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Abstract In the last decades, performers on European and US-American stages have tended to speak explicitly on behalf
of others instead of portraying them. Those privileged enough to take the stage often do so in order to turn it
into a political arena for making their voices heard and interweaving them with the voices of others through the
strategies of narration, translation or reporting. For many of these politically engaged productions—which reach
from performances of auto-fictional speech and re-writing to Institutional Critique and decolonization—the notion
of translation may offer an operative conceptual framework. Looking at a variety of examples, such as Lupita
Pulpo, Nature Theater of Oklahoma, Gintersdorfer/KlaRen, William Pope. L, Ibrahim Quaraishi and Satch Hoyt, |
will explore contemporary dramaturgies of representation as a form of translation, which | will define, drawing on
Walter Benjamin, as a form of repetition that is necessary and impossible at the same time. Inspired by Gayatri
Spivak’s notion of ‘postcolonial translation’ and Fred Moten’s concept of ‘nonperformance, | will focus on staging
strategies that relate experiences from the history of colonialization which resist naturalistic ways of representation
or reenactment, developing instead dramaturgies of translation.
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Scenes of Translation: The Politics of Representation in Contemporary Dramaturgy | Czirak, 2025

Introduction

Raising a voice and the discursive and social positioning of the speakers onstage are becoming increas-
ingly relevant in theater and dance performances of the last decades. Rather than stressing the sensuous,
somatic dimension of speech, a central concern for the paradigm of post-dramatic theater?, today’s theatri-
cal productions foreground a different aspect of speech acts, compelling us to ask a new set of questions:
Who is speaking on the stage? On whose behalf are they speaking? Whose voice are we hearing? And who
bears responsibility for what is said?

Even ifthe articulation of social situatedness or even the speaking for others is not something completely
new in the tradition of performance art, we can notice the proliferation of representational speech in theater
settings, too, where performers no longer portray other people but explicitly speak on behalf of themselves
or of others. Increasingly, performers tend to either inform us about their social position in announcements
made in the first-person singular, or, pursuing an artistic or political goal, they stand in for someone else.
In Christoph Winkler's Taking Steps, Boris Nikitin's Universal Export, lvana Miiller's In Common, or in the
production Oratorium by the Berlin-based performance collective She She Pop, we see actors coming to the
front of the stage to announce their identities verbally instead of acting them out. These productions, only a
few of many examples, require an analytical apparatus that enables us to examine stage utterances in their
relation to the social conditions of speaking.

In this essay, | would like to pay attention to performances that explicitly address the problems of
representing others. In a wide range of performances, attempts at representation are not realized as
(re)enactments, repetitions or portrayals, but as a process of translation, which | will define, drawing on
Walter Benjamin, as necessary and impossible at the same time. Articulating social interests is a complex
undertaking that is necessary for giving expression to marginalized biographies and standing up for soli-
darity and inclusion. On the other hand, it would be naive to believe in intact and ‘authentic’ articulations
when expressing the social interests of others. As we will see, for Benjamin, there are different types of
translation: those suggesting the ‘authenticity’ or coherence of representation and those leading readers
“directly to incomprehensibility”2. Digging deeper into the second type of translation, I will connect it to
Gayatri Spivak’s notion of ‘postcolonial translation’ and Fred Moten’s concept of ‘nonperformance’ to enable
an analysis of staging strategies that relate experiences from the history of colonialization which resist
naturalistic ways of representation or reenactment, developing instead dramaturgies of translation.

The Rhetorics of Representation

In the production Wir sind Volker (2017) by the performance collective Lupita Pulpo, the utterance
of speech acts that reference a social figure outside the aesthetic realm, inviting an (auto)biographical
discourse into the performance, becomes the central dramaturgical principle. It is an inclusive theater
production featuring a total of 14 people, who give the impression of being on a stage for the first time. They
appear one after the other, introducing themselves with their first name and a laconic statement such as
“Hello, I'm Anna, | come from Hungary, and I'm a German teacher”, or “My name is Tiana, and my boyfriend
broke up with me yesterday”, or “Dobre dan, my name is Suada, I've been living in Berlin for a year, and | would
lire to do something with fashion, but until then I’'m working as a cleaner in a hotel”.? Before scurrying up to

THans-Thies Lehmann, Postdramatic Theatre, trans. Karen Jiirs-Munby (New York; London: Routledge, 2006).

2\Walter Benjamin, “The Task of the Translator,” in Walter Benjamin: Selected Writings, vol. 1, 19131926, ed. Marcus Bullock
and Michael W. Jennings (Cambridge, MA; London: The Belknap Press of Harvard University Press, 2002), 253-63, 260.

3The quotations are taken from a video documentation of the performance Wir sind Volker (Ch./R.: Lupita Pulpo [Ayara
Hernandez Holz & Felix Marchand], Uferstudios, Berlin, & June 2017). The video material can be accessed in the Volkswagen-
Bibliothek of the Universitat der Kiinste, Berlin (shelfmark SL 6975).
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the only microphone on the stage, they pick a T-shirt from a heap of clothes and put it on. Pretense as a key
indicator of theatrical representation is here reduced to an empty and unnecessary gesture of dressing up,
as the logic of acting shifts from embodiment to a rhetorical register of (auto)biographical (self-)articulation.

The uncertainties in intonation and in the timing of speech, clear signs of diffidence and nervousness,
imbue the scenes with a certain sense of reality, as if the utterances were not quite polished and rehearsed.
However, when a teenager, calling herself Angelika, claims to have “a splitting headache and two grown-up
children”, this sense of authenticity turns out to be a construction. What is more, the actors keep announcing
new identities and begin swapping and combining them, thereby constantly rearticulating these identities.
Thus, autobiographical speech turns out to be an auto-fictional play with speech acts, which, however,
precisely because of the evident implausibility of what is said, opens up a self-referential discourse about
the impossibility of distinguishing between self-identical and representational speech, between individu-
ality and its social determinants. The feeling of uncertainty that accompanies our inability to make these
distinctions arises from the fact that the self-designations we hear are inextricably intertwined with social
categorizations and affiliations. In other words, the focus here is not so much on exceptional biographies
than on the complex structures of a social milieu and its irreducible plurality, i.e. everything that struggled
to find expression in dramatic stage representations, based as they have been on exclusions and omissions
throughout the history of dramatic theater. The performance is political, even if in a humorous way: It
negotiates the parameters of a society in which nothing is settled or static. Furthermore, the portrayal of
the characters needs to be described as political as well, in that the performers distance themselves from
the false fantasies of intact mimetic imitation and the seamless embodiment of social roles and values. In
short, what makes the dramaturgy in Wir sind Volker so interesting is that the representation of the Other
is no longer based on illusory embodiment but is, instead, rhetorically negotiated.

Instead of using techniques of acting, the performers always resort to the same rhetorical figure to create
identity on stage. This trope is the prosopopoeia, whose function is to produce performative effects through
the purely grammatical installation of a self in the medium of language. What makes the performers’ play
in Wir sind Volker so interesting is that the speech acts are used, on the one hand, as a political tool to
represent social positions, concerns and identities, but, on the other hand, they are articulated in such a way
that the phantasmatic visualization of the other, a fusion of role and self is undermined, thus averting the
associated danger of naturalizing and stereotyping cultural, sexual and class-based attributions of identity.

In 2008, theater scholar Deirdre Heddon still saw autobiographical performances as dependent on the
presence and visibility of the speaking subject, arguing that “[i]ntegral to the here-and-nowness of autobio-
graphical performance is the visible presence of the performing subject—their here and nowness too"“. Since
the 2010s, however, we have seen something different. Those privileged enough to take the stage often do so
in order to turn it into a political arena for raising their voices and interweaving it with the voices of others
through the (auto)fictional strategies of narration, translation, reporting, or explicit play-acting, to name a
few. Rather than attempting to reveal the self through self-identical speech, auto-fictional performances
break the illusion that the first-person singular can be taken for an individual.

Activism, Representation, and Translation

Socially engaged contemporary performances lend credence to the idea that no life can be considered
independent of the biographies of others’ and that aesthetically framed social figures are suffused with
references that point to the world outside the aesthetic realm. To use Shanon Jackson’s terms, the

“Deirdre Heddon, Autobiography and Performance (Basingstoke; New York: Palgrave Macmillan, 2008), 5.
5Deirdre Heddon, “To Absent Friends: Ethics in the Field of Auto/Biography,” in Political Performances. Theory and Practice,
ed. Susan C. Haedicke et al. (Amsterdam; New York: Editions Rodopi B.V., 2009), 111-133.
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Scenes of Translation: The Politics of Representation in Contemporary Dramaturgy | Czirak, 2025

autonomy of the performing subject becomes a prerequisite for the representation of subjects “who are
heteronomously ‘governed by external rules™®, whereby the scene is opened up to “what is heteronomously
located outside of it"”. In this context, it is useful to follow Gayatri Spivak and distinguish between two
meanings of the word ‘representation’8. While re-presentation as portrayal [Darstellung] refers to depiction
or a kind of ‘speaking about’, understood in theatrical terms as the embodiment of another person in the
spirit of psychological realism, representation as Vertretung implies a kind of ‘speaking for’. If we follow
this argument, representation becomes political only in this second sense. We are dealing with situations
in which the performers emancipate themselves in their speaking and acting from the purely aesthetic
imperative of depiction, the generation of an illusory presence, using language and the body not simply as
means of reproduction, but to draw attention to what is omitted from the portrayal or to the possibilities
of being otherwise. This is the logic followed by the performances of representation, which include a broad
range of theatrical formats today. First, | would like to offer a brief overview of the range of contemporary
performances in which the logic of representation as ‘speaking for’ comes to the fore.

Most obviously, a representational agenda is followed by the dramaturgies of verbatim theater, which
present political events or life stories in the form of interviews, while remaining trapped in the register
of utmost ‘authenticity’ and verism when portraying a real person. A more formally progressive variety of
documentary theater is championed by the likes of Hans-Werner Kroesinger and Christine Gaigg. Instead of
a mimetic depiction of the past, they rely on overt and explicit citations from various media that contain
information about politically significant biographies or events, reading them out and commenting on them
in the style of a presenter. In this connection, we should also mention collective forms of research and
performance that involve citizens of a town who have not received any formal acting training. Inspired by
the foundation of the first civic theater [Biirgerbiihne] in Dresden, many European municipal theaters have
begun to house participatory theater projects in which the problems facing the town are interpreted by
and for those who are affected according to the logic of representation. In certain ways, some forms of
immersive theater can also be considered socially engaged. As Florian Malzacher points out, theater today
is often turned into a site where court hearings, summit meetings, parliamentary debates, and socially
(politically, ecologically, technologically) engaged preenactments take place. These performances are not
supposed to reflect society but allow participants “to try out, analyse, perform, portray, test, examine, or
even reinvent social and political procedures. In these productions, which are in the tradition of Bertolt
Brecht's revolutionary idea of the Lehrstiick or Augusto Boal's forum theater, and which Malzacher describes
as ‘social games’ [Gesellschaftsspiele], theater becomes a space for the bodily representation and negoti-
ation of perspectives and ideological or political positions. Last but not least, ‘interpassive’'® performance
forms engage with the logic of representation too. When, for example, the Viennese performance collective
God’s Entertainment allows two spectators to be remotely controlled by the rest of the audience, having
to fight one another (Fight Club) or cuddle and have sex with each other (Love Club), the scene is guided
by the principle of delegation, moving suffering and enjoyment out of the register of interaction into a
representational setting resembling video games.

For some of these productions, which demonstrate the diverse possibilities of representation, the notion

of translation may offer an operative conceptual framework, especially if we consider the ways in which it
has been used in various discourses of art and cultural theory. The analyses that follow take inspiration

6Shannon Jackson, Social Works. Performing Art, Supporting Publics (New York; London: Routledge, 2011), 15.

7Jackson, Social Works. Performing Art, Supporting Publics, 28.

8Gayatri Chakravorty Spivak, “Can the Subaltern Speak?,” in Can the Subaltern Speak? Reflections on the History of an Ideq,
ed. Rosalind C. Morris (New York: Columbia University Press, 2010), 21-78, 33.

9Florian Malzacher, Gesellschaftsspiele: Politisches Theater heute (Berlin: Alexander, 2020), 134.

10Robert Pfaller, Asthetik der Interpassivitdt (Hamburg: Philo Fine Arts, 2008).
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from models and discourses that explicitly or implicitly draw on Walter Benjamin’s conceptualization of
translation and which can be understood as the results of a translational turn in the humanities."* For
Homi Bhaba'?, Gayatri Spivak'3, Tejaswini Niranjana'4, and Rey Chow’* are connected by the conviction that
translation should not be reduced to the transfer of meaning from one language into another, but rather it
should be understood as a cultural practice and, potentially, as political intervention in our aesthetically and
socially “dominant fictions”"®. In what follows, | will look at the ways in which recent stage productions have
explored or made use of dramaturgies of translation to critically question illusionistic models of identity
and the seamless and intact portrayal of character and narration of events.

Translation as the Uncovering of Rhetoricity

The scenes of translation do not in any way offer an intact speaking-for-others. What they show instead
is that these speeches often incorporate so many perspectives and references that they lose control
over their own rhetoric, greatly complicating questions of narration and authorship. As Jacques Derrida
repeatedly argued, translations promise to escape “the orbit of representation”'?, directing our attention to
the disseminative character of language and its uncontrollable rhetoric.’® This is primarily why the ‘theater
of translation’ is aesthetically fascinating: Because it reveals that ‘authentic’ representation is something
fabricated—and therefore always necessary and impossible at the same time. To understand the political
dimensions of translation, we need to reflect on its rhetorical peculiarities. | will do this by considering a
performance by Nature Theater of Oklahoma.

