlemek yerine tiim beden ve ruhun bu deneyime eslik
etmesi gerektigini vurgular (Dalcroze, 1921). Miizigi sadece kulakla dinlemek, onun sadece isitsel
bir deneyim olarak algilanmasimi saglar. Ancak miizik, duygusal, fiziksel ve ruhsal bir deneyim
olarak sadece kulakla degil, tiim beden ve ruhla deneyimlenmelidir. Ritimler, melodiler ve sdzler
araciligiyla miizik, dinleyicinin duygusal tepkilerini tetikler. Bedenin, ritmi ve dansi kullanarak
miizige fiziksel olarak yanit vermesi, miizigin daha fazla hissedilmesine yardimci olarak zihinsel
ve ruhsal agidan zenginlestirici bir deneyim sunabilir ve katilimcilart daha fazla igsel deneyime
yonlendirebilir.

Bazen sadece dinletilen miizigin dinleyenlerde uyandirdigi duygular iizerine odaklanarak
canlandirmalar yapilabilecegi gibi, birlikte sarki sdyleme veya dans etmek de insanlar1 bir araya
getirerek topluluk ruhunu giiclendirebilir. Sonug olarak, miizigin sadece kulakla degil, tiim beden ve
ruhla deneyimlenmesi, duygularin daha derin ve anlamli bir sekilde yasanmasina ve ifade edilmesine
olanak tanir. Bu, miizigin duygusal, fiziksel ve ruhsal zenginliginin tam olarak kavranmasina yardimci
olabilir.

Uciincii Alt Probleme Ait Bulgular ve Yorum
“Miizik drama atolyelerinin degerlendirme asamasinda nasil kullanilabilir?”

Degerlendirme agamasi, 1sinma ve canlandirma asamalarindan sonra gerceklesen ve siirecin 6ziinii,
Onemini, niteligini ve niceligini belirlemeyi amacglayan son asamadir (Adigiizel, 2006, s.26). Bu
asamada, 1sinma ve canlandirma asamalarinda yapilan ara degerlendirmelere ek olarak, drama
atolyelerinin sonunda mutlaka bir genel degerlendirme yapilmalidir. Bu degerlendirmede katilimeilar,
canlandirmanin amaci, igerigi, siireci ve sonucu hakkinda geri bildirimlerde bulunurlar. Genellikle,
katilimeilar siiregte neler hissettikleri, neler yaptiklari, hangi zorluklarla karsilastiklari, keyif aldiklari
yoniinde farkli bakis agilart gelistirerek ifade etmeleri icin tesvik edilir. Degerlendirmeler, herkesin
goniillii olarak katilabilecegi demokratik bir ortamda yapilmalidir. Her katilimeinin farkli ve degerli
oldugu hissettirilmeli ve grup i¢indeki her bireyin vazgegilmez bir iiye oldugu vurgulanmalidir.

Degerlendirme asamasi etkinlikleri, resim, siir veya oyun gibi farkli sekillerde
gerceklestirilebilir. Ayrica bazen miizigin eslik ettigi danslar, sarkilar veya enstriimanlarin kullanildigi
Ozelperformanslardadegerlendirmeleri dahaeglenceli veilgi¢ekicihale getirebilir. Degerlendirmenin,
yaratici dans ve miizik yoluyla olusturulmus bir koreografi ile de yapilabilecegini belirtmek énemlidir.
Bu sekilde, miizigin degerlendirme asamasinda nasil etkili bir sekilde kullanilabilecegi daha genis
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bir perspektifle ele alinabilir. Fon miiziginin duygusal tepkiler {izerinde olumlu etkileri gériilmustiir
(Kémpfe, Sedlmeier & Renkewitz, 2011). Miizigin degerlendirme asamasinda fon miizigi olarak
kullanimi, katilimcilarin duygusal durumunu etkileyerek, degerlendirmeye daha istekli ve motive
olmalarimi saglayabilir. Ayrica zihinsel berrakligi ve odaklanmay artirarak, degerlendirmeye daha
dikkatli ve verimli bir sekilde katilim gerceklesmesine yardimci olabilir. Miizik, katilimcilarin
yaraticiligim1 ve ifade giiciinii destekleyerek, degerlendirmeye daha 6zgiin ve zengin katkilarda
bulunmalarint saglayabilir.

Tartisma, Sonuc ve Oneriler

Caligma, yaratici drama atdlyelerinde miizigin roliinii incelemeyi; drama liderlerine isinma,
canlandirma ve degerlendirme asamalarinda miizigi daha etkili bir sekilde nasil kullanabilecekleri
konusunda 6neriler sunmay1 amaglamaktadir. Caligmanin verileri miizigin yaratici drama atolyelerinin
asamalarinda kullanilabilen bir ara¢ oldugunu ortaya koymaktadir. Calismanin bulgulart miizigin
yaraticl drama atdlyelerinde kullanimini desteklemekle birlikte alanda bu konuya iliskin yurt ici ve
yurt dis1 kaynaklarda konuyu spesifik olarak isleyen yeterli diizeyde ¢aligmanin yapilmamis olmasi
diistindiiriiciidiir. Dolayisiyla calismada miizigin Tiirkiye’de ve diger iilkelerde drama atdlyelerinde
kullanimin1 karsilastirmali olarak degerlendirilememis olmasi bir sinirlilik olarak goriilmektedir. Bu
alanda yapilacak yeni ¢alismalarda drama liderlerinin miizik tercihleri, atdlye liderleriyle yapilacak
goriismeler ve dogrudan atdlye gozlemleriyle derinlemesine arastirilabilir. Bdylece miizigin drama
atolyelerindeki rolii ve atolyeler tizerindeki etkisi gergek ortaminda ve dogrudan iligkide olan drama
liderlerinin gergek atdlye deneyimleriyle belirlenebilir. Miizik, atmosferin istenilen noktaya gelmesine
katkida bulunurken, katilimcilarin duygusal, biligsel ve devinissel siire¢lerini etkilemektedir. Miizik,
katilimeilarin grup icinde uyum saglamalarint ve is birligi yapmalarini giliglendirebilir, boylece
siirece daha etkili bir sekilde katilabilirler.

Miizigin yaratici drama siireclerinde kullanilmasi zorunlu degildir ve liderin hedeflerine
ve katilmcilarm ihtiyaglarina baglh olarak degisebilir. Ornegin, miizigin uygun olmayan bir
sekilde kullanilmasi veya c¢ok yiiksek sesle calinmasi, katilimcilarin dikkatini dagitabilir veya
rahatsiz edebilir. Bu tiir sorunlar, dramatik performansin kalitesini diisiirebilir ve katilimcilarin
odaklanmasin1 zorlagtirabilir. Ayrica, gereksiz giiriiltii veya rahatsiz edici miizik, drama etkinliginin
iletisimini bozabilir ve istenmeyen duygu durumlarina sebep olabilir. Miizigin kullanimi, belirli bir
atolyenin amacina, temasina, sliresine ve katilimeilarin ilgi ve becerilerine uygun olarak segildiginde,
katilimeilarin motivasyonunu artirabilir ve daha derin duygusal deneyimler yasamalarina yardimci
olabilir. Bu nedenle, yaratict drama liderleri, miizigi at6lye siirecine en iyi sekilde nasil entegre
edebileceklerini diigiinmelidirler. Miizigin, katilimcilarin grup i¢inde is birligi yapmalarini ve
6grenme deneyimlerini zenginlestirmelerini saglamada gii¢lii bir ara¢ oldugunu unutmadan dikkatli
bir sekilde se¢meli ve kontrol etmelidirler.

Yaratic1 drama liderlerinin amaclarimi gerceklestirmeleri ve atdlyelerinde miizigi etkili bir
sekilde kullanmalari i¢in olusturulan miizik repertuvari, akort problemi olmayan ritim aletleri veya
katilimcilarin kendi hazirladigi ritim aletlerinden olusan bir ¢algi kutusu, drama deneyimlerinin
etkililigini artirmada biiyiik kolayliklar saglayabilir. Bu ¢alg1 aletleri ve hazirlanan miizik arsivi,
drama liderlerine farkli duygu durumlarina, temalara ve hikayelere uygun miizigi se¢me ve
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kullanma konusunda biiyiik esneklik sunar. Bu repertuvar ve calgi aletleri, drama liderlerinin kendi
yaraticiliklarini kullanarak etkili drama deneyimleri sunmalarina yardimer olabilir.

Yaratic1 drama lideri, atdlye plani olustururken hangi kazanimlari1 hedefledigini ve hangi
teknikleri kullanmay1 planladigini diisiiniirken, miizigi de bu siirecin bir parcgasi olarak g6z 6niinde
bulundurmalidir. Miizigin 1sinma, canlandirma veya degerlendirme asamalarinda nasil kullanilacagi
onceden planlanmali ve denenmelidir. Bu, miizigin atdlye siirecine en iyi nasil hizmet edebilecegini
anlamak i¢in 6nemlidir. Miizik se¢imi, katilimcilarin dikkatini dagitmayacak, amaca uygun ve
katilimeilarin rahatga katilmasina olanak taniyacak tiirde, her kiiltiirden ve tarzdan miizige yer
verilebilecek esneklikte olmalidir; ancak dikkat edilmesi gereken en 6nemli nokta, miizigin kazanim
odakli se¢ilmesi ve katilimcilart odaktan uzaklastirmayacak tiirde olmasidir.

Yaratic1 drama lideri hangi miizikleri ve nasil kullanacagina karar vermeden dnce su sorulari
kendine sormalidir:

» Miizik canlandirmanin amacina uygun mu?

* Miizik canlandirmanin temasina uygun mu?

* Miizik canlandirmanin siiresine uygun mu?

* Miizik katilimcilarin ilgi ve becerilerine uygun mu?

* Miizik canlandirmanin atmosferini nasil etkileyecek?

» Miizik katilimcilarin duygusal, biligsel ve devinissel siireglerini nasil etkileyecek?
» Miizik ritmik uyaranlar saglayacak m1?