When it comes to critically reflecting on the rhetoricity of classical dramaturgy, productions by the New
York-based Nature Theater of Oklahoma are an excellent case in point. The group’s directors Pavol Liska and
Kelly Copper obsessively record their conversations during rehearsals, but also in everyday situations, and
use them as raw materials for their stage works. In Romeo and Juliet (2009), the performers Anne Gridley
and Robert M. Johanson delivered monologues for about one and a half hours. Each speech was meant to
briefly summarize the plot of Shakespeare’s play. Instead of quoting passages from Shakespeare, however,
they quoted Americans who had been asked, in surprise anonymous phone calls, to spontaneously retell
the story of the Shakespearean original from beginning to end. The production reproduces eight synopses
faithfully, that is, the performers recite the phone monologues, including the slips of the tongue, the fillers,
and the unintended but increasingly obvious contradictions of the narration.

Most declamations begin with a question about the place where the action takes place: “Where the hell
they are in? Florence or Messina?” Someone seems to remember that the whole thing happened in a town
called Montague. We also hear about invented heroes, new narrative twists, and above all the final tragic
blows suffered by Romeo and Juliet, the description of which keeps changing in terms of the sequence of
events and the way they die: ‘Was there a duel?, ‘Did they drink poison or was it a magic potion?’ This loss

11Jana-Katharina Mende, “Ubersetzung,” in Handbuch Postkolonialismus und Literatur, ed. Dirk Géttsche et al. (Stuttgart;
Weimar: Metzler, 2017), 229-31.

2Homi K. Bhabha, The Location of Culture (London; New York: Routledge, 1994).

13Gayatri Chakravorty Spivak, “Politics of Transaltion,” in Outside in the teaching machine (New York: Routledge, 1993),179-200.

14Tejaswini Niranjana, Siting Translation. History, Post-Structuralism, and the Colonial Context (Berkeley; Los Angeles; Oxford:
University of California Press, 1992).

15Rey Chow, Primitive Passions. Visuality, Sexuality, Ethnography, and Contemporary Chinese Cinema (New York: Columbia
University Press, 1995).

16“[The dominant fiction is] the privileged mode of representation by which the image of the social consensus is offered to
the members of a social formation and within which they are asked to identify themselves.” Jacques Ranciére, “Interview: The
Image of Brotherhood,” in Edinburgh Magazine no. 2 (1977), 26-31.

7)Jacques Derrida: “Sending. On Representation,” in Social Research 49, no. 2 (1982), 294-326, 298.

8Niranjana, Siting Translation, 41; Paul de Man, Allegories of Reading. Figural Language in Rousseau, Nietzsche, Rilke, and
Proust (New Haven; London: Yale University Press, 1979).
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of the coherence of speech, however, is not simply due to lapses in memory, but can also be attributed to
intertextual interferences that affect the synopses, whether consciously or unconsciously. The musical West
Side Story is particularly relevant in this regard, which sets the love story in 1950s New York, as is the feature
film Romeo + Juliet starring Leonardo DiCaprio and Claire Danes, which updates the material for audiences
steeped in the aesthetics of pop culture and television. Remarkably, the retellings are characterized by a
certain polyphony of speech that keeps alternating between various characters and both intradiegetic and
extradiegetic commentary: “So, and then one took the poison and the other one like oh no, was too late
you Rnow... Is that anything remotely like that?""® This quotation is a clear example of how spontaneous
translation can destabilize the position of the supposedly self-identical speaker. In the above statement,
the speaker is first located outside the narrative (“So, and then one took the poison”), then he becomes
a protagonist (“oh no”), only to adopt the perspective of the narrator-commentator again who directly
addresses the audience (“was too late you know”), and finally, he questions the entire logic of narration
by abandoning the fictional universe: “Is that anything remotely like that?” As we can see, this is a vivid
example of how retellings can get out of hand. With the dramatic “Oh no!” he seems to attempt to bring
the listener closer to the action, while at the same time breaking the conventions of the impartial witness
account, thereby violating the coherence of the narrative structure.

Nature Theater of Oklahoma espouses an authorship that is unconventional on Western stages, for it
is uncontrollable, diffuse, contradictory and inconsistent. Ultimately, the confusion threatens to spill over
to the audience who leave the theater with a jumble of texts that do not hold together at all and that
even undermine their own memories of reading the play. | would like to connect the dramaturgical strategy
adopted by Nature Theater of Oklahoma—which aims to blow up narrative orders and break down traditional
stories into their smallest constituents, thereby deconstructing their illusory coherence—with the concept
of translation as formulated in Walter Benjamin’s essay “The Task of the Translator”.

In this essay, Benjamin not only presents his arguments, but he also practices what he preaches. On
the one hand, he argues that there are limits to the autonomy of a translator, but on the other hand, he
also performs this argument in the text itself. Put differently, we are dealing with a text by Benjamin that
has challenged its interpreters to such an extent that one of them, namely Paul de Man, was forced to
make the following confession: “Whenever | go back to this text, | think | have it more or less, then | read
it again, and again | don’t understand it."?° A decisive paradox in Benjamin’s position consists in the fact
that he considers a translation both necessary and impossible. To conceive an idea of the original, we need
renderings and repetitions of it, even if the repetition can never be identical with the original. There is no
original without a copy, indeed without a translation. Benjamin's argument suggests that the “afterlife”?"
relies on its “transformation and [...] renewal”??; it is, in other words, dependent on its translations.

The “task” [Aufgabe] of the translator, however, is not only “duty, mission, task, problem”?3 —Derrida even
talks about the “debt”?* of the translator—but also an impossibility. For Benjamin, a translation that aims
to create a likeness to the original is not attainable. According to Paul de Man, this is exactly what the title
of the essay refers to: The task of the translator is an impossible task [Aufgabe], which is necessary, while

19The quotation is taken from an unpublished video documentation of the performance Romeo and Juliet (directed by Pavol
Liska & Kelly Copper).

20paul de Man, The Resistance to Theory (Minnesota: University of Minnesota Press 1986), 103.

21Benjamin, “The Task of the Translator,” 255.

22Benjamin, “The Task of the Translator,” 256.

23Jacques Derrida, “Des tours de Babel,” in Difference in Translation, ed. Joseph F. Graham (Ithaca; London: Cornell University
Press, 1985), 165-207, 176.

24Derrida, “Des tours de Babel”
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also containing the seeds of failure, capitulation, defeat, indeed the ‘giving up’ [Auf-Geben] of the task.2>
Drawing on Benjamin’s observations, we could say that Nature Theater of Oklahoma works with a shift in
focus, directing attention away from the content of the narrative towards the way in which it can be narrated
(or for that matter cannot be narrated), towards the unceasing attempts at translation which both enable
and threaten the retellings. Instead of focusing on Shakespeare’s original, the dramaturgical program of the
production thus aims to expose the mechanisms of language that here no longer serve to communicate a
story, as perhaps they do in the original. In the scenes of retelling, the translations demonstrate that we
can never be fully in control of our speech acts, that we always communicate either more or less than we
want to or are able to. “Whereas content and language form a certain unity in the original, like a fruit and
its skin, the language of the translation envelops its content like a royal robe with ample folds.”2°

Benjamin’s arguments highlight the fact that second-hand narration—and thus a significant part of our
speech situations in which we speak with someone else’s voice or rely on facts that we cannot empirically
verify?’—always functions as a translation, a fragment which reveals that we can never gain access to an
objective reality through language. In the ‘theater of translation’, there is no longer any author vouching for
what is said, for here every speech is but a second-hand report.

Benjamin emphasizes that translations are successful only when they let go of the idea of likeness,
refusing to become an instrument of communication. Good translations do not try to maintain the illusion
of coherent meaning and are willing to “lead [readers] directly to incomprehensibility”28. If we apply this
principle to the production of Romeo and Juliet discussed above, onstage translation turns out to be
successful in that the fantasies of clarity, narrative order, and identity—in short, the naive romanticism of
dramatic theater—are all suspended. “[N]Jo longer governed by sentence grammar”?°, they culminate in an
excess of language, making us aware of the mediated, inconclusive, and pluralistic nature of the theatrical
production of meaning. This subversive power of translation, however, which can disrupt entrenched narra-
tives and unsettle long-established patterns of meaning production, can also be detected in other examples
of politically engaged performances. In the following section, | want to analyze dramaturgical strategies of
translation in decolonial pieces that often follow the logic of re-writing.

Re-Writing Onstage

A prominent strategy of onstage translation consists in forms of re-writing or writing back, which
have a long tradition in postcolonial literary criticism. There they are understood as counter-discursive
procedures concerned not so much with the construction or reconstruction of national identity and history
but with using subversive means to undermine their essentialization and hegemonic stability, “trying to
incorporate previously marginalized indigenous or regional knowledge into the discourse”3°. This literary
tactic, propagated by Salman Rushdie, has caused a furor not only in literature but, in recent decades, also
in the wide field of the performing arts. Examples include post-migrant productions at the Gorki Theater
and the Ballhaus NaunynstraBe in Berlin and the performances of Monika Gintersdorfer and Knut KlaRen,
which revisit European master narratives, such as Danton’s Death, Nathan the Wise, or Tales from the Vienna
Woods, in the postcolonial context of our time.

25de Man, The Resistance to Theory, 80.

26Benjamin, “The Task of the Translator,” 258.

27Sybille Kramer, Medium, Bote, Ubertragung. Kleine Metaphysik der Medialitdt (Frankfurt a. M.: Suhrkamp, 2008), 224.

28Benjamin, “The Task of the Translator,” 260.

29Samuel Weber, Benjamin’s -abilities (Cambridge (Massachusetts): Harvard University Press, 2008), 92.

30Marion Gymnich, “Writing Back,” in Handbuch Postkolonialismus und Literatur, ed. Dirk Gottsche et al. (Stuttgart: J.B. Metzler,
2017), 235-8, 235.
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“During rehearsals, we read together, translate, discuss, and make comparisons to current events in
various cultures.”?' This is how Franck Edmond Yao, alias Gadoukou la Star, a member of the multinational
theater group Gintersdorfer/Klaen, describes their working process. “Our debates are sometimes quite
heated because we have different opinions of what we read.”3? Attacking supposedly politically correct
perspectives, these lively and polemical debates can be extremely provocative. They feed into the produc-
tions too, becoming their central dramaturgical elements, because they undermine the neat and seamless
translation between different cultural experiences and knowledges, a key feature of the group’s postcolonial
and decolonial theater work. The critical use of politically incorrect clichés about whites or people of color
in absurd and stereotyped ways, as well as their inversion, ethnically marked appropriation, and reappro-
priation—for example, of religious rituals, dances, or bodily gestures—are just as common in the group’s
arsenal as historically and scientifically verifiable statements that undermine Eurocentric epistemologies.
The theater performance Danton’s Death (2016), for instance, is a tangle of fact-based and fictional allusions
to the slave revolts that took place in Haiti at the end of the 18th century. The declared purpose of this
production is to use Biichner’s script only as an alibi for focusing on the Haitian rebellions rather than
the French Revolution. For while the latter is well established in European cultural memory, the Caribbean
Revolution is sometimes degraded into a purely French export in Western accounts.?3 To provide an illumi-
nating example of the dramaturgy of re-writing, | want to zoom in on a single scene in Danton’s Death.

After the actor Matthieu Svetchine has explained the modernist slogans about gender difference,
summarizing them by saying that “it still does not become women to lead men”,** performance artist Karin
Enzler makes a retort that aptly illustrates onstage re-writing a la Gintersdorfer/Klassen: “Indeed, that would
correspond to the Enlightenment image of humanity according to which women are still not regarded as
subjects but as property, like Black individuals are described as an ‘homme manque) that is a ‘deficient
human being’. And that’s what we have at the end of the 18th century! And what happens in Haiti at the same
time? One could perhaps say that society was a little more permeable over there, since it was common practice
for women to fight on the front line and participate in a revolution.”*> What this passage suggests, making
the positioning of a white audience impossible, is that the juxtaposition of the oppressed Western European
and the heroized Haitian image of women, arising from the logic of re-writing, is directly mapped onto the
comparison between the Western European patriarchal and the Caribbean military subjugation of women.
This counter-discursive performative dramaturgy is thus not simply about the reversal of perspectives
and the empowerment of minoritized positions. Instead, it makes us aware of the incommensurability in
perspective shifts and the “unequal relationships”3® in postcolonial translations. Dramaturgically speaking,
the most decisive aspect of Gintersdorfer/KlaBen's postcolonial translation process is “the asymmetry and
inequality of relations between peoples, races, languages”3’.

The diversity of perspectives is further emphasized by the fact that, in almost all productions of the group,
the performers speak in their native languages, translating the speeches of their fellow actors depending on
where the performance takes place. Instead of supertitles, which would eliminate comprehension problems,
the ensemble’s multilingualism is put on display, leading to repeated disruptions and discontinuities in
the dramaturgy, while allowing the speeches to be interpreted differently in each case. “When, for example,

31Franck Edmond Yao, “Le podium est ma foret/Die Biihne ist mein Wald,” in Eleganz ist kein Verbrechen. Gintersdorfer/
Klafen, ed. Kathrin Tiedemann (Berlin: Alexander 2020), 72-81, 75.

32Yao, “Le podium est ma foret/Die Biihne ist mein Wald".

33Giinther Heeg, “Heiner Miillers TextLandschaften. Theater der Wiederholung und transkulturellen Uberschreitung,” in
Heiner Miillers KiistenLANDSCHAFTEN, ed. Till Nitschmann and Florian VaRen (Bielefeld: transcript, 2021), 85-99, 95.

34The quotation is taken from a video documentation of the performance Danton’s Death (directed by Monika Gintersdorfer).

35Taken from a video documentation of the performance Danton’s Death (directed by Monika Gintersdorfer).

36Niranjana, Siting Translation, 72.