» Miizik seslendirme ve miizik yapma gibi etkinlikler sunacak m1?

Yaratict drama lideri, miizigi kullanmadan 6nce kendisine sordugu bu sorular, atélyenin
kazanimlarmi gerceklestirme yolunda faydali doniitler sagliyorsa, miizigi rahatlikla kullanabilir.
Tiim siiregler géz oniine alindiginda, miizigin drama ¢aligmalarindaki 6nemi oldukga agiktir. Ancak,
dikkat edilmesi gereken 6nemli husus, secilecek miizigin belirlenen hedeflere uygunlugunun énceden
degerlendirilmesi ve drama uygulayicisi tarafindan denemis olunmasidir.

Gelecekte yapilacak ¢alismalarda;

* Arastirmanin yapildigi zaman dilimi ve cografi sinirliliklar belirtilerek drama liderlerinin
miizik tercihleri belirlemeye yonelik ¢alismalar yapilabilir.

» Miizik ve drama disiplinlerinin bir araya gelerek 6grenme deneyimini daha etkili hale
getirebilmesi i¢in hangi pedagojik yaklagimlarin kullanilabilecegi arastirilabilir.

* Miizigin drama atolyelerinin 1sinma, canlandirma ve degerlendirme agamalarindaki etkilerini
daha ayrintili bir sekilde anlayabilmek amaciyla her asamayi iceren ayri ¢aligmalar yapilabilir.

* Farkli miizik tiirleri ve enstriimanlarin drama at6lyeleri lizerindeki etkileri arastirilabilir.

e Farkli yas gruplar, egitim seviyeleri ve kiiltiirlerden gelen katilimeilarla miizigin drama
atolyelerindeki etkilerini inceleyen calismalar yapilabilir.

* Miizigin drama atdlyelerindeki duygusal, bilissel ve devinissel etkilerini inceleyen daha
spesifik ¢aligmalar yapilabilir.
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* Caligmalarin pratik uygulamalara doniistiiriilmesini saglamak amaciyla atdlye liderlerine
yonelik uygulama kilavuzlari ve egitim programlari gelistirilerek miizigi bilingli bir sekilde kullanmak
isteyen liderler i¢in kaynaklar sunulabilir.

Bu onerilerin gelecekteki ¢aligmalara temel olusturmasi ve miizigin drama atdlyelerinde
kullanimina yonelik daha genis bir anlayisin gelismesini saglamasi umulmaktadir.
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Introduction

It is believed that integrating music into life and actively participating in music contributes positively
to the individual’s personal and social development. It also supports lifelong learning. Numerous
studies show that music triggers emotions, stimulates memories, and alters moods (Cochrane, 2010;
Gabrielsson, 2001; Koelsch, 2014; Scherer & Coutinho, 2013; Thompson & Quinto, 2011). The
common themes of the studies conducted in the creative drama and music field can be listed as
education and teaching methods, emotional expression and communication, participation and
motivation, cultural and social dimensions, performance and performing arts, learning outcomes, and
evaluation. These themes reflect a general interest in how drama and music can be used in various
areas, including education, communication, emotional development, and artistic creativity (Asimoglu,
2012; Avci, 2020; Burak & Erdogan, 2018; Erdogan, 2016; Eroglu, 2018; Gudek & Yilmaz, 2021;
Jungmair, 2006; Ozcan, 2007; Siniksaran & Aykac,2013; Yagci, 1995). Research often addresses one
or more of these themes, demonstrating the versatility of the field and its potential impacts. These
studies emphasize the role of creative drama and music in educational processes, investigate how the
combination of these two disciplines can enrich learning experiences, and examine the role of music
in creative drama workshops in comparison with other factors.

In particular, the studies emphasize how music can be used effectively in the warm-up,
enactment, and evaluation stages of creative drama activities and how it contributes to the aims,
themes, duration of the enactments, and the interests and skills of the participants. Additionally,
this study has explored how music can affect the atmosphere in which animation is performed and
participants’ emotional, cognitive, and kinesthetic processes. The opportunities offered through
music, including vocalization, music making, and rhythmic stimuli, are examined in detail, as well
as how they can be used in the drama process and the appropriateness of music selection for each
stage. Therefore, the study is considered significant for contributing to a better understanding of
the potential of creative drama and music in education by providing a more original and specific
perspective.

Music can increase participants’ motivation in drama workshops by affecting their emotional
states. It is stated that active participation in music can lead to positive emotional, social, physical,
health, intellectual, creative, and spiritual outcomes for individuals (Clift and Hancox, 2001; Hallam,
2010). Participation in musical activities aims to develop musical skills and competencies, reveal
musical expression and creativity, and establish emotional and social bonds with music. It is also
emphasized that music positively affects mood (Taruffiand Koelsch, 2023).

In order for the perceived benefits of music to be realized and these effects to be observable,
it is important to start as early as possible, sustain participation, encourage activities within group
settings, and provide individuals with opportunities for self-expression. Active participation in music
can take the form of listening to music, making music, and participating in music activities.

Creative drama and music are two fields of science that are directly related, and both are
disciplines where creativity is at the forefront. The leader’s knowledge of music, as well as their
knowledge, skills, and competencies in the drama field, has an essential role in achieving the goals
of the activities (Yapali, 2020). Music, which has played a significant role in many cultures and
civilizations throughout history, has been used as an educational tool, along with drama and dance,
especially in Ancient Greek tragedies. (Kutlu, 2019).
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Throughout human history, every living being has developed various expressions in an effort
to express their feelings and thoughts. Some put their feelings on paper, some hummed them in songs,
some shaped them by carving stones, and some expressed them through dance. While some have
used these expressions in the real world, others have resorted to similar methods in the imaginary
world. But they have all sought to convey emotions and thoughts in different ways.

One of the most common forms of expression is music. Music is a powerful tool that people
use to express their inner feelings and thoughts. Reflecting a wide range of emotions, varying from
joy to euphoria, music has been used throughout the ages to convey diverse life stories, emotions,
and thoughts. Music has sometimes been an exuberant reflection of joys and sometimes a poignant
expression of heartbreaking pain. Music enables emotional and intellectual expressions inspired by
lived experiences and, combined with theater methods, aims to offer alternative perspectives within
the drama method.

In his book “Development Through Drama,” Brian Way emphasizes the value of drama
in contributing to the full and harmonious development of individuals through the coordination
of body, mind, heart, and spirit. He also focuses on the importance of music in this process and
its ability to awaken the imagination. Way emphasizes that music is a powerful stimulant that can
affect the senses, mind, and spirit, and that it helps individuals express themselves and develop in
this process (Way, 1972; cited in Kellet, 1984). The use of music in creative drama is an integral
element that affects the atmosphere of the enactment and the emotional, cognitive, and kinesthetic
processes of the participants. Music is a tool to stimulate spontaneous or creative responses (Kellet,
1984). Music is used effectively at different stages of creative drama work. Dramatization activities,
especially in preschool groups, are often presented in the form of performances, and sound effects,
playing instruments (Goncu, 2012), and children’s songs are actively used in these activities. Musical
creative drama activities have a crucial role in increasing children’s self-confidence (Umuzas &
Dogan, 2021).

Children’s songs represent an essential tool, especially for early childhood educators, to
make teaching the concepts more fun and participant-oriented. These songs engage children
by making the learning process more effective and enjoyable. Furthermore, children’s songs can
encourage emotional expression and help them to understand the characters’ emotional experiences
more deeply during the dramatization.

The music is frequently used in creative drama to boost the participants’ energy during the
warm-up stage, to create the atmosphere of the scenes during the enactment stage, and to emphasize
the emotional experiences of the characters. This contributes to making the dramatization more
expressive and meaningful for the participants. The use of music in this way is an aspect of creative
drama that makes the experience of learning and discovery richer and more engaging.

Music can contribute to the more efficient progress of drama workshops by accompanying
free walking exercises during the warm-up phase, creating the desired atmosphere in animations,
and by using it in the background or within the activities during the evaluation phases. Moreover,
Dalcroze Eurhythmics, which involves experiencing music with the body, can enrich drama activities.
This approach focuses on the quality of movement and contributes significantly to the development
of body awareness (Aronoff, 1983).
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Music can serve to set the rhythm and tempo of the activities and to reflect the emotional and
personal characteristics of the characters being portrayed. Furthermore, you can inspire participants’
emotional expression and imagination by playing a particular piece of music in the classroom. It
is also possible to do writing activities based on this piece of music (Peker and Adiguzel, 2020).
Participants can create their own instruments, sing songs, or enrich their enactments with music
during the workshop. However, an essential point to note about the use of music in creative drama
is that the leader or the drama practitioner should choose music that suits the objectives and the
needs of the participants. The music chosen may vary depending on the aim, theme, duration of the
enactments, and the interests and skills of the participants.

Utilizing music can set the atmosphere of the dramatic experience, influence the emotional,
cognitive, and kinesthetic processes of the participants, provide rhythmic stimuli, and offer activities
such as vocalization and music-making. Music, nevertheless, does not have to be used in creative
drama. For music to be used effectively, the needs and goals of the leader and participants must
be taken into account. Also, when analyzing the effect of music on drama activities, it should be
carefully chosen in line with the aim and objectives rather than randomly selected.

Music can trigger not only positive changes in the listener such as interest, relaxation, mental
clarity and vitality, but it can also alleviate negative emotional states such as hostility, fatigue, sadness
and tension (McCraty, Barrios - Choplin, Atkinson & Tomasino, 1998). It is therefore important that
music is chosen and used correctly. Haphazardly selected music may cause participants to lose focus
instead of contributing to drama activities and may prevent the realization of the intended outcome.
Hence, when planning workshops and selecting music, the drama leader needs to make sure that the
music to be used is appropriate to the aims, theme, and needs of the participants. The drama leader
should try the music beforehand and think in advance about how to integrate it into the workshops.
The music should be purposefully chosen to enrich the atmosphere of the dramatic experience and
support the emotional, cognitive, and kinesthetic processes of the participants. Also, the use of music
should be appropriate to the aims and objectives of the workshop.

The role of music in the drama process is to create the atmosphere of drama activities, to
leave emotional effects on the participants, and to make the activities richer. Choosing music through
a careful planning and selection process in the creative drama process is of great importance for
achieving the intended results. In this way, music can make drama workshops more effective and
efficient. The drama leader must carefully consider and experience the music. This can help make
dramatic experiences more expressive and meaningful.

Problem Situation

In education, many studies have documented the positive contributions of creative drama and music to
learning processes (Adiguzel, 2019; Aykac & Ilhan, 2014; Okvuran, 2012; Onder, 2007; Ozcan, 2007;
San, 1993; Sungurtekin, 2001; Ulu & Adiguzel, 2019; Ulubey & Toraman, 2015; Yigit, 2010 ). Both
disciplines can support the development of important skills such as emotional expression, creativity,
communication skills, self-confidence, and problem-solving abilities in participants. Moreover, the
emotional effects of music on human beings and the enrichment of the learning experience by drama
methods emphasize the potential of these two disciplines in education. However, further research is
required on how creative drama and music can be effectively combined in education and how they
can enrich the learning experience. The fact that the available studies discuss the effects of music in
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general, do not include specific information on how it can be used in the warm-up, enactment, and
evaluation stages of drama workshops, which type of music is more effective to choose, and how
drama leaders can establish a balance between these disciplines, indicates that the literature is lacking
in this sense. In this regard, the present study was conducted to better understand the potential of
creative drama and music in education, to examine how these two disciplines can be combined
effectively, and to provide guidance to drama leaders. The study focuses on how music can be used
in drama workshops, at what stages it is effective, and the experiences and methods of drama leaders
in bringing these disciplines together.

Problem Statement

What is the role and effect of music in the stages of creative drama lesson?
Sub-Problems:
1. How can music be used in the warm-up stage of drama workshops?
2. How can music be used in the enactment stage of drama workshops?
3. How can music be used in the evaluation stage of drama workshops?

Objective of the Study

The main objective of this study is to emphasize the importance of the role of music in drama
workshops and to draw attention to the current lack of knowledge in this field. Given the limited
existing literature, this study frequently cited relevant sources to support the effects of music in
drama workshops and to indicate the requirement for further research in this field. Therefore, a
detailed article analysis was not deemed necessary for this study, as the primary purpose of the
research was to summarize existing literature and highlight research possibilities in the field. It also
aims to examine the role of music in creative drama workshops and to offer recommendations to
drama leaders on how to use music more effectively in the warm-up, enactment, and evaluation
stages. Today, the fact that there is a limited number of scientific publications emphasizing the use of
music in creative drama workshops prevents the effect of music in the field from being fully revealed.
Although it is recognized in the literature that drama enriches learning experiences and develops
its participants in cognitive, emotional, kinesthetic, social, communicative, and other areas, it is
considered that the literature lacks sufficient studies on how music affects and shapes this experience.
The study is expected to make the leaders of creative drama workshops realize the importance of
gaining the competence to use music effectively and efficiently.

Significance of the Study:

The contributions of this study, in which the disciplines of “Creative Drama” and “Music” are
brought together to enrich and interest the learning experience in drama workshops, are as follows: It
emphasizes the need for the deliberate use of music in drama workshops and its systematic inclusion
in creative drama workshop plans. This study emphasizes how the combination of creative drama
and music can add value to drama workshops and the outcomes of drama. The integration of these
two disciplines in drama workshops has the potential to make the learning experience more enriched
and participatory while strengthening participants’ emotional expression, creativity, communication
skills, self-confidence, and problem-solving abilities. Music can also be an effective tool to increase
participation and promote motivation in workshops, allowing them to navigate this art form more
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effectively. The study could guide drama leaders in combining these two disciplines and contribute
to the development of creative approaches in education by providing insights into pedagogical
knowledge and practice. In conclusion, this study can enhance the potential of drama workshops
to provide a more effective learning environment while further strengthening the gains of drama
through music. It can help drama leaders to provide participants with a broader and more engaging
learning experience. Therefore, it is believed that this study can be considered an essential step to
support the purposeful use of music in drama workshops, to increase the awareness of drama leaders
on this issue, and to provide a basis for future studies and that it would contribute to bridging the gap
in the field.

Method

Research Design

Within the scope of this study, the document analysis method was used to examine the role and
effects of music in creative drama workshops. In the document analysis method, media sources,
including academic articles, books, official documents, letters, diaries, newspapers, various types of
printed and electronic written materials, etc. (Bowen, 2009) are examined with the aim of extracting
information, seeking answers to specific questions, or conducting research in line with the objectives
of the study. “This method is mostly used in the literature as a complement to other research methods,
as well as a stand-alone method.” (Sak, Sahin Sak, Oneren Sendil & Nas, 2021, 228).

Data Collection and Analysis

Initially, a data selection procedure was employed for this study, aiming to cite valid and reliable
sources. In the research, the search codes “drama ve miizik, miizigin gelisim alanlarina etkisi, miizigin
atmosfer olusturmasi, miizigin duygu ve disiincelerin ifade edilmesine katkisi, dramada miizigin
kullanim1” for Turkish and “drama and music, the impact of music on developmental domains, the
creation of atmosphere through music, the contribution of music to the expression of emotions and
thoughts, the use of music in the drama” for English were used in Google Scholar and other databases.

Academic studies (scientific articles, theses, conference proceedings, postgraduate theses,
and other scientific sources) containing data on the research topic were examined in line with
the aims of the study with a focus on the use of music in creative drama workshops, how music
affects the learning experience, how it contributes to workshop outcomes and how it can be used
in workshops. Access to databases, including WOS (Web of Science), SCOPUS, and ERIC, was
provided by connecting to the campus network to find articles that the Google Scholar search engine
does not offer open access. These databases, which allow academic and scientific resources to be
found and their accuracy to be assessed, were preferred to access further studies and to obtain a
more comprehensive perspective. With this approach, we aim to access a broader knowledge base by
bringing together data from various sources. The collected data were analyzed using the descriptive
analysis method and evaluated by considering the validity and reliability of the data obtained. No
particular domestic or foreign study was determined regarding the use of music in creative drama
workshops in the literature review. Therefore, we focused on the results of studies supporting the use
of music in creative drama workshops in the literature. Relevant publications were cited to verify and
support the reliability of the information and claims presented. This is considered a key component
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in adopting a scientific and evidence-based approach to emphasize the importance and impact of the
role of music in drama workshops. These studies indicate that combining drama and music can enrich
the learning experience and strengthen the achievements of drama (List, 1982; Rubin & Merrion,
2011; Rubin & Merrion, 1998; Yasar & Aral, 2012; Yucesan & Sendurur, 2018).

Research and Publication Ethics

The present study was conducted in accordance with the “Directive on Scientific Research and
Publication Ethics of Higher Education Institutions.” No ethical violations specified in the second
section of the mentioned directive titled “Behaviors Contrary to Scientific Research and Publication
Ethics” occurred. The study does not require ethics committee approval as it does not involve any
experimental procedure on humans or animals.

Findings

The music used in drama workshops can be the main subject determined in the workshop content in
line with the outcomes, and it is also a tool that can be used at every stage as needed. It can be utilized
for improvisational work, to create a certain mood, as a stimulus, to add atmosphere to an imitation
sequence, to aid character development, or to provide relaxation. Adiguzel (2006; 2015) suggests

99 ¢

that drama activities should be carried out in three stages: “preparation-warm-up,” “enactment,” and

“evaluation-discussion.”

Findings and Interpretation Related to the First Sub-Problem
“How music can be used in the warm-up stage of drama workshops?”

In creative drama workshops, the activities carried out to ensure that the participants are ready for the
activities, each other, the environment, their leaders, and the enactments are called the “warm-up” or
“preparation” stage (Adiguzel, 2006).

Supporting the warm-up stage with music in drama practice contributes to the fun and
effectiveness of the warm-up plays and facilitates an easier and smoother transition to drama. The
inclusion of music can help participants to raise their energy, center their attention, and become
emotionally ready for the activities. Rhythmic music can encourage participants to move and
positively influence group dynamics. Also, the tempo and rhythm of the music can help determine
the pace and energy of the warm-up games. The choice of music should be based on the purpose of
the workshop, its theme, and the age and interests of the participants. The proper choice of music can
increase participants’ motivation and strengthen group bonds. Therefore, the drama leader should
carefully select the music to be used in the warm-up stage and indicate which music they can use in
the drama plan in accordance with the needs of the workshop.

Music is invaluable as a precursor to this key stage of introduction, communication, and
interaction. Examples of outcome-oriented use of music at this stage are as follows:

Walking and Movement Exercises:

During the warm-up stage, it is important for participants to move their bodies and boost their
energy. Research shows correlations between movement quality and music tempo during exercise
(Karageorghis & Priest, 2012). Music can facilitate the practice of walking at different tempos and
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help them maintain the desired tempo as instructed. This allows participants to act more diversely
and dynamically (Ozturk, 1999). The use of music in walking and movement exercises, which are
often done in the warm-up stages of drama workshops, can be regarded as a method used to enrich
the participants’ performances in other stages and to strengthen the emotional context.

The Fundamental Role of Rhythm and Music:

Rhythm, considered one of the essential elements of music, has a critical role in bringing meaning,
emotion, and aesthetics to music (Thaut, 2007). The innate human sense of rhythm is associated
with the ability to perceive time, organize sounds and movements, and understand and produce art
forms such as music and poetry. Rhythm is a significant tool that is used for emotional expression,
social interaction, communication, and entertainment (Fujii & Wan, 2014). Music can be used very
effectively in rhythm exercises. The unique rhythmic properties of the music not only determine its
regularity and stresses over time but also stimulate participants to respond emotionally and physically
to the music. Characteristics of the music, including rhythm, beats, and tempo changes, provide
participants with a rhythmic experience, which connects them more intimately to the music and
deepens their dramatic experience. Thereby, the rhythm of the music not only makes the music more
effective but is also used as a powerful tool to emphasize emotion and expression within the drama.