37Niranjana, Siting Translation, 1.
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Hauke Heumann as a gay European translates the statements made by Franck Edmond Yao or Gotte Depri,
who are straight Black men from West Africa, they begin to resonate in a different way without becoming
relativized”38, writes Ted Gaier, who is involved in the productions as a composer. Re-writing onstage thus
attempts not only to reimagine the Western literary tradition, but it also shows that the perspectiveless
neutrality of the ‘dominant fictions’ of our cultural history is an illusion by allowing us to act out and
problematize different viewpoints and forms of embodiment. In essence, re-writings are based on cultural
translation processes that challenge or even relativize consensual interpretations of a subject. In the next
step, | would like to show how decolonial dramaturgies of translation can make visible and subvert the
institutional structures of theater, including its exclusionary mechanisms and forms of racism.

Translation as Institutional Critique

The production Mittelreich, originally staged in the Munich Kammerspiele, is the only German-language
production to have been invited twice to the Berliner Theatertreffen, one of the most renowned and inter-
nationally acclaimed European theater festivals. First in 2016, under the direction of Anna-Sophie Mahler,
who staged Josef Bierbichler’'s autobiographical chronicle of a Bavarian lakeside innkeeper family from the
20th century in an epic form. In 2018, the German-Senegalese artist Anta Helena Recke created what she calls
a “Schwarzkopie” [illegal copy, literally ‘black copy’] of Mahler’s production by having the play performed
using the same script, the same stage design, and the same stage directions, but casting actors of color for all
the roles. Recke went from assistant in Mahler’s production to director in her own, drawing attention through
her casting to the ethnic purity that shaped both the National Socialist population politics of the 20t century
in Bierbichler's novel and the politics of representation in Mahler’s production. Instead of retelling the
story of Mittelreich, | would like to focus on something more important, namely the dramaturgical ingenuity
underlying Recke’s ‘black copy".

The presence of people of color in Anta Helena Recke’s production creates the impression that the
performance is about something other than what we see and what is said. On the one hand, the actors refer
to the presence of Black people in German history who have been left out of official accounts.?® On the
other hand, however, like an exception that proves the rule, they also allude to the absence of people of
color in the ethnically otherwise homogeneous apparatus of German municipal theaters. And this is where
the dramaturgically productive dimension of a ‘theater of translation’ becomes obvious. It is only Recke’s
copy that enables us to see the hidden mechanisms of inclusion and exclusion, raising the question of
who exactly is allowed to appear and speak on a stage. In this sense, Recke’s translation destabilizes the
canonical status of Mahler’s ‘original’ production by showing through the copy that the original can never
claim a monopoly over historical reality. In short, good translations expose the ideological biases and inner
contradictions of the original as a construction. Or, to use Paul de Man’s words: “[Benjamin’s] impossibility
of translation is due to disruptions which are there in the original, but which the original managed to hide”“°.

Recke remembers the time when she conceived the staging of her “Schwarzkopie” thus: “In the casting
process, people only suggested Black people or refugees or actors whose native language wasn't German
to me. [...] This demonstrates the inability of my white colleagues, and of the white imagination itself, to
conceive a Black body outside the realm of precarity, poverty, need, exoticism, or flight.”*" This imaginary is

38Ted Gaier, ,Yom Unbehagen beim Schlussapplaus oder Wer klatscht aus welchem Grund?,” in Eleganz ist kein Verbrechen.
Gintersdorfer/Klafen, ed. Kathrin Tiedemann (Berlin: Alexander, 2020), 124-35, 127.

39Azadeh Sharifi, “Anta Helena Reckes ‘Mittelreich’. ...oder eine dekoloniale Auseinandersetzung mit deutscher Geschichte
und den weiBen Staats- und Stadttheatern,” in Missy (2017), accessed 14 January 2025, https://missy-magazine.de/blog/2017/
10/24/anta-helena-reckes-mittelreic.

“0de Man, The Resistance to Theory, 98.

“1Anta Helena Recke, “’Uh Baby it's a White World’,” in Allianzen. Kritische Praxis an weiRen Institutionen, ed. Elisa Liepsch et
al. (Bielefeld: transcript, 2018), 50-59, 56-57.
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tied to fundamental institutional problems, as demonstrated by the fact that in the last ten years, actors of
color have primarily been hired to represent people with a migration background.

The casting faces fundamental aporias rooted in the historicity of our cultural codes and the related
racialization of bodies. Inasmuch as the constellation of characters onstage is embedded in hierarchies, the
casting of both dominant and marginalized persons runs the risks of repeating racist stereotypes. Recke’s
translation in the form of a re-casting, however, proves to be an effective form of institutional critique
that intervenes in the politics of representation by exposing the supposedly neutral norms of casting and
portrayal as complicit in epistemic violence and disrupting the process of representation understood as
uncritical reproduction.

The problems of institutional critique are also linked to the question of whether, and if so which, the
Western tradition of acting decolonial theater productions can build on, and to what extent decolonial
performances can accept the normative, Eurocentric, and ethnically homogenizing techniques of acting;
especially if these techniques, to use Sylvia Wynter's phrase, can be described as supporting the ideological
“overrepresentation”*? of the modernist episteme, whose hegemonic position is still responsible for the
suppression of all subjectivities that do not fit the bourgeois-liberal mold.

Translating without Repeating—as Nonperformance

In a final step, | would like to discuss decolonial productions in relation to one of Gayatri Spivak’s lesser-
known texts that develops a “politics of translation”3. Drawing on Spivak, my aim is to outline a form
of onstage translation that is no longer based on the logic of repetition and reproduction. Although not
stated explicitly in the text, Spivak’s approach corresponds to Benjamin’s decision to elevate the status
of the translation over that of the original and to critically question Friedrich Schleiermacher’s insistence
on fidelity to the original and on displaying the language of the original in the translation.** As a result,
translation becomes an autonomous entity since “no translation would be possible if in its ultimate essence
it strove for likeness to the original”*>. For Benjamin, a translation that seeks to produce a likeness to the
original fails to fulfill its essential task, for—to quote Derrida’s paraphrase— “[t]ranslation does not have as
essential mission any communication”*®, But what exactly is its mission then?

As already pointed out, Benjamin’s position is paradoxical in that he considers a translation both
necessary and impossible. In our context of artistic negotiations of the colonial or postcolonial past,
Benjamin's paradox would primarily mean the following: whenever we translate, speak for someone else,
give expression to marginalized biographies, stories, or traumas, or undertake to secure evidence of histor-
ical crimes, our responsible ‘giving-up’ of the task of translation consists in revealing the gaps, irritations,
and irrationalities and giving shape to the limits of understanding.*” This is what Spivak bases her appeal
for the politics of translation on, describing the duty of the translator as giving expression to “the rhetorical
silences of the original”*8.

Spivak extends the concept of translation to include the description of scenes from everyday life under
slavery, exemplifying it with a narrative element from Toni Morrison’s novel Beloved, in which the narrator

42Gylvia Wynter, “Unparalleled catastrophe for our species? Or: To give human-ness a different future. Conversations,” in
Sylvia Wynter: On being human as praxis, ed. Katherine McKittrick (Durham: Duke University Press, 2003), 9-89.

43Spivak, “Politics of Transaltion”.

44Friedrich Schleiermacher, “Ueber die verschiedenen Methoden des Uebersezens,” in Das Problem des Ubersetzens, ed. Hans
Joachim Stérig (Darmstadt: Wissenschaftliche Buchgesellschaft, 1963), 38-70.

“5Benjamin, "The Task of the Translator,” 256.

“6Derrida, “Des tours de Babel,” 180.

“7Encarnacion Gutiérrez Rodriguez, “Positionalitat libersetzen. Uber postkoloniale Verschrankungen und transversales Ver-
stehen,” in transversal texts (2006), accessed 14 January 2025, https://transversal.at/transversal/0606/gutierrez-rodriguez/de.

“8Spivak, “Politics of Transaltion,” 183.
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remembers Nan, a fellow slave of her mother. What she told her “she had forgotten, along with the language
she told it in. [...] But the message—that was—and had been there all along“*® What is being referred to here
is a dialogue in which the mother suddenly reveals that her skin has been branded: “’This is your ma’am.
This, and she pointed... ‘Yes, Ma’am,’ | said. ... ‘But how will you know me? ... Mark me, too, | said... [...] ‘She
slapped my face'”">° When the daughter asks why she was slapped, the narrative comes to a halt, it is broken
off and suspended. “I didn’t understand it then. Not till | had a mark of my own.”>" Spivak talks about the
(un)translatability of the mark, which she interprets as a sign of “birth-in-death”5?, suggesting that what
is revealed here is the simultaneous impossibility and necessity of translation. At this point, translation
reaches the limit of discursive communication, relying instead on omissions, silences, and moments of non-
understanding.

In what follows, | would like to focus on onstage translations that do not necessarily refer to concrete and
identifiable historical episodes, but rather to the complexities of violence that, because of their brutality, are
“not[...] stor[ies] to pass on"%3, Accordingly, these artistic works rely on choreographic gestures of translation,
forgoing any verbal articulation. My examples are taken from rather progressive forms of representation
that go beyond traditional theatrical settings, referring to nonfictional articulations, realizing self-referential
actions and offering a more open field of meaning.

“In New York the street bakes”>* —says the American artist William Pope. L about his famous crawls that,
from 1978 until his death in 2023, he regularly realized in public spaces. He “surrendered his verticality and
embraced the only possible mode of moving [Frantz] Fanon had identified as available to the black man
after the stumble: slow crawling”>. In this unsafe and unhealthy position, down on his knees and elbows,
he maneuvered through crowds, but above all through the filth and stench of American cities, often being
stopped by police and ordered to immediately cease his unpredictable and deviant behavior. We should
note that the police intervention was not only aimed at the crawl as an action but also at the body of color,
trying to eliminate it while attempting to expose its supposed out-of-place nature. As Pope. L pointed out,
“in our society, masculinity is measured in presence. However, no matter how much presence the [Black male
body] contrives, it will continue to be marked as lack.">®

“[H]ow can one dance on such a treacherously racialized ground, where progress happens only by crawling,
and where presence is put under arrest?” This is how André Lepecki formulates the question®?, which is
of course rhetorical. While performance artists like Dennis Oppenheim or Bruce Naumann executed their
famous walks upright, in the stable, phallic order of vertical visibility, Pope.L crawled on the ground for
over 40 years, turning his crawls into emblematic translations of the painful frictions that he as a Black
subject suffered in his social struggle for visibility and recognition. Pope.L reacted to the persistence of
racial oppression with a notorious repetition of the crawl, transposing the performance into an atemporal
present, into a never-ending kinetic form of everyday existence stuck in horizontality.

In the last years of his life, Pope. L executed his crawls together with several collaborators, and in
2019, he even realized a performance with 140 volunteers, who collectively sought to disrupt the functional

“9Morrison as cited in Spivak, “Politics of Transaltion,” 195.

50Morrison as cited in Spivak, “Politics of Transaltion,” 195.

5TMorrison as cited in Spivak, “Politics of Transaltion,” 195.

525pivak, “Politics of Transaltion,” 183.

53Morrison as cited in Spivak, “Politics of Transaltion,” 195.

S4William Pope. L, “How Much is that Nigger in the Window a.k.a. Tompkins Square Crawl,” in Moma, accessed 14 January 2025,
https://www.moma.org/audio/playlist/298/3908.

55André Lepecki, Exhausting Dance. Performance and the politics of movement (London; New York: Routledge, 2006), 95.

56pope. L as cited in Joanna Fiduccia, “Lacks Worth Having: William Pope. L and Land Art,” in Shift. Graduate Journal of Visual
and Material Culture 8 (2015), 6-22, 12.

57Lepecki, Exhausting Dance, 97.
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normality of movement in everyday life, disturbing the established regime of the gaze in public spaces.
It was difficult to dissociate these group choreographies from the border and migration politics of recent
years—and indeed our present—in the framework of which postcolonial subjects are once again forced into
dehumanizing situations, are once again “marked as lack”. For the existence of refugees is a paradoxical
existence that is also constituted through absence: the absence of rights and representatives, of legitimacy
and dignity, of a home, and above all the absence of the objects left behind that help to constitute one’s
identity.

These manifold dimensions of desubjectification through loss are brought to light in Ibrahim Quaraishi’s
performance Lost Codes, realized in Berlin in 2014 and 2015, at a time of burning asylum shelters and
rampant xenophobia. Quaraishi gave the following instruction to the performers: they should close their
eyes and act as if they moved an object closely tied to their identity from a white table to a red one.
They were asked to imagine the object and conjure up the most important memories connected with it.
In place of a reenactment, which according to Rebecca Schneider allows us to touch the past®8, Quaraishi
offers us a choreography of translation that presents the physical transfer of an object from one place to
another merely as a gesture. For the spectators, the content of these movements remains just as invisible
as the performers’ affective relationship to the lost objects. Instead, Quaraishi stages a series of ‘empty
hand movements’, which can be read as complex indicators of economic precarity, political invisibility and
nomadism, as they exhibit, in the movement of translation from left to right, an absence, a lack of something
that ultimately cannot be reduced to the phenomenal qualities of a specific object. The gestures, which
remain empty, thus refer to experiences and memories that can be translated into an order of representation
only at the expense of becoming banal and stereotypical.

Spivak, too, made use of theatrical metaphors in her essay on translation, arguing that translation
resembles a staging process that oscillates between rhetoric, logic, and silence: “We must attempt to enter
or direct that staging, as one directs a play, as an actor interprets a script. That takes a different Rind of
effort from taking translation to be a matter of synonym, syntax, and local color.”>® The performance Hair
Combing Cycle by Satch Hoyt, shown among other places at the Galerie Wedding in Berlin (2015), begins with
a Spivakian silence. Fifteen women of color appear and sit down in a circle with their backs to each other.
Fifteen microphones are placed above their heads. One after the other, the performers raise plastic combs
in the air, doing nothing else but breaking the silence, one by one, with the soft sound of combing their hair.
The sounds become more and more intense, overlapping with each other, and finally merging into, as Fred
Moten put it describing the performance, a “symphony of combs”¢°. The acoustic process is full of mysterious
noises reminiscent of scratching, crunching, crackling, and whispering. The associations created by this
acoustic landscape correspond to the dynamic images of defiance and irritation, the notorious scratching
on the static surface of the established order. It is as if the dust of history swirled up, momentarily disrupting
chronological time and its seamless continuity, as if “the buried, the discarded, and the forgotten escape to
the social surface of awareness”®!, which Nadia Seremetakis calls the “sensational event”®? of a ‘still act’.