Participants find the opportunity to enhance both their physical coordination and emotional
expressive abilities by using their hands, feet, or bodies in accordance with the rhythm of the music.
It is known that synchronizing with the rhythm of music improves perception and attention, as
well as physical skills. Furthermore, engaging in this practice within drama allows participants to
intimately experience the music and further expand their capacity for expression in drama. In this
regard, exercises performed to the rhythm of music play a remarkable role in drama as an instrument
for both physical and emotional development.

Free Expression and Body Movement:

The beginning of the sense of rhythm is closely related to human evolution and culture. Factors
such as geographical location, cultural relations, and lifestyle can also determine a society’s unique
understanding of rhythm (Kirac, 1997; Thaut, 2007). The sense of rhythm is rooted in human
biological functioning. It is related to periodic movements such as heartbeat, breathing and walking.
The sense of time develops by perceiving rhythm, affecting thinking processes. Rhythmic patterns
help the human brain to perceive time and improve memory and attention (Thaut, Trimarchi &
Parsons, 2014).

Although the ability to use one’s body well in music and dance can be an innate physical,
mental, and emotional competence (Turan, 2022), with its stimulating effect on emotions, music can
help participants develop motor skills as an accompaniment to use their bodies freely (Bruce, 1965,
p-23). The ability to use the body more effectively is critical in drama activities. This can enhance the
emotional depth of the dramas.

More specifically, the outcome-oriented use of music in the warm-up phase can support
participants to move freely in space and have creative experiences, get ready for activities,
communicate, and use their bodies effectively by coordinating physical movements and dances. The
rhythm, tempo, and melody enrich the atmosphere of the dramatic experience and enhance emotional
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expression. It can contribute to making drama studies more efficient and impressive. Therefore,
drama leaders must purposefully select and use music from what they have already experienced.

Findings and Interpretation Related to the Second Sub-Problem
“How can music be used in the enactment stage of drama workshops?”

“Enactment is the stage in which a subject is shaped and emerged, determined and formed throughout
the process, and all formation activities are carried out” (Adiguzel, 2006, p.26). It is considered
that music enriches the dramatic experience by creating emotional context, generating atmosphere,
supporting improvisation and role-playing processes, and providing a creative experience to the
participants with alternative rhythm instruments and body music during the enactment stage in drama
workshops. In this stage, which can be defined as the stage where creativity and imagination emerge
the most, an event, situation, or characters are portrayed using theater methods. At this stage, music is
sometimes used as the starting point of the activity, sometimes as background music for the activity,
and sometimes as a stimulus to signal the beginning or end of the enactment. The inclusion of music
can be very effective in emphasizing the characters’ emotional states and the story’s flow. In addition,
the music chosen for the theme portrayed can influence the atmosphere. For instance, in a performance
that involves the theme of fear, the music creating suspense or triggering the participants’ enthusiasm
can directly effect the participants’ performance.

One of the most commonly used methods in enactment is improvisation and role-playing.
Music can support role-playing and improvisational enactments, and participants can act out a role-
play inspired by an instrument or piece of music. Characters can be expressed more deeply when
accompanied by a particular piece of music. Another way to experience music in drama workshops
is to use alternative rhythm instruments and body music. Especially in activities where stories, fairy
tales, or tales are enacted, musical experiences can be provided with recorded music as well as
elementary music instruments or alternative rhythm instruments created by the participants using
their creativity. This can support participants’ creativity and motor skills and make the enactments
more fun. Within the available resources, elementary musical instruments present in workshops or
rhythm instruments made by participants themselves can be used to mimic the sounds of wind, rain,
storm, and animals. Drums and percussion instruments used to imitate the rhythmic sounds of sunrise
and sea waves, cymbals, or bells that simulate the chirping of birds can be effectively integrated
into workshops. These rhythm instruments, which we can define as elementary music instruments,
may be readily available in the workshops, but this should not be considered a requirement. Apart
from these, wooden blocks or boards imitating the sounds of the forest, metal lids used to produce
the sound of rain, and rhythm instruments made from bags, bottles, cans, and other waste materials
are very effective for generating music and developing creativity in drama workshops. Alongside all
these alternative solutions, it should be noted that one of the oldest and most fundamental instruments
used to produce music is the human body. Different parts of the body - hands, feet, fingers, toes, lips,
and even vocal cords - can be used to create rhythm and music. These natural instrumental abilities
of the body are used in various musical and rhythmic expressions such as dancing, singing, hand
claps, foot tapping, and body percussion. Imitating the strength or breeze of the wind, the rain with
rhythmic beats, and the thunder with foot tapping and hand clapping body movements are just some
of the alternative tools that the participants find within the possibilities to create music, and the
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sound production activities they do with their bodies can bring the enactments to a more creative and
enjoyable atmosphere while making the participants more active.

Dalcroze emphasizes that the whole body and soul should accompany this experience rather
than just listening to music with the ear (Dalcroze, 1921). Listening to music only by ear makes it
perceived as a purely auditory experience. However, music, as an emotional, physical, and spiritual
experience, should be experienced with the whole body and soul, not just the ears. Through rhythms,
melodies, and lyrics, music triggers emotional responses in the listener. The physical response of the
body to the music, using rhythm and dance, can help to feel more of the music, providing a mentally
and spiritually enriching experience and leading participants to more inner experiences.

Sometimes just focusing on the emotions that the music evokes in the listener can be practiced,
while singing or dancing together can also bring people together and strengthen community spirit. In
conclusion, experiencing music with the whole body and soul, not just the ear, allows for a deeper and
more meaningful experience and expression of emotions. This can help to fully grasp the emotional,
physical, and spiritual richness of music.

Findings and Interpretation Related to the Third Sub-Problem
“How music can be used in the evaluation stage of drama workshops?”

The evaluation stage is the final stage that takes place after the warm-up and enactment stages and aims
to determine the essence, importance, quality, and quantity of the process (Adigiizel, 2006, p.26). At
this stage, a general evaluation should be made at the end of the drama workshops, in addition to the
interim evaluations made during the warm-up and enactment phases. In this evaluation, participants
give feedback on the purpose, content, process, and outcome of the enactment. Participants are
usually encouraged to express what they felt, what they did, what difficulties they faced, and what
they enjoyed during the process, developing different perspectives. Evaluations should take place
in a democratic environment where everyone can participate voluntarily. Each participant needs
to be perceived as unique and valuable, and it should be emphasized that each individual is an
indispensable member of the group.

Evaluation stage activities can take different forms, such as painting, poetry, or games.
Furthermore, special performances using dances, songs, or instruments, sometimes accompanied by
music, can make evaluations more fun and engaging. It is worth noting that the evaluation can also
be done with a choreography created through creative dance and music. Thus, a broader perspective
on how music can be used effectively in the evaluation stage can be addressed. Background music
has positive effects on emotional responses (Kdmpfe, Sedlmeier & Renkewitz, 2011). The use of
music as background music in the evaluation stage may affect the emotional state of the participants,
leading them to be more willing and motivated for the evaluation. It can also increase mental clarity
and focus, helping to participate more attentively and efficiently in the assessment. Music can
support participants’ creativity and expression, enabling them to make more original and diverse
contributions to the evaluation.
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Discussion, Conclusion and Recommendations

The study aims to examine the role of music in creative drama workshops and to offer recommendations
to drama leaders on how to use music more effectively in the warm-up, enactment, and evaluation
stages. The study data reveal that music is a medium that can be used in the stages of creative drama
workshops. Although the study results support the use of music in creative drama workshops, it is
ponderable that studies on this subject in the field that specifically address the issue in domestic and
foreign sources are not sufficient. Therefore, the lack of a comparative evaluation of the use of music
in drama workshops in Turkey and other countries is considered as a limitation. In further studies
to be conducted in this field, the music preferences of drama leaders could be investigated in depth
through interviews with workshop leaders and direct workshop observations. Thus, the role of music
in drama workshops and its impact on the workshops can be determined in the actual environment
and through the real workshop experiences of the drama leaders who are directly involved. Music
contributes to the achievement of the intended atmosphere and affects the emotional, cognitive, and
kinetic processes of the participants. Music can strengthen participants’ cohesion and cooperation
within the group so that they can participate more effectively in the process.

The introduction of music in creative drama processes is not mandatory and can vary
depending on the leader’s goals and the participants’ needs. For instance, the inappropriate use
of music or playing it at excessively high volumes can distract or discomfort participants. Such
problems may reduce the quality of the dramatic performance and make it difficult for participants
to focus. Moreover, unnecessary noise or disturbing music can distort the communication of the
drama activity and cause undesirable emotional states. Music, when chosen to fit the purpose, theme,
duration of a particular workshop and the interests and skills of the participants, can increase their
motivation and help them to have deeper emotional experiences. Therefore, creative drama leaders
should consider the best way to integrate music into the workshop process. They should carefully
select and control the music, remembering that music is a powerful medium for enabling participants
to collaborate in groups and enrich their learning experience.

A repertoire of music, rhythm instruments with no tuning problems, or a toolbox of rhythm
instruments designed for creative drama leaders to realize their goals and use music effectively in
their workshops can provide great convenience in increasing the effectiveness of drama experiences.
These instruments and the prepared music archive offer drama leaders great flexibility in selecting and
using music appropriate to the various moods, themes, and stories. This repertoire and instrumentation
can help drama leaders deliver powerful drama experiences using their creativity.

The creative drama leader should also consider music as a part of this process when
formulating a workshop plan, taking into account which outcomes they aim to achieve and which
techniques they plan to use. How music is to be used in the warm-up, enactment, or evaluation stages
should be planned and practiced in advance. This is essential to understand how music can best serve
the workshop process. The music should be chosen in a way that does not distract the participants,
is fit for the purpose and allows the participants to participate comfortably, and should be flexible
enough to include music from all cultures and styles; however, the most crucial point to be considered
is that the music should be outcome-oriented and should not distract the participants from the focus.

Before deciding which music to use and how to use it, the creative drama leader should ask
themselves the following questions:
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* [s the music suitable for the purpose of the enactment?

* [s the music suitable for the theme of the enactment?

* [s the music suitable for the duration of the enactment?

* [s the music suitable for the interests and skills of the participants?
* How will the music affect the atmosphere of the enactment?

* How will the music affect the emotional, cognitive, and kinesthetic processes of the
participants?

* Will the music provide rhythmic stimuli?
» Will it offer activities such as music vocalization and music making?

If these questions that the creative drama leader asks themselves before using music provide
positive feedback on the realization of the achievements of the workshop, they can easily use music.
Considering all the processes, the importance of music in drama studies is quite clear. However, it is
important to note that the music to be chosen should be evaluated and tested by the drama practitioner
beforehand to ensure that it is suitable for the objectives set.

In the future studies,

* Further studies could be conducted to determine the music preferences of drama leaders by
specifying the time period and geographical limitations of the study.

* Pedagogical approaches that could be utilized to make the learning experience more
effective by combining the disciplines of music and drama could be investigated.

* Separate studies involving each stage can be conducted in order to understand the effects of
music in the warm-up, enactment, and evaluation stages of drama workshops in more detail.

* The effects of different types of music and instruments on drama workshops can be analyzed.

* Further studies can be conducted to examine the effects of music in drama workshops with
participants from various age groups, educational levels, and cultures.

* More specific studies can be conducted to examine the emotional, cognitive, and kinesthetic
effects of music in drama workshops.

¢ Guidelines and training programs for workshop leaders can be designed to ensure that the
studies are transformed into practical applications, and resources can be provided for leaders who
want to use music intentionally research and to foster a broader understanding of the use of music in
drama workshops..

These recommendations are expected to form the basis for further
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IDEA 27 Kasim Diinya Yaratic1 Drama Giinii Ulusal Bildirgesi
27 Kasim 2023

Her Zaman, Herkes i¢in ve Her Seye Ragmen Drama!

“Ayakta gember olalim.” yonergesi ile 0nce drama gemberinde yerlerimizi aldik. Sonra el ele tutustuk.
Once tuttugumuz elin bir kadin ya da erkegin eli degil, bir insanin eli oldugunu fark ettik.

Drama siirecini birlikte insa etmeye bagladik. Katilimciydik, dramanin ilk bileseniydik. Drama,
¢cemberin icerisinde bicimlenmeye devam etti. Egitmenimiz bizi eyleme davet etti. Boylece ikinci
bilesen de yerini ald1. Bir konumuz vardi ve zamanla ¢gemberde baska eller ile el ele verdik. Oyunlar
oynadik, canlandirmalar yaptik. Gozlerimizi kapatip agtigimiz o kisa siirede tekil olan “ben” ile cogul
olan “bize” gectik ve onlar1 gergek ile kurgu arasinda gidip gelen bir yolculuga ¢ikardik. Boylece
diger bilesenlerimiz de yerlerini ald1.

Drama ¢emberinde “tekil ile cogul” bir etkilesime, “6znel ile nesnel” de bir uyuma doniistii. Sonra
her ikisi gliveni, 0zgiiveni, empatiyi icimize serpti. Cemberde birbirimizin ellerini daha siki tutmaya
basladik. Ciinkii birbirinden farkli rollerde karsilik bulan yasantilarimiz, -mis gibi yaparak dramatik
durumlara doniisiiyordu. Baskalarinin bakis acilarindan kendimizi ve diinyayr inceliyorduk.
Sonra kendiliginden (spontane) ¢aldigimiz tiim kapilarin ardinda kurulan salincaklara binip farkli
yasamlara dogru ileri ve geriye doniik yolculuklar yapmaya basladik. Her bir canlandirma, ge¢gmis ve
gelecek arasinda kurulan bir salincak gibiydi. Geri giderken gegmiste biraktiklarimiza hizli bir doniis
yapiyor, ileri gidislerde ise gelecek hemen Oniimiizde beliriyordu. Tiim ¢agrisimlar yasantilarimizi
davet ediyordu. Iste o zaman “karmasa i¢inde insan” olmaktan uzaklasip bu ¢atismalar1 yasayan tiim
insanlarin ellerinden tutmaya basliyorduk.

Her 6ykiiniin bir baglangici vardi. Buna inandik ve kahramanin izinde yolculuklara ¢iktik. Her
kahramanin tutum ve davranislar1 yasami daha “giizel” hale getirdi. Drama, penceredeki tiil perdenin
ardindan kendi ¢ocuklugumuzu, ergenligimizi yani ge¢cmisimizi bize yeniden gosterdi. Boyumuz
kadar aynalarla bizi harekete gecirdi. Yaptigimiz heykellerle yeni eylemler olusturdu. “Herkes ile”
baglanan drama, “herkes i¢in”’e evrildi. Is181 ile aydinlatti ve drama bize “iyi geldi”. Boylece bizler
pencerenin bugulu camlarina g¢abucak dagiliverecegini bilsek de- parmaklarimizla isimlerimizi
yazmay1 basarabildik.

Dramanin insanin ve yasamin ta kendisi oldugunun farkina varmistik ve artik biz de sorumluyduk.
Yiiksek bir sesle haykirmaya basladik:

Drama, basta ¢cocuklar olmak iizere herkes i¢in bir haktir!
Drama, mutlaka biitiin egitim programlarinin her kademesinde yer almalidir!

Her Zaman, Herkes i¢in ve Her Seye Ragmen Drama!
Prof. Dr. Omer Adigiizel
Ankara Universitesi Egitim Bilimleri Fakiiltesi
Ogretim Uyesi, Cagdas Drama Dernegi Uyesi
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IDEA November 27 World Creative Drama Day National Declaration
November 27, 2023

Drama Always, For Everyone and Despite Everything!

We first took our places in the drama circle with the instruction “Let’s stand in a circle.” Then we
held hands. First, we realized that the hand we held was not the hand of a woman or a man, but the
hand of a human being.

We started to build the drama process together. We were participants, the first component of the
drama. The drama continued to take shape within the circle. Our trainer invited us to action. Thus,
the second component also took its place. We had a topic and over time we joined hands with other
hands in the circle. We played games, we did performances. In that short period of time when we
closed and opened our eyes, we moved from the singular “I” to the plural “us” and took them on a
journey between reality and fiction. Thus, our other components took their places.

In the circle of drama, “singular and plural” turned into an interaction and “subjective and objective”
into harmony. Then both of them sprinkled confidence, self-confidence and empathy in us. We
started to hold each other’s hands more tightly in the circle, because our lives, which corresponded
to different roles, were turning into dramatic situations by pretending. We were examining ourselves
and the world from the perspectives of others. Then we started to travel backwards and forwards to
different lives on the swings set up behind all the doors we spontaneously knocked on. Each role play
was like a swing set up between the past and the future. As we traveled backwards, we made a quick
return to what we had left in the past, and as we traveled forward, the future appeared right in front of
us. All evocations were inviting our experiences. That’s when we moved away from being “man in a
mess” and started to hold the hands of all the people experiencing these conflicts.

Every story had a beginning. We believed in this and went on journeys in the footsteps of the hero.
The attitudes and behaviors of each hero made life more “beautiful”. Drama showed us our own
childhood and adolescence, our past, through the tulle curtain in the window. It mobilized us with
mirrors as tall as us. It created new actions with the sculptures we made. Drama that started “with
everyone” evolved into “for everyone”. It illuminated us with its light and drama “did us good”.
Thus, we were able to write our names on the misty glass of the window with our fingers, even
though we knew it would quickly dissipate.

We realized that drama is human and life itself, and now we were responsible. We started to shout
out loud:

Drama is a right for everyone, especially for children!
Drama must be included in all education programs at all levels!

Drama Always, For Everyone and Despite Everything!
Prof. Dr. Omer Adigiizel
Ankara University Faculty of Educational Sciences
Faculty Member, Member of Cagdas Drama Dernegi (Contemporary Drama Association)
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IDEA 27 Kasim Diinya Drama Giinii Uluslararas Bildirgesi

Geng bir kiz olarak her zaman yirmi birinci yiizyilin diinyaya bilgelik ve uyum getirecegine inandim.
Insanlik bana gére yirminci yiizyilin yikici savaslarindan dersini almis olacakti. Kendi hayatimda,
doksanli yillarda Yugoslavya’da gergeklesen savaglarda, kriz ve savas i¢inde yagamanin ne demek
oldugunu tecriibe ettim. Bir sekilde umudum, uygarlik olarak bu yeni donemde daha bilge ve daha
asil olacagimizdan yanaydi.

Bu umuda karsilik, son birkag yildir karsilastigimiz sey, Ukrayna, Etiyopya, Suriye, Filistin,
Afganistan ve diinyanin pek cok yerindeki savaslarm bir sonucu olarak yasanan siddet, trajedi,
korkung vahset ve gociin artmasidir. Savas endiistrisi gelismekte olan tek endiistri gibi goriiniiyor. Ve
daha da yikic1 olan, artik olan biten pek ¢ok seyin ardinda gii¢, somiirgelestirme, fethetme bile degil,
sadece para ve karm yatiyor gibi gériinmesidir.

Ote yandan doga isyan ediyor gibi goriiniiyor. Depremler, seller, hortumlar, kiiresel 1sinma ve
felaketler... Doga, insanlarin on yillardir kendisine kotii davranmasindan bikmig durumda.

Bazen bu durum karsisinda kendimizi ¢aresiz hissediyoruz. Bazen suskun kaliyoruz, fel¢ oluyoruz,
korkuyoruz.