In his commentary on the performance, Fred Moten does not reference any concrete historical event, and
it would severely restrict the meaning of Hair Combing Cycle if it was placed in any kind of representational

58Rebecca Schneider, Performing Remains. Art and War in Times of Theatrical Reenactment (London; New York: Routledge,
2011), 2.

59Spivak, “Politics of Transaltion,” 181-2.

60Fred Moten, “Symphony of Comb,” in the A-Line. A Journal of Progressive Thought, 6 February 2018, accessed 14 January
2025. https://alinejournal.com/vol-1-no-2/symphony-of-combs.

61Nadia C. Seremetakis, The Senses Still. Perception and Memory as Material Culture in Modernity (Boulder: Westview Press,
2014), 12.

62Seremetakis, The Senses Still. Perception and Memory as Material Culture in Modernity, 19.
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relationship with a clearly identifiable signified. In a series of revivals of this performance, however, the
choreographer Hoyt appended the year 1530 to the title, perhaps to allude to historical events that are not
recorded in the archives of a (post)colonial historiography. The various accounts that have survived from
the so-called ‘expeditions’ in the South Atlantic in 1530 tend to obscure the traces of other events, such as
the Colombian slave revolts that escalated into a major rebellion in Santa Marta in that year. At the same
time, Hoyt's performance cannot be understood as a rectification of history, let alone a bridge to the past
in the sense of a reenactment. Due to its openness, his intervention echoes, as Moten writes, “the history
of Black revolution”®3, which could not be recounted under colonial rule. As in an onstage translation, we
see gestures of remembering that want to come to the surface outside the spectacle of a reproduction: as
“sensational events”®*, as ‘nonperformance’.

In his book Stolen Life, Moten introduces the concept of nonperformance, developing its meaning in a
poetic way. For nonperformance is first linked with Blackness, describing apparitions on the periphery of
the metaphysics of presence: “always surreally present”®5. Following Sora Han, Moten then explores the legal
background of the term, pointing out that nonperformance is “the failure of one party to a legally enforceable
promise to fulfill her obligation to the other party”®®. Put differently, nonperformance occurs when one does
not perform a duty or does it in a way that does not meet the expectations of the other party.

It is in this context that Moten introduces the enigmatic story of Betty, who, as a slave of the Sweet
family, had been made free by the Massachusetts Supreme Judicial Court. And yet, against all expectations,
she decided to return to her owners in Tennessee.®” The fact that, according to Moten, this decision cannot
be integrated into an account or any narrative shows the most brutal sides of slavery as a system. Betty's
return to slavery is her first free decision, and thus for Moten it is scandalous, unthinkable, and impossible,
insofar as in her request Betty simultaneously asserts and transcends her legal freedom. Her emancipation
from the rules of emancipation is manifested in her refusal to follow the prescribed path, revealing a kind
of incalculability that suspends the law. “Judges and legislators cannot and will not understand her"¢8, We
are left with speculation, the sphere of the translation of the untranslatable in Spivak’s sense, which proves
to be an adequate framework for a nonperformance, indeed for the retelling of Betty's case: a retelling
that cannot be integrated into the logic of a narrative, that suspends ontology, that cannot be captured by
historiography, that—like a translation in Homi Bhabha’s sense of the term®°—remains fugitive, failing to
meet the requirements of articulation conceived as communication, reproduction, and revelation. For this
reason, the notion of translation should be of interest to postcolonial criticism, especially if understood as
a (non)performative medium, one that is diametrically opposed to the theory and practice of reenactments.

Translation instead of Reenactment

The theatrical appeal of reenactments lies in the “materialization of a past made present based on
reconstruction”’°. The theatrical evocation of historical events in the form of reenactments usually takes
place through reanimation, embodiment, reproduction, and other authentication strategies that serve to
create cultural myths and canons. Inspired by the reenactments of Artur Zmijewski and Rod Dickinson, Milo

63Fred Moten, “Symphony of Combs [lecture at Haus der Kulturen der Welt, Berlin on the 17 November 2019],” accessed 14
January 2025, https://archiv.hkw.de/en/app/mediathek/video/76046.

64Seremetakis, The Senses Still, 19.

55Fred Moten, Stolen Life (Durham: Duke University Press, 2018), 244.

66Sora Han, “Slavery as Contract: Betty's Case and the Question of Freedom,” in Law & Literature 27:3 (2015), 395-416, 408.

67Han, “Slavery as Contract: Betty's Case and the Question of Freedom”, 408.

68Moten, Stolen Life, 252.

8°Bhabha, The Location of Culture, 11.

7%Anja Dreschke et al., “Einleitung,” in Reenactments. Medienpraktiken zwischen Wiederholung und kreativer Aneignung, ed.
Anja Dreschke (Bielefeld: transcript, 2016), 9-23.
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Rau, one of the most prominent directors of theatrical reenactments in Europe, speaks of his desire to repeat
history as neutrally as possible: “No attempts at abstraction [can be recognized in reenactments],” says Rau,
explaining his artistic interest in this theatrical genre. He goes on explaining his program: “no emotional
extremism, no sarcasm, and no ironic dandyism—nothing that has become so dear to art in the hundred
years since Marinetti's ‘Manifesto of Futurism’. We simply do what was already done once, no more and
above all no less.””? Rau’s statement, which Maria Muhle has rightly described as a “naive documentarism”?2,
corresponds with the aesthetic and ideological character of his own reenactments, Hate Radio or The Last
Days of the Ceausescus, in which history, including its crimes and racism, is repeated in a hypernaturalistic
way, so that “things feel real"’3, as Ulf Otto put it.

Rau labels his directorial practice a ‘new realism’ with which he attempts to “close the immense gap be-
tween what actually happens and the way we talk about it"’“. To believe in the possibility of accessing “what
actually happens” is an illusion that Tejaswini Niranjana has identified as “nostalgia for full presence"’s.
In the context of postcolonial reenactments, this position is not only naive and problematic, but due to
the resulting aestheticization of Black suffering, it could justifiably be described as ‘pornotroping’’¢, to use
Hortense Spiller's coinage. This directorial approach risks turning the theater into a stage for mere repro-
duction, indeed an institution that “negates the possibility of discovering anything that has not already been
said"?’. Moreover, the attempt to close the gap between a historical reference and its faithful copy paves the
way for a theater characterized by the unity of representation, threatening to perpetuate the logic of colonial
rule while exposing spectators to what Saidiya Hartman has called “the dangers of looking (again)"7®.

In contrast, the practice of translation initiates a process of signification beyond enacting, beyond action
or realization, opening up a space for stories that resist naturalistic reproduction. Sensitized to silence,
the stories thus remain open to that which cannot be translated in the manner of psychological realism.
Consequently, the appeal of the ‘theater of translation’ lies not in its relationship to the ‘original to a lost
semantic unity, but rather in its ability to critically examine the dubious attempts to establish a stable
connection with a reality outside the aesthetic realm, and to show us the limits of representation. This type
of theater, therefore, forces us to take a closer look at its manifold and fractured referentiality, which it
liberates from the coherence that is all too often taken for granted. The social engagement of the theater of
translation consists not in reproducing social reality but in helping to problematize a new and open relation
to it.

Translations resist fixed meanings and attack deceptive certainties. They push viewers out of their
comfort zones, forcing them to “reposition”’® themselves in relation to the world and history. In addition,
they make us realize that the function of translations is not so much to close gaps as to discover and produce
them. For these gaps—whether it be the gaps of an archive, of memory, or of an inclusive society—cannot be
closed, which is exactly why they are so productive. Instead, they call for a theater beyond reenactments.

7Milo Rau, “Die seltsame Kraft der Wiederholung. Zur Asthetik des Reenactments,” in Theater als Zeitmaschine. Zur perfor-
mativen Praxis des Reenactments. Theater- und Rulturwissenschaftliche Perspektiven, ed. Jens Roselt and UIf Otto (Bielefeld:
transcript, 2012), 71-78.

72Maria Muhle, “History will repeat itself. Fiir eine (Medien-)Philosophie des Reenactment,” in Kérper des Denkens. Neue
Positionen der Medienphilosophie, ed. Lorenz Engell et al. (Miinchen: Wilhelm Fink, 2013), 113-134, 120.

73Ulf Otto, “Gesten des Anachronismus Theatrale Medienpraktiken im Reenactment,” in Reenactments Medienpraktiken
zwischen Wiederholung und Rreativer Aneignung, ed. Anja Dreshke (Bielefeld: transcript, 2016), 167-189, 180.

74Milo Rau, Globaler Realismus. Goldenes Buch | (Berlin: Verbrecher Verlag, 2018), 37.

’5Niranjana, Siting Translation, 52.

76Hortense Spillers, “Mama’s Baby, Papa’s Maybe. An American Grammar Book,” in Diacritics 17:2 (1987), 64-81, 67.

77Sara Morais dos Santos Bruss, “A NEW SCIENCE?" - Zum antirassistischen Potenzial materialistischer Medienwis-
senschaften,” in Zeitschrift fiir Medienwissenschaft 14:1 (2022), 101-110, 108.

78Saidiya Hartman, “Venus in two acts,” in: Small Axe 12:2 (2008), 1-14, 4.

79Emily Apter, The Translation Zone. A New Comparative Literature (Princeton: Princeton University Press, 2006), 4.
04
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From the perspective of theatrical translation, reenactment as a repetition of history is not only redundant
but also a ‘betrayal’ of history. Translation, on the other hand, is necessary and impossible at the same
time. By failing to meet expectations, by way of their nonperformance, it allows us to resist the “hegemonic
incorporation of the ‘other voice™®°.
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Examining Two Turkish Adaptations of Classical Tragedy: What does
Brecht Tell Us?

Mehmet Fatih Uslu1 © &8

1 Kog Universitesi, Karsilagtirmali Edebiyat Bélimi, istanbul, Tiirkiye

Oz Bu calisma, iki Yunan tragedyas! uyarlamasini Kemal Demirel'in Antigone'si (1966) ile Aras Oren'in Kor Oidipus'unu
siyaset ve tiyatro ekseninde inceleme amaci tasiyor. Bu iki oyun Sofokles'in klasik tragedyalarinin sol bir siyasi
perspektif icinden Uretilmis yeniden yazimlaridir. Bu sol perspektifin hayal edilmesinde ve icrasinda yogun bir
Bertolt Brecht etkisi hissedilir. Brecht, 1960-1980 arasinda Turk Tiyatrosunu en ¢ok etkileyen ve sekillendiren tiyatro
insanlarinin basinda gelir ve onun drama teorisinde antik Yunan tragedyasinin ézel bir yeri vardir. Ustiine, Alman
tiyatro insani da 1949 senesinde bir Antigone uyarlamasi yazip sahnelemistir. Calismada Brecht'in tragedya duslincesi
acimlanarak bu iki uyarlamanin Brecht'ten nasil yararlandigi ve onun teatral araglarini nasil bir stizgecten gecirerek
kullandigr tartisiliyor.

Abstract This study examines two adaptations of Greek tragedies—Kemal Demirel's Antigone (1966) and Aras Oren's Blind
Oedipus—through the lens of politics and theater. Both of these plays are adaptations of Sophocles's classical
tragedies produced from a leftist political perspective. Bertolt Brecht's strong influence can be felt in the imagination
and execution of this leftist perspective. Brecht, one of the most influential figures shaping Turkish theater between
1960 and 1980, placed particular importance on the ancient Greek tragedy in his drama theory. Moreover, the German
theatre figure also wrote and staged an adaptation of Antigone in 1949. The study explores Brecht's thoughts on
tragedy and discusses how these two adaptations draw from Brecht and how they employed his theatrical tools.
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Extended Abstract

Greek tragedy increasingly influenced Turkish theater, particularly after World War II, leading to a surge in productions
and adaptations. Among the notable works from this period are Kemal Demirel's Antigone (1966) and Aras Oren's
Blind Oedipus (1980). These adaptations of Sophocles’ renowned plays, Antigone and Oedipus Rex, were infused with
a strong political stance, reflecting a leftist perspective that challenged the traditional understanding of classical
tragedy.

Kemal Demirel's Antigone roughly follows the plot of Sophocles’ Antigone. However, while Demirel remains almost
faithful to the main outlines of the original play, he places this flow within a structure that is entirely different
and, at times, could be considered grotesque compared to the original text. In Demirel's version, although Eteocles
and Polyneices have agreed to take turns ruling the throne, Eteocles does not allow Polyneices to assume power
and instead imprisons his brother. Antigone shares with her sister Ismene the idea of rescuing Polyneices from
the dungeon. In contrast, Sophocles’ play of the motivating factor to bury the deceased brother has been changed.
Antigone explains to Ismene why it is important to rescue their brother from the dungeon: the people of Thebes, a
city of a hundred thousand, are not receiving what they deserve from the cobalt mines and operations that sustain
the city's livelihood, while the palace circle exploits the profits from these operations. The people are not even aware
of this. The only person who can reverse this cycle is Polyneices.

In Aras Oren's Blind Oedipus, a transformation mechanism reminiscent of Kemal Demirel's work is noticeable in many
ways. In the play, just like in the reference text, Oedipus first kills Laius, not knowing that he is his father, then kills
the Sphinx, becoming the king of Thebes and marrying his mother, Jocasta. While the people of the city live in pain
and misery, after years of rule, Oedipus sees himself as responsible for what has happened and punishes himself
by blinding his own eyes. However, when we look at the details, we encounter a completely different story. According
to this version, the root of the disaster that befalls Oedipus and the city is not a curse, but two merchants!