Kiiresel jeopolitik alanda ne yapilmasi gerektigi konusunda higbir fikrim yok. Ancak iilkemde ve
sehrim Belgrad’da o zor yillarda yasananlar1 6rnek gosterebilirim. “Stari Grad” Kiiltiir Merkezinde,
CEDEUM’un kurucularindan Ljubica Beljanski Risti¢’in girisimiyle bir grup sanat¢i bir araya
gelerek cok sayida ¢ocuk ve gence gilivenli bir siginak sundu. Drama ve dans atdlyeleri diizenlediler
ve hatta NATO’nun Belgrad ve Sirbistan’t bombalamasi sirasinda bile ¢alistilar. Bu kii¢iik umut
adast, bu genglerin stres ve sikint1 dolu bu dénemi giivenli bir sekilde agsmalarina yardimci oldu. Bu
cocuk ve genglerin bircogu taninmis sanatgilar ve Belgrad’m kiiltiirel ve sanatsal yasaminin 6nemli
yaraticilari haline geldi.

Asla unutmamamiz gereken sey, elimizde giiclii bir araca, bizi istedigimiz her seye ama her seye
doniistiirebilecek bir beceriye sahip oldugumuz, bunun da tiyatro ve drama oldugudur. Rol yapmak;
aktif olmak, eyleme gecip yapmak, hareket etmek, konusmak, gelecek igin farkli senaryolar
denemektir. Tiyatro/dramanin diinyasina ait egitimlerin yaratma siirecinde, kendimizin daha iyi
versiyonlar1 olmanin adimlarini 6greniriz, bu siiregte ¢evremizdeki diinyay1 da degistirmeye calisiriz.

Drama 6gretmenleri ve pedagoglari olarak bizler, karanlik zamanlarda aydinligin ve umudun 15181y1z.
Umutsuzluga, caresizlige ve caresizlige asla teslim olmamaliyiz. Ne yaptigimiz ve olaylarla nasil
basa ¢iktigimiz, birlikte ¢alistigimiz ¢ocuklar, gengler ve yaslilar i¢in bir 6rnektir.

Mekanlarimizda, siiflarimizda, drama stiidyolarimizda, anlamli varolugun, daha iyi bir gelecek
vizyonunun, dayanismanin ve birbirimize destegin bu kiiciik vahalarini yaratabilmeliyiz. Bu nedenle
yaptigim bir dizi atolye ¢alismasina su adi verdim: SANAT YUVASI. Yarattigimiz sey sicak bir anlayis
yuvasi oldugu kadar, ayn1 zamanda gencleri kendi baslarina ugmalari i¢in zorlayan ve gili¢lendiren
bir miicadele yuvasidir. Bazen iizerimize ¢oken kara bulutlara, gok giiriiltiisiine ve siddetli yagmura
ragmen ugmay1 6grenmek gerekir.
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IDEA yonetim kurulu olarak gelecege iyimserlikle bakiyoruz. Gelecek yil Cin’in baskenti Pekin’de
diizenlenecek olan IDEA Diinya Kongresinin hepimizi bir araya getireceginden, bu biiyiik tlilkede

okullarin egitim programlarinda drama egitiminin yer almasiyla birlikte atilan énemli adimlart ilk
elden gdrmemizi saglayacagindan eminiz. Bu, Cinli drama egitimcileriyle tanigmak, ayni zamanda
uluslararast drama/tiyatro toplulugu {yeleri olarak birbirimizle tanismak ve ¢aligmalarimizi,
uzmanligimizi sunmak, paylagsmak i¢in bir firsat olacaktir. Bu hibrit bir kongre olacagindan, birgok
kisi kongre i¢in yiiz yiize katilim saglayabilecegi gibi farkli cevrimici platformlar araciligiyla da bize
katilabilir.

En iyi yaptigimiz seyi yaparak diinyayr degistirebilecegimize ve birbirimizden c¢ok sey
Ogrenebilecegimize inantyorum. Degisim dnemlidir, birbirimize ilham verebilir ve drama/tiyatro
egitiminde yeni egilimleri kendi iilkelerimize ve calistigimiz alanlara tasiyabiliriz. Kongrelerimiz
tiim bunlar i¢in her zaman en iyi yer olmustur ve umarim oniimiizdeki Temmuz ayinda Pekin’de
bulusuruz.

IDEA, IDEA Giinii’'nii Barig i¢in Drama/Tiyatro Egitimi temasina adanmis ¢evrimici bir Web
Semineri seklinde kutlayacak. Drama ve tiyatro yoluyla baris egitimine calismalarimizla nasil
katkida bulunabilecegimizi hep birlikte gorelim, duyalim.

Degisimin siddet icermeyen bir yolla yapilabilecegini gosteren istisnai bir insandan, Mahatma
Gandhi’den bir alitiyla bitirecegim:

“Nazik bir sekilde diinyay1 sarsabilirsiniz.”

Sanja Krsmanovié Tasi¢, IDEA Baskam
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IDEA 27 November World Creative Drama Day International
Declaration

As a young girl | have always believed that the twenty-first century will bring wisdom and harmony
to the world. That humanity would have learnt its lesson from the devastating wars of the twentieth
century. In my own lifetime, I have experienced what it means to live in crises and war, in the wars
in Yugoslavia in the nineties. Somehow the hope was that we would, as a civilization, become wiser
and nobler in this new era.

What we are encountering in the last few years is an escalation of violence, tragedy, horrific
atrocities, migration, all happening as a consequence of wars in Ukraine, Ethiopia, Syria, Palestine,
Afghanistan, and so many places in the world. The war industry seems to be the only industry that is
blossoming. And what is even more devastating is that profit seems to be behind many of the things
that are happening, not even power, colonization, conquering, but just money and profit.

On the other hand nature seems to be rebelling. The earthquakes, floods, tornados, global warming
and catastrophes. Nature has been fed up with the way humans are mistreating it for so many decades.

Sometimes we feel helpless in this situation. Sometimes we remain speechless, paralyzed, afraid.

I have no recepie of what to do in the global geopolitical sphere. What I can offer is the example of
what was happening in my country, and my city, Belgrade, in those years of hardship. In the Center
for Culture

Stari Grad” a group of artists collected under the initiative of Ljubica Beljanski Risti¢, one of the
founders of CEDEUM, to offer a safe haven for many children and youngsters. They did drama and
dance workshops and even worked during the NATO bombing of Belgrade and Serbia. This small
island of hope helped these young people safely transcend this period filled with stress and distress.
Many of them became established artists and important creators of the cultural and artistic life of
Belgrade.

What we must never forget is that we have a powerful tool in our hands, a skill that can transform
us into everything and anything we want, and this is theatre and drama. To act is to be active, to do,
to move, to speak out, to try out different scenarios for the future. In the process of creating in the
theatre/drama education world, we learn steps of becoming better versions of ourselves, we try to, in
this process also change the world around us. 1

We as drama teachers and pedagogues, are the beacon of light and hope in dark times. We must never
give in to hopelessness, helplessness and despair. What we do, and how we deal with things is an
example for the children, young people, seniors, whom we work with.

In our spaces, classrooms, drama studios, we must be able to create these small oases of meaningful
existence, of the vision of a better future, of solidarity and support for each other. This is why I called
a series of workshops I did: ART NEST. What we create is a warm nest of understanding, but also of

126



las Yaratict Drama Dergisi 2024, 19(1), 126-127
W g ¢
ama
! )y /)// 1990 dm«eyi www.yader.org

challenging and strengthening the young people to take flight by themselves. To learn to fly, despite

the dark clouds, thunder and hard rain that fall on us sometimes.

We in the IDEA board look into the future with optimism, sure that next year’s IDEACongress in
Beijing, China, will bring us all together, and allow us to have a first hand glimpse of the important
steps that are happening, with the implementation of drama education in the school curriculum in
this great country. This will be an opportunity to meet Chinese drama educators, to also meet each
other from the international community, and present and share our work and expertise. As this will
be a blended Congress, many can also join us though different online platforms that will be provided
for the Congress.

I believe we can change the world by doing what we do best, and that we can learn so much from
each other. Exchange is important, and we can inspire each other, and bring new tendencies in drama/
theatre education to our own countries and spaces where we work. Our Congresses have always been
the best place for all of this. So hopefully we will meet in Beijing next July.

IDEA will celebrate IDEA Day in the form of an online Webinar dedicated to the theme of Drama/
Theatre Education for Peace. Let us all see and hear how we can contribute with our work to the
important and essential field of peace education through drama and theatre.

I will end with a quote from an exceptional man, who showed that change can be done in a non-
violent way, Mahatma Gandhi:

In a gentle way, you can shake the world.”

Sanja Krsmanovi¢ Tasi¢, IDEA President
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Yaratic1 Drama Dergisine Iliskin Aciklamalar ve Yazim Kurallar

Yaratict Drama Dergisi’ne Yayimlanmak iizere gonderilen yazilar:

1. Tiirkge ve Ingilizce tam metin olarak hazirlanmalidir. (ingilizce tam metnin kaynakca-
sinda yer alan Tiirk¢e kaynaklarin adlarinin parantez icerisinde Ingilizce cevirilerine de
yer verilmelidir.) ingilizce tam metne iliskin onayli geviri belgesi (proofread sertifikasi)
sisteme yliklenmelidir.

2. Makalelerin benzerlik oranini gésteren belge siteme yiiklenmelidir. iThenticate ya da
Turnitin gibi intihal programlari ile taranan makalelerde alinti oram % 15’in al-
tinda olmahdir.

3. Yayimlanmasina karar verilen yazilar, bilimsel agidan degerlendirilmek iizere en az iki
hakem tarafindan incelenir.

4. Hakem raporlarindan birinin olumlu, digerinin olumsuz olmasi durumunda, makale de-
gerlendirilmek tizere ii¢lincii hakeme yonlendirilir. Hakem raporlarinin olumlu olmasi
durumunda yazi, yayim programina alinir.

5. Hakem raporlarina gore lizerinde degisiklik yapilmasi gereken yazilardaki tim degi-
siklikleri yazarlar kendileri yaparlar. Son sekli verilen yazilar iizerinde yazarlarca bir
degisiklik yapilmaz.