These two bold endeavours were, at least in part, a product of the Brechtian dynamic that dominated Turkish theater
between 1960 and 1980. During this time, Bertolt Brecht emerged as the most influential theater practitioner and
theorist for the growing theater scene in Turkey, shaping the stage with his ideas. Consequently, Brecht's interpre-
tation of the classical tragedy gained unparalleled prominence, as evidenced in the adaptations by Demirel and Oren.

Three significant qualities characterise these adaptations. First, in their rewriting, Oren and Demirel engage in a
critical dialogue with the concept of tragedy itself, using it as a foundation to develop a political discourse that
critiques classical tragedy. Second, they do not prioritise fidelity to the original texts; instead, they freely transform
them to serve their purposes. Third, the Aristotelian perspective outlined in Poetics is treated as a false flag and is
radically challenged in their interpretations.

In Brecht's theatrical thought, one can see that tragedy and Aristotle's concept of drama have had a significant
influence from the very beginning. From the 1920s onward, Aristotle and the Greek Tragedy remained a constant area
of interest for the German thinker. However, the most important years for Brecht in this regard are the few years
immediately following World War 11, referred to as the “Greek period.” During these years, Brecht published his most
important theoretical work, Kleines Organum fiir das Theater (1949) (A Short Organum for the Theatre), and also
personally adapted and staged Sophocles’ Antigone after a long preparation process. He documented this staging
process in another book: Antigone Modelbuch 1948 (1949)

This article explores how Demirel's and Oren's plays incorporate Brecht's understanding of tragedy. It poses questions
such as What are the political and literary functions of using King Oedipus and Antigone as source texts in these
modern adaptations? Why were these plays chosen, and what sort of classical world is envisioned? If the goal is to
establish a subversive dialog with classical tragedy, what is the significance of this approach?
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Girig
Yunan tragedyalarinin, ozellikle Il. Diinya Savasi’'ndan sonra Cumhuriyet tiyatrosu lizerinde etkili oldugu
ve bu etkinin 20. yiizyil boyunca giderek arttigini soylemek miimkiindiir." Farkli tragedya ornekleri sahne-
lenmekle kalmamis bazilar Tiirkcede yeniden yazilmis ve sahneye farkli sekillerde uyarlanmistir. Bu ilginin
erken ornekleri olarak Selahattin Batu'nun Iphigenia Tauris'te (1942) ve Giizel Helene (1944) adli oyunlarini
dustinebiliriz. Yunan mitolojisinin bu meshur mitoslarini oyunlastirirken, Batu'nun referans kaynaklari
sadece Homeros'un ilyada'si degil ayni zamanda Euripides’in Iphigenia Tauris'te ve Helena adli eserleridir.2
Tarih boyunca en ¢ok yeniden yazilan oyunlardan Euripides’in Medea’s Turkgede, ilk 6rnegi Munis Faik

Ozansoy'un Medea's! olmak lizere, defalarca farkli yazarlar tarafindan oyunlastirilmistir.3 Listeyi uzatmak
mumkindir.

Bu yazida s6z konusu toplamin oldukga ilging iki metnini, Kemal Demirel'in Antigone'si (1966) ile Aras
Oren’in Kor Oidipus’unu (1980), incelemek amaciyla yola cikiyorum. Edebiyat ve tiyatronun siyasetle iliskisi
bakimindan ozellikle ilgi ¢ekici bu oyunlar, okurun tahmin edebilecegi gibi Sofokles’in kaleminden ¢ikma
meshur iki Grek tragedyasinin (Antigone (MO 442) ve Kral Oidipus (MO 429)) yeniden yazimlaridir. iki piyes
de uretildikleri donemin edebiyat anlayisinda etkili olan sol tahayyil icinde can bulmus metinler olarak
dusiiniilebilirler. Hem Demirel hem Oren, Sofokles'in klasiklerini yeniden yazarken bunlari soldan birer
toplum ve siyaset elestirisi olarak diistinmiis; trajik diizlemi bugiiniin politik kavgasina ve gelecegin toplum-
siyaset tahayyiiliine dair oneri getirmek icin kullanmislardir.

Kemal Demirel'in Antigone’si 1966 yilinda giin yiiziine ¢ikmis, 1973'te sahneye koyulmus ve donem icinde
sadece ulusal degil uluslararasi sahnelenme sansi da bulmus bir oyundur. Oyle ki, biiyiik elestirmen ve
trajedi kuramcisi George Steiner’in Antigones (Antigoneler) adli kitabinda oyuna dikkat cektigini, eseri
“yiiksek derecede politize” bir uyarlama olarak degerlendirdigini goriiriiz.5 Aras Oren’in Kér Oidipus'u ise,
nispeten daha gec bir tarihte, 1980'de ilk defa kitap olarak yayimlanir.

Bu yazida iki oyunun siyasi bir giidiiyle klasik tragedya fikrinin reddi ve elestirisi lizerinden insa edildigini
ve bu tavrin temelde donem icinde ¢ok etkili olan Brecht tiyatrosunun golgesinde yiikseldigini gosterecegim.
Bu noktada tartismamiz gereken ilk mesele Kral Oidipus ve Antigone’'nin kaynak metin olarak kullanilmasinin
bu modern oyunlardaki politik ve edebi islevi olacak. Buradan ¢ikarak klasik tragedya ile kurulmaya calisan
yikici diyalogun anlamini Brecht tesiriyle beraber diisiinerek ¢oziimlemeye calisacagim.

Tragedya Olmayi Reddeden Tragedyalar

Kemal Demirel'in Antigone'si li¢ boliimden olusur ve Sofokles'in Antigone'de yarattigi olay akisini kabaca
da olsa takip eder. Orijinal metinde, Oidipus’un ogullari ve Antigone ile Ismene’nin kardesleri olan Eteokles
ve Polyneikes taht kavgasinda oliir. Bu olaydan sonra kral olan Kreon'un emriyle, hain olarak goriilen
Polyneikes’in olii bedeni gomiilmez, hayvanlar pargalayip yesin diye agikta birakilir. Ayni zamanda dayisi
da olan kralin kararina ve devletin yasasina karsi ¢ikmak pahasina Antigone kardesinin bedenini gomer

"ilginin zeminin erken Cumhuriyet'te aydinlanmaci kiiltiir politikalari ve bunlarin bir sonucu olarak ortaya cikan ceviri faaliyeti
ile basladigl soylenebilir. Tek Parti doneminde baslayan bu ilgi ve bu donemdeki terciimelerin kiltiir politikalari baglaminda
degerlendirilmesi icin bkz. Burcu Yasemin Seyben, “Tiirkiye'de Sahnelenen Antik Yunan Oyunlari ve Kiiltiir Politikalarindaki
Yeri” (Doktora tezi, istanbul Universitesi, 2009), 253-363.

2Dilek Zerenler, “Helene ve Giizel Helena Adli Oyunlarin Konu Bakimindan Karsilastirilmasi,” Tiirkiyat Arastirmalari Dergisi 17
(2005): 203-211.

3Diger Medea yeniden yazimlari arasinda su oyunlar bulunur: Kurban (Gling6r Dilmen, 1967), Mediha (Yiiksel Pazarkaya, 1993),
Medeia (Kemal Kocatiirk, 2005), Altin Post (Tarik Giinersel, 2007). Sena Kiiciik, “Modern Tiirk Tiyatrosunda Medea Miti,” The
Journal of Academic Social Science Studies 55 (ilkbahar, 2017): 416.

“prometheia (Yilmaz Onay, 1993), Bakir Kalkan (ipek Seyalioglu, 2003), Evridike’nin Cigligi (Sahika Tekand, 2006), Teessiir (Ilgin
Sdénmez, 2018).

5George Steiner, Antigones (New Heaven: Yale University Press, 1994), 156.
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ve isledigi bu sucun sonucunda dliime mahkim edilir. Demirel orijinal oyundaki ana hatlara kabaca sadik
kalsa da bu ana hatlari, 6zgiin metne kiyasla bambaska ve yer yer grotesk kabul edilecek bir kurgu icine
yerlestirmistir.®

Buna gore, Eteokles sirayla tahta ge¢gme hususunda anlasmis olsalar da Polyneikes'e tahta ge¢me imkani
vermemis, kardesini hapsetmistir. Antigone, Polyneikes'i zindandan kurtarma fikrini kardesi Ismene’ye acar.
Oysa Sofokles'in oyunu iki kardes halihazirda birbirini 6ldiirmiisken baslar ve oyundaki temel meselenin (ve
de eylem zemininin) Antigone'nin hain ilan edilen kardesi Polyneikes'in cenazesini gdmme arzusu oldugu
gosterilir. Demirel'in oyununda ise harekete geciren motif degistirilmistir. Antigone, ismene’ye zindandaki
kardeslerini kurtarmanin neden onemli oldugunu soyle anlatir: Yiiz bin kisilik Thebai sehrinin gecinmesini
saglayan kobalt madenleri ve isletmesinden halk hak ettigini alamamakta, bunun yerine saray ¢evresi bu
isletmenin kazancini somiirmektedir. Halk bunun farkinda bile degildir. Bu dongiiyii ters cevirebilecek tek
kisi Polyneikes'tir:

Dogrusunu soylemek gerekirse, onlar kendileri icin nelerin yapilabilecegini de bilmiyorlar. Thebai
halki icin neler yapilabilecegini bilen ve biitiin giiciiyle bunlarin gereRliligine inanan yalniz agabey-
imiz Polyneikes'tir. O da simdi zindanda. Ona krallik hakki taninmiyor... Simdi anladin mi, ben nigin
bu ise girisiyorum? Bunu yapmazsam, yalniz agabeyime karsi degil, biitiin Thebai halkina karsi da
sug islemis olurum.”

Antigone dedigini yapar ve kardesini zindandan kurtarir. Hemen beraber maden ocagina giderler. Bunun
lizerine Eteokles askerleriyle ocaga saldirir. Madendeki patlama sonucu hem Polyneikes hem Eteokles dliir.
Artik Kreon kraldir. Kreon, orijinal oyundaki gibi, Eteokles’in sade bir torenle gomiilmesini, Polyneikes'in
cesedinin ise (¢ glin halka gosterilip sonra vahsi hayvanlara ve kuslara yem olarak birakilmasini emreder.
Bu noktada Sofokles’in metnindeki temel hareket nedeni ge¢ olmakla beraber ortaya ¢ikmis olur. Antigone
dayisi Kreon'un kararina karsi durarak, kent halkinin da yardimiyla Polyneikes'in cenazesini meydandan alir
ve Sehitler Mezarligi'na gomer.

Kreon suclunun Antigone olmasina sasirir ve kizar. O sadece yegeni degildir ayni zamanda oglu Haimon'un
nisanlisidir. Ama Antigone sucunu neredeyse gururla itiraf etmekte ve kendini kurtarmak icin caba goster-
memektedir. Hem yegenini cezalandirmasi gerektigini diisiinen hem de bir c¢ikar yol bulmaya calisan
Kreon kentin énemli {i¢ yargicindan olusturdugu ve kendisinin baskanlik edecegi bir mahkeme heyetinin
Antigone'yi yargilamasini ister. Bir kurtulus yolu bulmak umudundadir, Antigone’nin iyi bir savunmayla ken-
dini kurtaracagini beklemektedir. Ama Antigone ne kagar ne de kendini savunur: “Dogru, bu isi biitiin Thebai
halki ile birlikte yaptim ama buna hi¢ kimse katilmasaydi da tek basima ayni seyi yapmaya calisirdim.”8
Siirecin sonunda, kaynak oyunda intihar eden Antigone diri diri gomiilmek kaydiyla 6liime mahkim edilir.
Babasina nisanlisini kurtarmasi icin yalvaran Haimon ise intihar eder.

Oyunun ilging taraflarindan biri sahnelerin ¢ogunlugunun basinda ve sonunda karsimiza ¢ikan bir
“Sunucu”nun olan bitenleri uzun uzadiya anlatmasi ve belli goriisleri serd etmesidir. Sanki tragedyalarda
koroya ayrilan yer ve koronun bazi islevleri bu karaktere aktarilmistir; ki oyunda koro da kisitli olmakla
beraber (Antigone’nin yargilanmasi asamasinda) kullanilir. Sunucu araciliglyla hem mitosun ana hatlari ve
bu oyunda nasil sekillendirildigi seyirciye/okuyucuya anlatilir hem de oyunun nasil anlasilmasi gerektigi
gosterilmeye calisilir. Bu baglamda “sunucu” apacik bir sekilde bir deger yargilar ileticisidir ve araliksiz

6iki oyunu karsilastiran bir yazi icin bkz. Dilek Zerenler, “Antigone’nin iki Farkli Yorumu,” Selcuk Universitesi Tiirkiyat Arastir-
malari Dergisi 18 (2005): 263-272.

7Kemal Demirel,Antigone, istanbul: Yaba Yayinlari, 2002, 19.

8Demirel, Antigone, 64.
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sekilde dramatik akisla seyirci/okur arasina girer. Onun, heniiz oyunun basinda oyunu nasil idrak etmemiz
gerektigini dolaysiz bir sekilde belirttigini goriiriiz: “insanlarin insanca yasayabilmesinin ilk sarti materyalist
diinyanin adaletidir. Bunu en iyi bilenler, materyalist diinyayl kendileri icin hice sayan Polyneikes'ler,
Antigone’lerdir. [...] Her seye ¢ikarciligin yon verdigi bu diinyada maddi adaletsizlik kisinin 6zgiirliigiine engel
oldugu icin ele aliniyor burada.”®

Ozellikle Hegel'in yorumundan sonra, Yunan tragedyalarinin cogunlukla merkezdeki kahramanin eyle-
minde ortaya ¢ikan bir catisma uizerinden degerlendirildigini biliyoruz.’® Kaynak metindeki merkez catisma
su basit soruyla ifade edilebilir: Antigone kardesini gommek pahasina devletin kanununa karsi ¢ikmali midir?
Ya da diger ac¢idan, Kreon devletin yasasini Antigone'nin tavrinda ortaya ¢ikan kadim-geleneksel-tanrisal
yasanin ustiinde tutmali midir? Bu ¢atisma durumlarinda kahraman ¢ok zaman iki olumsuz secenek’ ya da
Scheler’in kavrayisiyla iki olumlu degerden? birisini tercih etmek durumunda kalir. “Trajik”i lireten tam da
bu arada kalma halidir, yikim kaginilmazdir ve elde asla bir eksiksiz dogru olamayacaktir. Oysa Demirel'in
oyununda c¢atismanin yerini bir keskin dogru almistir. Sunucu bu durumu da seyirciye/okuyucuya dogrudan
bildirir: “Tasidig1 degerlere sonuna dek sahip ¢ikan kisi, ancak kendine hesap vermek zorundadir. Neyin
ugruna olursa olsun, o yasamasi gerekenden baska bir seyi yasamaz. Antigone bunun essiz bir 6rnegini
verecek. inandiginin bilincinde olmak onun icin yapilmasi gerekeni yaptirir insana, ona ters diiseni degil.
Ancak boyle bir yasamin Uruniidir trajik catisma”.’3 Dolayisiyla trajik kahraman bir arada kalma durumuna
maruz birakilmaz. Tartismasiz sekilde dogru taraftadir. Bizim de onun tarafinda olmamiz gerektigi, tarafsi-
zlik diye bir konumun olmadigi sunucunun miidahalesiyle apacik hale getirilir: “Thebaili bliylik yargiclara
gelince: Onlarin tutumunda glinimiizde hala yasayan tarafsiz yargic tipini gorecegiz. ilk bakista insanlarin
begendigi bir tutumdur bu; oysa yargiclar taraf tutmali, insan gerceginin gerektirdigi tarafi”.’

Ustiine Demirel'in oyununda Antigone'nin kardesini kurtarma giidiisiiniin altinda kardeslik hissinin
yatmadigi da vurgulanir. Esas mesele halki gercekten kurtarabilecek tek kisinin o olmasidir."s ideallestirilen
Antigone icin harekete ge¢cme giidiisiiniin dinsel, i¢sel, psikolojik ve akrabaligin verdigi yakinliga dayanan
degil; tamamen akla ve bilince dayali siyasi bir secim oldugunu goriiriiz. Zaten oyunda, Grek tragedyalarinin
onemli unsurlarindan kahinler ve tanrilarin esamisi okunmaz. Kaynak metinde kahin Teiresias'in dnemli bir
rolli vardir. Kor bilici Kreon’a yaptiginin yanlis oldugunu bildirse de bu Kreon’u tam tersine ofkelendirir ve
kibrini azdirir. Buradan da Kreon'un trajik sugu dogar. Ama Demirel'in Antigone’si bundan muaftir.

Aras Oren’in Kér Oidipus’'unda da pek ¢ok acidan Kemal Demirel'inkini animsatan bir déniistiirme
mekanigi goze carpar. Sofokles’in Kral Oidipus’una ve ona zemin veren mitosa referanslarla ilerleyen metin
yine benzer bir sol tasavvur i¢inden iiretilmis bir yeniden yazim ornegidir. Oyunda tipki referans metinde
oldugu gibi Oidipus once babasi oldugunu bilmedigi Laios'u, sonra Sfenks'i dldiirerek Thebai sehrinin krali
olur ve annesi lokaste ile evlenir. Neticede basina gelenlerin suclusu olarak kendisini goriip, bizzat cezasini
verir, kendi elleriyle gozlerini kor eder.

Ama ayrintilara baktigimizda bambaska bir hikaye ile karsilasiriz. Oyunun basinda koro, Oidipus’un
kaderini tayin edecek kehanetten bir kereye mahsus olmak iizere bahseder. Buna gore, Laios bilicinin
soyledikleri tizerine kendi 6z oglunu yabana gondermistir. Ama orijinal hikayeden farkli olarak Laios oliim
korkusuyla bir alkolige doniismiistiir. Zaten hemen bu ilk asamadan sonra kehanet oyun icinde duyulmaz

?Demirel, Antigone, 14-15.

19Raymond Williams, Modern Trajedi (istanbul: iletisim Yayincilik, 2018), 60-65.

11Simon Critchley. “Tragedy’s Philosopy,” Performing Antagonism: Theatre, Performance, and Radical Democracy iginde, ed. T.
Fisher ve E. Katsouraki (Londra: Palgrave MacMillan, 2017): 30-33.

12Max Scheler, “On the Tragic,” CrossCurrents C.4 No: 2 (Kis 1954): 180-181.

3Demirel, Antigone, 15.

1“Demirel, Antigone, 15.

5Demirel, Antigone, 40.
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olur. Demirel’in Antigone’sinde oldugu gibi Oren’in Kér Oidipus’'unda da kahinler ve tanrilar biiyiik dlclide
sahneden cekilmistir. Kaynak metnin ana karakterlerinden bilici Teiresias yoktur, onun yerini nispeten
karikatiir bir kahraman Bastanribakicr almistir.

Oyunda sarhos Laios, artik yaban hayattan bikmis halde dolanan ve Thebai'de insan igine karismayi
arzulayan Oidipus ile karsilasir. Oidipus, babasi oldugunu bilmedigi Laios'u iter, Laios kafasini bir tasa ¢arpar
ve Olur. Hemen ardindan Oidipus nasil oldugunu tam da anlayamadigimiz bir sekilde Sfenks'i de oldiirerek
sehre girer. Bu noktada, Bas Tanribakici Kreon'a verdigi sozii hatirlatir. S6z iki ucludur. ilki mitostandir, ikincisi
ise Oren’in metninin kendi yaratisidir: Buna gore bir yanda Sfenks'i 6ldiirene taht vaat edilmistir, ama 6te
yandan da kervanlarini Thebai'ye sokamayan Korinth’li tacir Philipos'a verilen bir s6z vardir:

KORO

Ozetliyelim durumu:

bir yaban yolcu, o yaban yolcu,
oldiirdii ihtiyar kral Laios’u

ve daha 6nceden verilen bir séz sonucu
bos kalan Thebai tahtina oturdu
ve Laios’un dul karisiyla evlendi.
Boylece oyunumuz kuruldu

biraz degisik de olsa

bagli kalinarak

bilinen oykiiye

(Rorodakiler aralarinda tartisirlar)

- Yalniz bir de
Korintli tacir Philipos var
ismi gegen...
- Ona verilen sozii bilmiyor kimse
- Evet isin i¢ yiiziinii acalim seyirciye
- Acikliyalim...
- Oyunun basindaki s6ziimiizii tutalim
biz koro olarak
goriilmiyeni gosterelim
duyulmiyani duyuralimé

Goriildligu iizere, Demirel'in Antigone'sine benzer sekilde, verilmis soziin arkasinda aslinda bir iktisadi
bir ¢ikar oldugu, bunun bir sir gibi saklandig ve hakikatin boylelikle ortiilmiis oldugu fikri vurgulanmistir.
Bu noktadan sonra Korintli tacirler Philipos ve ortagi Menekseus’un etkisi oyun boyunca hissedilir. Sanki
olaylarin gelisiminde asil tesir sahiplerinin bu karakterler oldugu hissi bitiin oyuna yayilmak istenmistir.
icinde devinilen “hakikatin 6rtiildigi” bu alemin perde arkasindaki kazananlaridir onlar. Metnin sonunda,
Oidipus “trajik” felaketini yasarken dahi bu vurgulanir:

16Aras Oren, Kor Oidipus, Ankara: Siir-Tiyatro Yayinlari, 1980: 15.
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KORO

Kosmustu umut pesinde zaferin
kosmustu siiriilerle pesinde ekmegin

ve iyi glinlerin.

Perdeler vardi. Goriintiiler gercek degildi.
Olaylar akisi icinde ¢oziilmedi.

Tacir Philipos’la ortagi Menekseus,
onlarinsa giiliisleri hi¢ eksilmedi.

(Geride iki tacir giilerler)'?

Kor Oidipus ¢ok kahramanli (hatta neredeyse kahraman enflasyonu olan) bir oyundur. Bu kahramanlar
agirlikla yoneticiler etrafinda toplanmis gorevlilerdir: Bastanribakici, tragedya ozani, koti bilgin, iyi bilgin.
Bunlarin hepsi belli bir diinya gérisiiniin seslendiricisi olan tiplerdir. lyi bilgin akilci ve din karsitidir
ve digerlerinin gizledigi hakikati soylemeye kendini mesul hisseder. Kotii bilgin onun tam tersidir. Bastan-
ribakici tanri soziinii yoneticilere iletir ama bunu yaparken aslinda kudretlilerin iktidarini korumak ve
mesrulastirmak tek derdidir. Bu kahramanlar arasinda bizim icin en 6nemli olan tragedya ozanidir. Yine
oldukca kaba bicimde resmedilen bu kahramana bigilen roliin bir tiir “masal anlatma” oldugu soylenebilir.
Bu haliyle bir hakikat gosteren degil, hakikat drtendir ozan. ilginctir ki bunu yaparken bir yandan da orijinal
eseri bize aktarir, fakat bunu neredeyse karikatiirlestirilmis bir sekilde icra eder. Bu karikatiirlestirmenin
bir vechesi de hi¢ durmadan karanliktan, kotiiliikten ve cehennemden bahsediyor olusudur. Burada hem
tragedyaya hem ozana atfedilen deger asikardir: iktidarin yapip ettiklerini mesrulastirma ve mesrulastirilmis
bu sanal gercekligi halka yayma islevini iistlenmis bir ideolojik aygit olmak:

TRAGEDYA OZANI

Kader insanlara ¢izdigi yolu hi¢c sasirmiyor
ondan hi¢ kagilmaz

KORO

Kaderle ilgisi yok bunun

normal sonucu bu agligin

kitligin

ve iste su sefaletin®

Butliin bu resmin icinde bir diger kahraman, yine Demirel’in Antigone’si gibi “halk"tir. Metin boyunca
sefalet ¢eken, isyan ettigi zaman siddetle bastirilan ve yasaminin ana dinamigi somiriilmek olan halki iyi
bilgin soyle tanimlar: “Yeryiiziinde nektar igip, ambrosia yiyenler / yalniz halktir / Onun 6liimsiizligi bu
ylizden...”*® Yunan mitolojisinde “ambrosia”nin tanri yiyecegi oldugu diistiniilirse aslinda metnin bir yandan
klasik tragedyanin icinde can buldugu distiniilen tanrisal boyutu reddettigi ve ilahi olani halka atfettigi
soylenebilir.

17Qren, Kér Oidipus, 69-70.
18Qren, Kér Oidipus, 52-53.
19Qren, Kér Oidipus, 27.
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Burada tipki Sofokles'in oyununa zemin veren mitosun ikinci plana diismesi gibi Oidipus’un da ikinci
plana distiigiini kolayca soyleyebiliriz. O, i¢csel catismasi olmayan, sadece halkina kotii davranan bir kraldir.
Oyunun sonuna gelip lokaste’'nin annesi oldugunu 6grenip gozlerini kor ettiginde bu hicbir sekilde “pathos”
iretmez, zira metin Oidipus’la 6zdeslesme imkanini sonuna kadar kapatmistir. Bir not olarak belirtmek
gerekir ki, ilging bir sekilde bir tiir catisma yasayan kahraman Oidipus’tan ¢ok Kreon’dur. Bir yandan iktidar
arzusuyla yanip tutusur ama bir yandan da verdigi sozler ve kanunlarin sinirlandiriciiginda bu arzusunu
yerine getirememenin acisini ceker ve bu siirecin sonucunda intihar eder. Sanki Oren, Antigone'deki Kreon'u
buraya transfer etmistir. Hatirlanacagi lizere Sofokles’in Kral Oidipus’'unda Kreon aslinda ikincil bir karak-
terdir ve gercegi ortaya ¢ikarma diirtiisiiyle makul diisiinme yetisini kaybeden ve yiizlesmeyi erteleyen
Oidipus’un sucu ona atmak istedigi bir giinah kegisidir. Peki burada Kreon’un yasadigi i¢ catismanin oyun
icin herhangi bir islevi var midir? Buna olumlu cevap verebilmek oldukca zor. Bu baglamda Kreon’un oyunun
genel yapisindan sapan ve oyunun biitiinliigiine uyum gostermeyen bir kahraman oldugunu soyleyebiliriz.

iki oyunun yakin okumasindan sonra artik bu metinlerin nasil bir tragedya kavrayisina sahip oldugunu
dahayakindan sorgulayabiliriz. Burada ilk soylenecek sey iki oyunun da temelinde bir tiir “klasik tragedyanin
reddi” motivasyonu oldugudur. Buna gore klasik tragedyanin alemi giigliilerin giicsiizleri ezdigi ve bu
diizenek icinde din ve siirin bu dinamigin mesrulastirici araglari olarak isledigi bir diinyadir. Bunlar s6z
konusu islevlerinin yani sira sorunlarin gercek dogasini goriinmez kilan yapilardir. Oysa trajik bir sey varsa bu
ancak insanoglunun ezilmesinde bulunabilir. Ama bu trajik durum karsisinda kahramanin tavri kabullenmek,
okurunki kahramanla 6zdeslesmek olmamalidir. Bu baglamda iki oyunda da ne pahasina olursa olsun bu
sistem karsisinda harekete ge¢menin yiiceltildigi bir nihayete varilir.