6. Hakem raporlar gizlilik icerir. Yazarlar, hakem ve Yaymn Kurulu’nun elestiri, 6neri ve
diizeltmelerini dikkate almalidir. Yazarin, hakemin goriislerine katilmadigi durumlarda,
yazarin katilmadigi goriislere iliskin olarak gerekli kanitlar1 gdstermesi ve diisiincelerini
belirten bir yaziyi editore iletmesi gerekmektedir. Yazarlarla hakemler arasindaki iletisi-
mi yalnizca Yayin Kurulu saglar.

7. Yayim sirasinda, ilk olarak yazinin Yaratict Drama Dergisi’ne gonderilis tarihi, sonra da
hakemlerden alinan puanlar dikkate alinmaktadir.

8. Yaratic1 Drama Dergisi’nde yayimlanan yazilarin sorumlulugu yazar/lar/a aittir. Yayim-
lanan yazilar konusunda Cagdas Drama Dernegi ve Yaratict Drama Dergisi sorumluluk
kabul etmez.

9. Yayin Kurulu, génderilen yazilar1 yayimlayip yayimlamamakta serbesttir. Gonderilen
yazilar yayimlansin veya yayimlanmasin yazara iade edilmez.

10. Yayimlanmis yazilarin yayin haklar1 Yaratict Drama Dergisi’ne aittir.
11. Yaratici Drama Dergisi’nin ve yazar/larin adlar1 kaynak gosterilerek alint1 yapilabilir.

12. Yazlar, yazar soyadina gore alfabetik sirada yaymmlanir. iki ya da daha fazla yazarlh
makalelerde yazilar, ilk yazarin soyadi esas alinarak siralanip yayimlanir.

13. Bir sayida, ayn1 yazarin tek isim oldugu tek makale yayimlanabilir.
14. Dergiye gonderilecek yazilar;

a) Kagut boyutlari: A4 boyutunda kagida, ist, alt, sag ve soldan 2,5 cm bosluk
birakilarak (16x24,7 cm’lik alana), 1,5 satir aralikli, 11 punto ve Times New Roman
yazi karakteri kullanilarak yazilmalidir.

b) Tablo, resim, sekil, grafik vb.: Derginin sayfa boyutlarinin digina tagmamasi amaciyla
10x17 cm’lik alani agmamalidir. Tablo, resim, sekil, grafik ve benzerlerinde daha
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g
h)

»

k)

kii¢iik punto ve bir satir araligi kullanilabilir. Tablo, sekil ve ekler, metin icerisinde,
bagliklariyla yer almalidir. Tablo ve sekillerin 6ncesine ve sonrasina 12 nk bosluk
verilir, tablo bagliklar1 ve metin 10 punto, tablo ve numaras: koyu yazilmalidir.

Makale Bashgi; 14 punto, baglaglar hari¢ her sozciigiin bas harfi biiylik olarak
yazilmalidir. Baglik 17 s6zciigii gegmemelidir. Proje kapsaminda hazirlanan, sozlii
bildiri, doktora ya da yliksek lisans tezinden iiretilmis veya destek almis ¢alismalar
basliga * seklinde dipnot ile verilir. Bagliktan sonra bir bosluk ile dipnot verilmelidir.

Yazar Ad/lar/i; 12 punto, ortali, yazar adi soyadi sadece bag harfleri biiyiik olarak
dipnotta rakamla 1 — 2 seklinde verilmelidir.

Ozet Bashgi; 10 punto ve koyu yazilmalidir.

Tiirkce/Ingilizce Ozet Metni; 10 punto, iki tarafa yash sekilde, 150-250 sozciik
aras1 yazilmalidir. Paragraf var ise paragraflar arasi 6 nk bosluk verilmelidir.

Anahtar Sozciikler Bashgi; 10 punto, koyu yazilmalidir.
Anahtar Sozciikler; 10 punto biiytikliigiinde, en fazla 5 anahtar s6zciik yazilmalidir.

Ana Bashklar; (Girig, YOntem, Tartisma ve benzeri temel basliklar)10 punto, koyu
ve ortali, altindan ve iistiinden 6 nk bosluk ile yazilmalidir.

Alt Bashklar; paragraf basi 1,25 cm igerden, 11 punto, koyu, italik, iki yana yash
yazilmalidir.

Paragraflar; paragraf baslari 1,25 cm iceriden, 11 punto, iki yana yasl, paragrafiar
arasi 6 nk bosluk birakilarak yazilmalidir.

15. Gonderilen yazilar; 6zetler ve kaynakca dahil 20 sayfay1 gegmemelidir.

16. Gonderilen yazilar asagidaki boliimleri igermelidir:

a)

b)

©)

d)

17.
18.

19.

Bashik sayfasi: Yazar/lar/in tim ve agik adlari, ¢alistiklart kurumlar, makale iist
bashiginin Tiirkce ve Ingilizce isimleri ile Tiirkge ve Ingilizce dzetleri icermelidir.

Ana Metin: Ampirik caligmalar; giris, yontem, bulgular, tartisma ve sonug
boliimlerini icermelidir.

Yontem: Bu kisim; orneklem, veri toplama araci ve islem, verilerin analizi alt
kisimlarini igermek zorundadir. Derleme tiirii calismalar problemi ortaya koymali,
ilgili alanyazini etkili bir bigimde analiz etmeli, alanyazindaki eksiklikler, bosluklar
ve celiskilerin iizerinde durmali ve ¢Oziimler icin oOneriler icermelidir. Diger
caligmalarin bagliklandirilmasinda farkliliklar olabilir, ancak yazilarin okuyucuyu
sikmayacak akicilik ve bilimsellikte olmas1 gerekmektedir.

Kaynak¢a: Hem metin i¢inde hem de kaynakc¢ada Amerikan Psikologlar Birligi
(APA) tarafindan yayinlanan Puplication Manual of American Psychological
Association (5. Bask1 2001) adli kitapta belirtilen yazim kurallarina uyulmalidir.

Yaym Kurulu ile ilgili yazigmalar i¢in e-posta adresi mutlaka yazilmalidir.

Tiirk¢e makalelerde metin i¢inde referans verirken miimkiin oldugu kadar ana kaynaga
ulasiimalidir.

Yazilar, Yaratict Drama Dergisi’nin web adresine yiliklenmelidir.
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20. Yayimlanan yazilarin i¢eriginde olabilecek ¢arpitmalardan, alint1 yapan yazar ya da ya-
zarlar sorumludur. 40 kelimenin altinda dogrudan yapilan atiflar (“ ) ¢ift tirnak i¢inde
ayni sekli ile kullanilir ve tirnak isareti kapatildiktan sonra ilgili kaynaga gonderme
yapilir. Alint1 yapilacak ifadeler 40 kelimeden daha fazla ise, alint1 yapilacak metin tir-
nak kullanilmadan ayr1 bir paragraf olarak 1,5 cm i¢erden baslamali ve bir punto kiiglik
yazilmalidir. Dogrudan aktarilan metnin bir kism1 kullanilacaksa o kismin yerine iig
nokra (...) konulmaldir.

21. Yaratict Drama Egitmenlik/Liderlik kurslarinda bitirme projesi olarak yapilan ¢aligma-
lar danisman ad1 ikinci isim olmak tizere, danisman adiyla birlikte yayimlanir.

22. Baska bir yerde yayimlanan yazilara (yayimlanmis seminer ve kongre bildirileri, vb.),
Yaratict Drama Dergisi’nde ancak Yayin Kurulu’nun onayiyla yer verilebilir.
Yaratici Drama Dergisi Kaynak¢a Yazim Ornekleri

Dergimizde Amerikan Psikologlar Dernegi (Publication of Manual of American Psychological

Association-APA 6) tarafindan yayinlanan yazim ilkeleri benimsenmistir.

Kitap

Adigiizel, O. (2013). Egitimde yaratici drama (4.bs.). Ankara: PegemA Yayinlari.
Gonderme: (Adigiizel, 2013, s.234)

iki Yazarh Kitap

Kitson, N. ve Spiby, L. (1997). Drama 7-11: Developing primary teaching skills (3rd ed.).

New York:

Routledge Publication.
Kitap icinde Boliim
Giiven, 1. (2008). Okul dncesi drama etkinliklerinde ilkeler. A. Oztiirk (Yay. Haz.). Cocukta

Yaraticilik ve Drama iginde (ss. 199-212). Eskisehir: Anadolu Universitesi Yaynlari.

Gonderme: (Giiven, 2008, s.207)

Ceviri Kitap

Lewis, B. (2000). Modern Tiirkiye 'nin dogusu (M. Kiratl, Cev.). Ankara: Tiirk Tarih Kurumu.
Gonderme: (Lewis, 2000, s. 12)

Editorli Kitap

Kilpatrick, J. (2004). (Ed.). A Research companion to principles and xtandards for school

mathematics,

Reston, VA: NCTM, Inc. Educational Research Information Center (ERIC)
Tek Yazarh Makale
San, 1. (1990). Egitimde yaratici drama. Ankara Universitesi Egitim Bilimleri Fakiiltesi

Dergisi, 23(2), 573-582.
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iki yazarh makale

Ozdemir, P. ve Akkus-Cikla, O. (2005). Use of creative drama in science and mathematics
by preservice elementary teachers. Hacettepe Universitesi Egitim Fakiiltesi Dergisi, 27, 157-166.

Elektronik Makale

Karakelle, S. (2012). Ustbiligsel farkindalik, zeka, problem ¢dzme algis1 ve diisiinme
ihtiyaci arasindaki baglantilar. Egitim ve Bilim, 37(164), 237-250. 3 Aralik 2014 tarihinde http://
egitimvebilim.ted.org.tr/index.php/EB/article/view/779/376 adresinden erisildi.

Gonderme: (Karakelle, 2012, s. 240)
Tez

Aykag, M. (2011). Tiirk¢ce ogretiminde ¢ocuk edebiyati metinleriyle kurgulanan yaratici
drama etkinliklerinin anlatma becerilerine etkisi. Yayinlanmamis doktora tezi, Ankara Universitesi
Egitim Bilimleri Enstitiisii Hacettepe, Ankara.