Bu reddiye en agik bicimiyle bu oyunlar Aristoteles’in Poetika'da kurdugu tragedya fikri diisliniildiigiinde
aciga cikar. Aristoteles’in bir tiir olarak tragedyayi kavrayisinin merkezinde ne ¢ok iyi ne fena olan ortala-
madan biraz daha iyi bir trajik kahraman vardir. Bu trajik kahramanin trajik bir hata sonucu (hamartia)
olusan bir baht doniisliyle (peripetie) bir diisiisii tecriibe eder. Kahraman ¢abasi ne olursa olsun bu diisiisten
kurtulamaz ve nihayetinde bir cezaya maruz kalir. Ama Demirel ve Oren’de catisma olmadigi gibi trajik
hata da yoktur. Dolayisiyla kahramanlarin yasadigi bir trajik diisiis degildir. Bu haliyle iki oyunda da vurgu
kahramanlarin iizerinden sisteme dair biiyiik bir meseleye kaymis, buradan bakildiginda oyunlarin temel
amaci da bu hali ortaya koymak, hatta bir nevi ifsa etmek olmustur.

Ote yandan Aristotelesci cercevede kahramanin yasadigl diisiis neticesinde izleyicide onunla
ozdeslesmekten kaynakli bir korku ve acima duygusunun uyanmasi beklenir. Seyircinin kahramanla
ozdeslesmesi, kendini onun yerine koymasi ve trajik catisma ile hatanin kahramanda yarattigl hissiyat
kendinde yeniden var edebilmesi kilit onemdedir. Bunun sonunda seyircinin “katharsis”e yani bir tiir arin-
maya ulasacagi farz edilir. Oysa Demirel ve Oren’in oyunlarinda bu kapi 6zellikle kapatilmis goriiniir. Antigone
ve Oidipus oyunlarda ogretici bir soylemin icinde nesnelesirken, seyirci oyunlara eklenmis karakterlerin
ogretici soylemiyle karsi karsiya birakilir. Tiyatro tecriibesinin bir okul tecriibesine donistigiinu diistinmek
isten degildir.

0 zaman simdi su soruyu sorabiliriz? Klasik tragedyay! reddeden ve reddederek sol bir siyasi tasavvur
icinde onu yeniden ireten bu tavrin kaynagi nedir?

Bir ilham Kaynagi Olarak Brecht

1950’lerden itibaren ama ozellikle 1960’larda Tiirk Tiyatrosunda benzeri goriilmemis bir canlilik goze
carpar.2® Bu canliigin en onemli dinamiklerinden biri Brecht tiyatrosunun her gecen giin biiyliyen etkisidir.
Oyle ki, Albert Nekimken “1975'in eyliil ayinda istanbul’a gelen habersiz bir ziyaretci bir kentte bir tiir Brecht

20E|a Gezen, “Convergent Realisms: Aras Oren, Nazim Hikmet and Bertolt Brecht.” Colloquia Germanica C. 45 No: 3/4 (2012) 370.

e D
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Festivali oldugunu diisiinebilirdi”2" der. Brecht'in oyunlarinin ve fikir eserlerinin ¢evrildigi, sahnelerin Brecht
uyarlamalarindan gecilmedigi yillardir bunlar. Ote yandan, Ozdemir Nutku basta olmak iizere elestirmenler
ve tiyatro yazarlari tarafindan Brecht'in, Epik Tiyatro'nun ve onun tesiri altinda uretilmis telif oyunlarin
kiyasiya tartisildigi verimli bir entelektiiel ortam ortaya cikmistir.22 iste hem Demirel’in Antigone'si, hem
de Oren’in Kér Oidipus’u bu ortamin icine dogmus oyunlardir ve bunlarin tragedyayla kurdugu iliski Brecht
dolayimi dikkate alinmadan anlasilamaz.

Brecht'in tiyatro diisiincesinde tragedyanin ve Aristoteles’in drama fikrinin basindan beri ciddi bir etkisi
oldugunu goriiriiz. 1920'li yillardan itibaren Aristoteles ve Yunan tragedyasi Alman mitefekkirin hep ilgi
alaninda kalmistir. Ama bu bakimdan Brecht icin en onemli yillar “Yunan donemi”23 diye isimlendirilen
hemen I1. Diinya Savasi'nin ardindan gelen birkag senedir. Bu yillarda Brecht en 6nemli teorik eseri Kleines
Organum fiir das Theater'i (1949)2“ (Tiyatro icin Kiiclik Organon) yayimlamis, bir yandan da Sophokles'in
Antigone'sini uzun bir hazirlik siireci sonunda bizzat uyarlayip sahnelemis ve bu sahnelenme siirecini bir
baska kitapta anlatmistir: Antigone Modelbuch 1948 (1949).

Bu, artik kariyerinin olgunluk doneminde olan Brecht icin tiyatro tecriibesinin basindan beri diistince
diinyasini sekillendiren goriisleri toparlamak ve agiklamak icin bir firsattir. Brecht'in tiyatrosu lizerine yazilan
metinlere genel olarak bakildiginda onun karsisina tiyatro tarihinin belki de en uzun omiirlii kavrami olan
tragedyayi aldigi ve bu karsi konuma bakarak kendi tiyatro goriisiini ortaya koydugu siklikla soylenir. Cok
sayida tiyatro elestirmeni ve tarihgisi bu karsi konumlanmayi Brecht'in tiyatro fikriyatinin anahtar olarak
goriir. Ornegin Raymond Williams Modern Trajedi’de Brecht'in tiyatrosunun “trajedinin reddi” olarak okun-
abilecegini vurgular.2> Brecht'in “epik tiyatro”yu kurarken bunu temelde bir Aristoteles elestirisi lizerinden
gelistirdigi ve ozellikle katharsis kavramini seyircinin kisiligini yok sayan hipnotik bir deneyim, bir tiir
“kitlelerin afyonu” gibi degerlendirdiginin alti cizilir.26 Gercekten de Brecht ozellikle II. Diinya Savasi oncesi
yazdigI metinlerde katharsis, 6zdeslesme ve empati Uzerinden bir Aristoteles elestirisi gelistirmistir.2”

Ama aslinda, Revermann’in da belirttigi gibi, Brecht Yunan tragedyasi, tragedya ve Bati tragedya
gelenegini sistematik bir sekilde ayirmak derdinde degildir, tam tersine bunlari bir toplam gibi diisiinme
egilimi tasir. Onun icin temel mesele bu uzun gelenegin bir “kader trajedisi” (Schicksalstragddie) odaginda
toplaniyor olmasidir.2® Burada asil amag insan iradesini higleyen, onun yerine insanistii giiclerin belirleyi-
ciligine iman etmis bir gorme bicimine itiraz etmektir.2° Dolayisiyla, “Brecht dilinde ‘Aristotelyen, hem bir
tarihsel figlir olarak Yunan filozofuna hem de Brecht-oncesi Batl gelenegini ifade eden -ki buna Brecht'in
‘Aristotelyen-olmayan’ tiyatrosunu karsisina konumlandirdigi Natiiralizm de dahildir- bir etikete isaret
edebilir."3°

Olgunluk donemi eseri Tiyatro icin Kiiciik Organon’da da satir aralarinda bu tavir goriiniir. Brecht'in derdi
Aristoteles’i timden reddetmek degildir, 6rnegin o da tipki Aristoteles gibi “6ykii”"niin (mitosun) bir oyunun

21Albert Nekimken, Brecht in Turkey: 1955-1977, Piscataway: Georgias Press ve Isis Press, 2010: 6.

22pgonemdeki Brecht tesirinin kisa ama 0zlii bir degerlendirmesi igin bkz. Ela E. Gezen, Brecht, Turkish Theater, and Turkish-
German Literature (Rochester: Camden House, 2019), 16-38.

23Martin Revermann, Brecht and Tragedy: Radicalism, Traditionalism, Eristics (Cambridge: Cambridge University Press), 9
ve 44.

24Eser Tiirkgeye ilk olarak 1976 yilinda Ahmet Cemal tarafindan terciime edilmistir. Bizzat bu ¢eviri donem iginde Tiirkiye'deki
Brecht ilgisinin bir gostereni olarak degerlendirilebilir.

25Raymond Williams, Modern Trajedi, 281.

26Angela Curran, “Brecht’s Criticism of Aristotle’s Aesthethics of Tragedy,” The Journal of Aesthetics and Art Criticism, C. 59 No:
2 (Bahar, 2001), 167; Revermann, Brecht and Tragedy, 95.

27(rnegin bkz. Bertolt Brecht, “Ozdeslesmeyi Elestiri (Aristoteles’in Poetika’sinin Elestirisi),” Epik Tiyatro icinde, cev. Kimuran
Sipal (istanbul: Say Yayinlari, 1981), 65-67.

28Revermann, Brecht and Tragedy, 4 ve 30.

29Revermann, Brecht and Tragedy, 27.

30Revermann, Brecht and Tragedy, 4.
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onemli 6gesi oldugu kanaatindedir. Lakin kendinden onceki tiyatronun hem seyirci hem oyuncu icin odaga
koydugu 6zdeslesme-yiiceltme siireclerinin yerine farkinda kalmayi ve seyirciyi faillestirmeyi merkeze alan
akilcr yeni bir tiyatro kurmayi hedefler:

Hazir buldugumuz tiyatro, toplumun (sahnede betimlenen) yapisini (izleyici salonundaki) toplum
tarafindan etkilenemez diye sunan bir tiyatro. Zamaninin toplumunu ayakta tutan bazi ilkelere
karsi giinah islemis olan Odipus, cezasini bulur; bunu elestirilmeleri olanaksiz tanrilar saglarlar.
Shakespeare’in kaderlerinin yildizini gogiislerinde tasiyan yalniz kRahramanlari, sonugsuz ve éldiirticii
amok kosularini engellenemez bicimde gerceklestirirler, kendi kendilerini yikima siiriiklerler; onlarin
yikimlarinda oliim degil, yasam tiksindirici olup ¢ikar, yikimin elestirilebilmesi olanaksizdir. Her yer,
kurban edilmis insanlarla dolu! Barbarca eglenceler! Biliyoruz ki, barbarlarin da bir sanatlari vardir.
Gelin biz, baska bir sanat yapalim!3!

iste Antigone tam da bu yeni sanatin artik olgunlasmis bir uyarlamasi olacaktir. Brecht eserin yeniden
yaziminda Hoélderlin’in 19. yiizyil basinda yaptigi tartismali ceviriyi referans almis ve ortaya tipki Demirel ve
Oren’in oyunlarinda gordiigiimiize benzer esnek bir uyarlama cikmistir. Eser kisa bir 6n oyunla (prolog) acilir.
Burada 1945'in Nisan'inda Berlin'inde siginaktan evlerine donen ve birincisi Ismene'yi ikincisi Antigone'yi
animsatan iki kiz kardesi izleriz. Nisan 1945 tarihi onemlidir zira tam bu ay Diinya Savas! bitecek ve Hitler 30
Nisan’da intihar edecektir. iki kiz eve dondiiklerinde savastaki kardeslerinin esyalariyla karsilasirlar. Onun
savastan donduglinu dusliniip sevinirler ama biraz sonra kardeslerinin kapilarinin oniinde asildigini fark
ederler.32 iceri bir SS subayi girip bu “halk hainini”33 taniyip tanimadiklarini sorar. Ismene’yi animsatan
kardes korkmustur, tanimadiklarini soyler ama Antigone'yi andirani bicagi kapip disari ¢cikmistir bile.

Bu oOn oyunla Brecht, Antigone yorumunu seyircilerin kendi zamanina baglamasini istemistir.
Revermann’in sozleriyle “antik masalla giincel diinya arasindaki ‘alaka ugurumu’nu [relevance gap] kapat-
mak”3* cabasidir bu. Sonra asil oyuna gecilir. Oyunun temel hikayesinde Brecht ciddi degisiklikler yapmistir.
Oncelikle saldiriya ugrayan Tebai degildir, tam tersine Tebai ekonomik sebeplerle Argos'a saldirmistir ve
Oidipus’un iki oglu Eteokles ve Polineikes birer isgalci olarak Argos'la savasmaktadir. Eteokles bu savasta
hayatini kaybeder, bunu goren Polineikes savastan kagar ve dayisi Kreon tarafindan baska kacaklarla beraber
cezalandirlip oldurilir.

Oyunun bundan sonrasi bir tiir Kreon karsiti miicadele lizerinden gelisir ya da baska bir deyisle Kreon'a
karsi direnis oyunun ana temasi haline gelir. Ama gelin goriin ki bu direnisin asli unsuru Antigone olmaz.
Revermann’a gore her ne kadar “Antigone bir tiir direnis kavrami fikri ilham etse de Brecht bunun fasizme
ya da kapitalizme direnisinin bugiinki baglamina aktarilamayacagini hissetmistir.”3> Brecht oyuna, Antigone
ile nisanli olan Haimon disinda Megeraus adinda bir ikinci ogul ekler. Buna gore Kreon, Megareus'u Argos'u
tamamen yok etmek icin diisman kente yollamistir. Ama Argos halki bu hiicumu savusturur ve toplanip
isgalcilerden intikam almak lizere Tebai lizerine yiirimeye baslar.36

Boylece oyun Kreon’a karsi mazlum bir halkin direnisinin anlatisina donusiir. Revermann’a gore burada
Brecht, Kreon’un bir zalim-yonetici prototipinin, hatta belki de bizzat Hitler'in temsilcisine doniismesini

31Bertolt Brecht, Tiyatro icin Kiiciik Organon, 57.

32Qyunun Tiirkce cevirisinin dipnotlarinda, bunun savasin son demlerinde ibret olsun diye asker kacaklarina uygulanan bir
ceza oldugu notu diisiilmis. Bertolt Brecht, “Sofokles'in Antigone’si”: 269.

33Bertolt Brecht, “Sofokles'in Antigone’si”: 170.

34Revermann, Brecht and Tragedy, 174.

35Revermann, Brecht and Tragedy, 132.