Gonderme: (Aykag, 2011, 5.67)
Bildiri
Akfirat Onalan, F. ve Tung, A. (2003). Grup rehberlik etkinliklerinde yaratict dramanin yeri:

Yaparak yasayarak ogrenme. VII. Ulusal Psikolojik Danisma ve Rehberlik Kongresi 09-11 Temmuz
2003 iginde (s. 91-93). Indnii Universitesi, Malatya: PegemA Yayincilik, 139-140.

Gonderme: (Akfirat Onalan ve Tung, 2003, s. 92)
Web Sayfalar

UNESCO. (2013). World Heritage list. UNESCO web sitesinden 21 Aralik 2013 tarihinde
erigildi: http://whc.unesco.org/en/list

Gonderme: (UNESCO, 2013)

Sekiller

Her seklin numarayi igeren bir basligi olmali ve bu baslik seklin altina yazilmalidir.
Tablolar

Tablo numarasi ve adi tablonun iistiinde yer almalidir. Tablo adi, tablo numarasinin altindan
baslayarak, sola dayal bir sekilde, bas harfleri biiytik ve italik olarak yazilmalidir. Tablo sadece yatay
cizgiler kullanilarak olusturulmalidir. Asagida bir tablo 6rnegi verilmistir.

Tablo 1. Yaratici Drama Temelli Hazirlanan Fen ve Matematik Ders Planlarinmin Sinif Diizeyine ve
Unitelere Gére Dagilimi

1. smif 2. smif 3. sif 4. simif 5. smuf

Fen ders planlari
Yasayan canlilar - - - 5 1
Elektrik - - 1 3

Matematik ders planlari
Sayilar - 1 - 1
Geometri 1 - 3 1 1
Olgme - 2 1 -

1

Veri analizi -
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Submission Guidelines For Creative Drama Journal

Articles sent to Creative Drama Journal for Publication:

1.

10.

11.
12.

a)

b)

First, the article is scanned with plagiarism programs such as iThenticate or Turnitin,
and studies with a quotation rate of less than 15% are first reviewed by the editor and
submitted to the editorial board for convenience. The articles, which are decided to be
published, are examined by at least two referees to be evaluated from a scientific point.

In the event that one of the referee reports is positive and the other one is negative, ar-
ticle is directed to the third referee to be evaluated. In case of positive referee reports,
article is included in the publication program.

Authors make all changes in the articles on which changes are required according to
referee reports on their own. No change is made on the final versions of the articles by
the authors.

Referee reports include privacy. Authors have to take the critics, suggestions and cor-
rections of the referee and Editorial Board into consideration. Communication between
authors and referees is only ensured by the Editorial Board.

During publication, firstly the sending date of the article to Creative Drama Journal is
considered and then the scores obtained from the referees are considered.

Responsibility of the articles published in Creative Drama Journal pertains to the

author/s/ of the articles. Contemporary Drama Association and Creative Drama Journal
do not accept responsibility related to the published articles.

The Editorial Board is free to publish and not to publish the submitted articles. Submit-
ted articles are not returned to the author whether they are published or not.

The rights of publication of the published articles pertain to Creative Drama Journal.

Quotation can be made by giving reference of Creative Drama Journal and the name/s
of the author/s.

Articles are published in alphabetical order by authors’ surnames. In articles with two
or more authors, articles are sorted and published based on the first author’s surname.

In an issue, one article can be published in which the same author is the only name.
Articles to be sent to the journal;

Paper sizes: It should be written on A4 sized paper with 1.5 line spacing and without
end of line hyphenation by leaving 2,5 cm space from top, bottom and left (on an
area of 16x24,7 cm) and by using 11 point size and Times New Roman typeface.

Tables, pictures, figures, graphics, etc..: They should not exceed the area of 10x17
cm in order not to extend beyond the journal page sizes. Smaller font size and one
line space can be used on tables, pictures, figures, graphics and so on. Tables, figures
and appendices should be included in the text with their titles. 12 pt space is left
before and after tables and figures, table titles and text should be 10 point size, table
and its number should be written in bold.

Title of the Article; 1t should be written as 14 point size, and the first letter of every
word should be written as capital letter except for the conjunctions. Title should not



exceed 17 words. Studies, which are produced from verbal notification and doctoral
or postgraduate thesis or which received support, are indicated by footnote in the
title as *. Footnote should be given by a space after title.

d) Name/s of the Author/s; They should be given in footnote in figures as 1-2 along
with the title, institution he/she works and e-mail address as 12 point size, centered,
and only the first letters of author name and surname should be capital letter.

e) Title of Abstract; 1t should be written as 10 point size and in bold.

f) Turkish / English Text Abstract; 1t should be written as 10 point size, italic, justified
alignment and between 90-120 words. If there is a paragraph, 6 pt space should be
given between paragraphs.

g) Title of the Keywords; 1t should be written as 10 point size and in bold.
h) Keywords; Maximum 5 keywords should be written as 10 point size.
i) Main Titles; (Introduction, Method, Discussion and similar basic titles) It should be

written as 11 point size, bold and centered, in the way that only the first letters are
capital letter, and with 6 pt space from top and bottom.

j) Subtitles; paragraph indentation should be written as 1.25 cm inside, 11 point size,
bold, italic and justified alignment.

k) Paragraphs; Paragraph indentations should be written as 1.25 cm inside, 11 point
size, justified alignment by leaving 6pt space between paragraphs.

13. Submitted articles should not exceed 20 pages, including abstracts and references.
14. Submitted articles should include the following sections:

a) Title page: 1t should include the full name/s and explicit name/s of the author/s, the
institutions they work, Turkish and English names of top article title and its Turkish
and English abstracts.

b) Main Text: Empirical studies should include the sections of introduction, method,
findings, discussion and the results.

c) Method: This section must include the sub-sections of sampling, data collection
and processing and analysis of data. Review article-type studies should reveal the
problem, should analyze the relevant literature effectively, should put emphasis
on shortcomings, gaps and contradictions in the literature and should include
suggestions for solutions. There may be differences in giving title of other studies,
however, articles should be fluent and scientific that will not make the readers bored.

d) References: Spelling rules specified in the book called Publication Manual of
American Psychological Association (5th edition 2001) published by American
Psychological Association (APA) should be obeyed both in the text and references.

15. E-mail address must be written for correspondences related to the Editorial Board.

16. While giving reference in the texts in Turkish articles, main source should be attained
as far as possible.
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17. Articles should be sent to Creative Drama Journal’s e-mail address (cdddergi@gmail.
com).

18. Author or authors who cite/s are responsible for the distortions that may be in the con-
tent of the published articles.

19. Studies carried out as dissertation in Creative Drama Instructor/Leadership courses are
published with the name of advisor including the advisor name and second name.

20. The articles published in somewhere else (published seminar and conference proceed-
ings, etc.) can be published in Creative Drama Journal with the approval of the Editorial
Board.

Citation Format and Style Guide for Creative Drama Journal

Publication of Manual of American Psychological Association-APA is adopted by our journal
for formatting and style.

JOURNALS
One Author

San, I. (1998). The development of drama in education in Turkey, Research in Drama
Education, 3, 1, 96.

Two Authors

Ozdemir, P. ve Akkus-Cikla, O. (2005). Use of creative drama in science and mathematics
by preservice elementary teachers. Hacettepe Universitesi Egitim Fakiiltesi Dergisi, 27, 157-166.

BOOKS AND CHAPTER IN BOOKS
One Author

Ustiindag, T. (2004) Yaratici drama éSretmenimin giinliigii (6. baski). Ankara: PegemA
Yaymecilik.

Two Authors

Kitson, N. ve Spiby, 1. (1997). Drama 7-11: Developing primary teaching skills (3rd ed.).
New York: Routledge Publication.

Editor instead of author

Hemingway, E. (1999). The killers. In J. Updike & K. Kenison (Eds.), The best American
short stories of the century (pp.78-80). Boston, MA: Houghton Mifflin.

Kilpatrick, J. (2004). (Ed.). A Research companion to principles and standards for school
mathematics, Reston, VA: NCTM, Inc. Educational Research Information Center (ERIC)

Thesis or dissertation

Duatepe, A. (2004). The effects of drama based instruction on seventh grade students’
geometry achievement, Van Hiele geometric thinking levels, attitude toward mathematics and
geometry. Unpublished PhD dissertation, Ankara: METU.
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Published Presentation Papers

Adgiizel, H. O. (2002). Egitim bilimlerinde ve sanat egitiminde yontem, disiplin ve sanatsal
boyutlartyla yaratict drama. /1. Egitim Bilimleri Kongresi, Yakin Dogu Universitesi, KKTC, 23-26
Ekim.

Online Sources
Online Journal

Andersen, C. (2004, June). Learning in “As-If” worlds: Cognition in drama in education.
Theory into Practice. 43, 4, Retrieved November 3, 2004, Academic Index.

Citing in the text

One Author

Linn’s (1999) study...

As it is indicated (Way, 1973) in a new research,...
Two or more authors

If the paper is published by two authors, then full names of both authors must be written
through all the text. If the paper is published by three or more authors, then in the first citation full
names of authors must be written, but then for other citations, only the first authors’ first name must be
written and other authors must be written as “others”.

Figures

All the figures must have a title that include also a number. And this title must be under the
figure.

Tables

The name and the number of table must be at the top of the table. Name of the table must
begin after the number of table. And 1t must be aligned-left, written by initial capital letters and italic.
The table must be constituted by only horizontal lines. You can find an example below.

Tablo 1. Yaratict Drama Temelli Hazirlanan Fen ve Matematik Ders Planlarimin Sinif Diizeyine ve
Unitelere Gére Dagilimi

1. sif 2. siif 3. sif 4. sif 5. siif
Fen ders planlar1
Yasayan canlilar - - - 5 1
Elektrik - - 1 3 -
Matematik ders planlart
Sayilar - - 1 - 1
Geometri 1 - 3 1 1
Olgme - 2 1 - -
1

Veri analizi - -
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