36Revermann burada Brecht'in 1942-1943 Stalingrad Savasi ile agik paralellikler kurdugunu belirtiyor (Age., 117).
Tiyatro Elestirmenligi ve Dramaturji Bolimi Dergisi-Journal of Theatre Criticism and Dramaturgy, 40, (2025): 17-30 TU j 26




iki Tiirkce Klasik Tragedya Uyarlamasina Bakarak: Brecht Bize Ne Séyler? | Uslu, 2025

istemistir. Hatta oyle ki, koro ve Kreon birbirlerini Nazi selamiyla selamlarlar ve bir yerde oyundaki ulak
Kreon'a “Mein Fiihrer” diye seslenir.3”

Bu 6zetlerden de anlasilacagi gibi Brecht'in Antigone’sinden Demirel’in uyarlamasina, oradan Oren’in Kor
Oidipus’una bir ¢izgi ¢cizmek miimkiin goriinmektedir. Burada da Aristoteles’in tragedya anlayisi tamamen
ters yiiz edilmistir ve kaynak oyun giincel ve siyasi meselelerin tartisildigi bir baglama doniistiirilmustiir. O
zaman Demirel ve Oren’in oyunlarini basarili birer Brechtci uyarlama olarak kabul edebilir miyiz?

Brecht'i indirgemek

ilk dnce su 6nemli ortakliga isaret edelim: U¢ oyunda da catismanin nedeni olarak iktisadi motivasyon
isaret edilir. Brecht'te Kreon'un Argos’a saldirisinin arkasinda ekonomik kazang vardir, Demirel’de mesele
kobalt madeninin trettigi degeri kimin alacagidir, Oren'deyse Oidipus’un tiim macerasi iki zengin tiiccarin
perde arkasindan kendi ¢ikarlarini koruma kavgasiyla agiklanir. Dolayisiyla catisma i¢ten disa kayar, toplum-
sallasir. Kahramanlarin i¢sel ¢atismasinin bu arkadaki esas maddi catismayi orttiiglinii diisiinmek isten
degildir.

Ama burada carpici bir farkla karsilasiriz. Brecht'in oyunun en ilgin¢ noktalarindan biri halki temsil
eden koronun oyun ilerledikce taraf degistirmesidir. Kentin yaslilarindan olusan koro Argos’a karsi zafer
kazanildigini diisiintirken coskuyla Kreon’u destekler ama zaferden siiphe edilmeye baslayinca yavas yavas
karsi konuma kayar. Onda ideal bir halk temsili bulmak imkansiz oldugu gibi, bu davranisi ¢ikarcilikla ya da
dalkavukla aciklamak da miimkiin degildir. Oysa, oyun ¢oziimlemelerinde agik¢a goriilecegi gibi Demirel ve
Oren’in tasavvurlarinda hem keskin bir ahlaki-politik dogru vardir hem de bunun oyunlardaki temsilcileri
onde ve aciktir. Brecht'in farkli oyunlarinda kullandigi seyirciyle konusan anlatici, Demirel'in oyununda bir
hakikat bildiriciye doniismiistiir. Oren’de ise lyi Bilgin dogru hayati isaret eder. Oysa Brecht'in Antigone’sinde
seyirciye mutlak dogruyu gosteren ne Sunucu’ya ne lyi Bilgin’e benzeyen bir karakter vardir.

Burada Oren’in oyununa biraz daha yakindan bakabiliriz. Kariyerine ve tercihlerine bakildi§indan
kendisini bir Brecht tilmizi goren Oren,38 Brechtci bazi meseleleri bizzat oyun icinde sorunsallastirmistir.
Ornegin, koro arasinda “seyirciye rehberlik etme” meselesini tartisir ve bunun iyi bir sey olmadiginin altini
cizer! Korobasl, koronun seyirciye rehberlik etme arzusuna soyle karsilik verir: “Rehberlik etmek iyi degil /
seyirciyi turiste benzetmek gibi bir sey. / Anladiniz yani ne demek istedigimi, / hani / turist ilging gordiikler-
ine bakar sadece / o hig diistinmeden / o hig anlamadan / yetinir gordiikleriyle. / Oysa bizim istedigimiz...”3°
Bu, elbette Brechtgi bir niyettir ama sadece didaktik bir soylem olarak kalmis, 6tesine gecilememistir, zira
rehber de gidilecek yol da apagciktir.

Eagleton, onemli yapiti Tatli Siddet: Trajik Kavrami'nin girisinde trajedinin, “solun belirgin bi¢cimde
kaygiyla baktigi bir sozciik olmaya devam” ettigini not eder.*® Ona gore, “Pek ¢ok radikal gibi, Brecht, tutucu
bir trajedi tanimini temel alir ve tahmin edilecegi gibi, dogrudan onu elinin tersiyle bir kenara iter”*' Bu
¢tkarim Brecht'in erken donem uriinleri bakimindan gecerli kabul edilebilir, ama Brecht'in olgunluk donemi
drtnleri, bu ilk keskin tragedya yorumundan sapmistir. Ornegin, en cok begenilen ve yorumlanan iki oyunu,
Sezuan'in lyi insani ve Kafkas Tebesir Dairesi’'nin modern tragedya sinirlarinda dolasan oyunlar olarak
addedilebilecegi iddia edilmistir.4?

37Revermann, Brecht and Tragedy, 118.

38Ela Gezen, Oren’in genel olarak sahne calismalarinda bir Brecht etkisinin var oldugunu, ikisinin de ayni tavra sahip bir
gercekgiligin pesinden gittiklerini belirtir. Oren de Brecht gibi sosyalist bir motivasyonla tiyatroyu bir miidahale araci olarak
gormistiir (Gezen, Brecht, Turkish Theater and Turkish German Literature, 49).

39Qren, Kér Oidipus, 16.

“9Terry Eagleton. Tatli Siddet: Trajik Kavrami, 10.

“1Eagleton. Tatli Siddet: Trajik Kavrami, 174.

42Ronald Gray, “Brecht and Tragedy,” The Cambridge Quarterly C.8 No: 3 (1979): 244.
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Ozdemir Nutku da Brecht'in teatral arayisini siyasi motivasyona indirgemeye karsi cikar. Ona gore
Brecht'te “i¢ ice giden iki yonelis izlenir: o, bir yandan kapitalizme, is hayatinin suglarina, ticari toplumun
adaletsizligine ve zorbaliga karsi cikarken, bir yandan da bu bozuk diizen icindeki insanin kisisel
tragedyasina uzanir.”+3 Bu da bize onun aslinda kahramana ve onun i¢sel tecriibesine de baktigini gosterir:
“Bilin¢-alti guidiileri ile kendi kendini akilci denetim arasinda siirtiisme ve ¢atisma Brecht'in asil temalarin-
dan biridir#* Yani Brecht tiyatrosu catismasiz bir tiyatro degildir, bir ahlaki ilkenin sonsuz hakimiyeti
altinda kurulmaz. Kaderin mutlak hakimiyetine karsi ¢citkmak, insan iradesinin kuvvetini yikseltmek catis-
manin yok sayilmasi anlamina gelmez. Dolayisiyla aslinda katharsis karsisindaki Brechtgi konum seyirciyi/
okuru hakikati 68renecek bir masum ogrenci olarak gormez. Oren de Brecht'in tasavvurunda seyircinin
uyanik, diisiinen ve kendi kararini veren bir fail olarak disiintildiigiiniin ve oyunun buna gore tasarlanmasi
gerektiginin farkindadir ama bunu hayata geciremez. Demirel'de ise seyircinin failligi meselesi hi¢ dert
edilmemistir.

Oren, Brecht'in “kader trajedisi’ne karsi oldugunun da bilincindedir. Metinde Brechtci bu vurgu da
dogrudan metnin icinde dile gelir. Yine muhtemelen Brecht'in bilim vurgusunu takip ederek oyuna konulmus
iyi Bilgin daha oyunun basinda Tragedya Ozani ve Kétii Bilgin'e karsi cikarken “Bagislasinlar kusurumu, / ama
ben kadere inanmiyorum,”#5 der ve boylece Brechtgi fikri dolaysiz bir sekilde agimlar ama bu da oyununda
pratiginde herhangi bir gelismeye tekabiil etmez.

isin bir baska ilging tarafi da bicim acisindan baktigimizda ortaya cikar. Brecht'in Antigone’sinin Brecht'in
diger oyunlarina kiyasla farkli ozellikleri vardir. Sanki bu tragedyayr dogrudan uyarlayacagi anda Brecht
kendi yazma bicimiyle de bir pazarliga girismis gibidir. Ornegin adaptasyon, tragedyalarin “birlik” anlayisini
bir olciide tasir, Brecht oyunlarinin pek cogunun aksine epizodik degildir. Brechtci yeni tekniklerin oyundaki
goriinlimii de Brecht'in meshur oyunlarina kiyasla ¢ok daha zayiftir. Burada oyunun dramatik butiinliigi bir
diizeyde dert edilmis goriinir.

Oysa Demirel ve Oren’in oyunlarinda yapi ¢ok daha esnek ve merkezsizdir. Epizodik oldugu diisiiniilen
sey daha ¢ok daginiklik gibi goriiliir. Aslinda, yine Oren’in oyununda yazarin Brecht'in diger oyunlarindaki
kullandig araclara cok daha yatkin oldugunu goriiriiz. ic bolimler kolayca fragmanlasir, komik unsur
parodilestirme pahasina rahatlikla kullanilir. Buradan ¢ikarak iki oyunda da Brecht'in nispeten erken tarihli
oyunlarindaki tavrinin yazarlarin aklinda oldugunu ve onun klasik tragedya karsisinda duydugu tereddiitiin
bu uyarlamalarda belirleyici olmadigini soyleyebiliriz.

Bunun bir uzantisini da yabancilastirma meselesinde goriiriiz. iki yazar da Brecht'in yabancilastirma-
yadirgatma tekniklerinin hatirlatir sahneler kurmayi denerler ama burada da karsimizda olanin daha ziyade
Brechtci perspektifin indirgenmis bir hali oldugu goriiliir. Brecht, kuraminin merkez kavrami yabancilasma
uzerine disuniirken, bunu dramatik yapida, sahne diizeninde ve oyunculukta katman katman gelisen
bitlincil bir perspektif olarak hayal etmistir.“¢ Ama burada, bu biitlinciil perspektifi aramak yerine, seyirciyi
oyunun olay akisina kapilmaktan uzaklastiracak sahne eylemlerinin dne ¢iktigi goriiliir. Ornegin, oyunun bir
yerinde “kocaman bir Coca-Cola reklami” sahnenin oniinden gecer.4’

Oyunlar arasindaki bir baska fark ise Brecht'in kok metinle girdigi diyalogun ¢ok daha yogun olmasidir.
Oyundaki oyku radikal bir sekilde degisse de Brecht, Holderlin gevirisinin yaklasik tigte birlik kismini metne

439zdemir Nutku, Tiirkiye'de Brecht, istanbul: Tiyatro/76 Yayinlari, 1976: 25.

“4Nutku, Tiirkiye'de Brecht, 26.

45Nutku, Tiirkiye'de Brecht, 18.

46Reinhold Grimm, “Novum Organum’dan Kiiclik Organon’a: Yabancilastirma Uzerine Diislinceler,” Sanat Uzerine Yazilar,
Bertolt Brecht, cev. Kamuran Sipal (istanbul: Cem Yayinevi, 1990), 217-218.

47Qren, Kor Oidipus, 61.
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dogrudan aktarmistir.“® Ustiine klasik tragedyanin diline ve iislubuna ozellikle dikkat etmis, onu da bir
yabancilastirma araci olarak ¢alismistir.*® Yani her ne kadar ortaya ¢ikan radikal bir uyarlama olsa da kok
metin bir diyalektik karsit olarak tutulmus ve onunla kurulan iliski oyunun yaziminda Brecht i¢in merkezi
bir unsur olmustur. Oysa Demirel ve Oren’de Oidipus ve Antigone’nin silik birer golgesinden ziyadesi yoktur.

Bunlarin toplaminda oyunlar arasindaki temel farki soyle oOzetlenebiliriz: Brecht klasik tragedyayi
donistiirirken anlamaya calismakta, ona aldigi mesafe bir yok sayma anlamina gelmemektedir. Brecht
tiyatrosundan ilham alan Demirel ve Oren'de ise bdyle bir kaygl neredeyse hic mevcut degildir. Klasik
tragedyanin Eagleton’un da bahsettigi kati ve indirgenmis bir yorumu uyarlamalara zemin olmus ve bu
hal asla sorgulanmamistir. Buradan tragedyalarin temsil ettigi antik diinyanin tek boyutlu bir monarsi-din
alemi olarak hayal edildigi, kendi gercekliginin umursanmadigi ve dolayisiyla bugiinle ge¢cmis arasinda bir
diyalektik kurmanin 6nemsenmedigi bir uyarlama tavri ortaya ¢ikmistir.

Ama bu durumun “trajik” agmazi sudur: iki oyunda da Aristoteles'le ve tragedya birikimiyle dogrudan
bir iliski kurmak yerine Brecht'in Aristoteles¢i drama ve tragedya elestirisinin sahiplenildigini goriiriiz. Ama
gelin goriin ki bu da Brechtci yorumun oldukga eksik ve daraltilmis bir bigcimidir. Brecht'in Aristoteles’i de
klasik tragedya tasavvuru da yukarida gosterildigi gibi bu dar kaliba sigdirilamaz. Buradan devamla iki oyun
da Brecht etkisinin yozlasmis ve indirgenmis birer tezahiirii olarak okunabilir. Estetik tamamen politikaya
indirgenmistir ama bu indirgeme Brecht'in mirasini har vurup harman savurma anlamina gelir. Demirel ve
Oren’in metinleri Brecht'in arastirmasini disarida birakan, onu sonlanmis bir konum olarak kavrayan bir
perspektifin iirlinii olan oyunlardir. Brecht'in dinamik kavrayisi, stirekli bir “biiyiik bicim” pesinde kosarken
bunun katilasmamasi icin verdigi miicadele bu oyunlarca icersenmemis, boyle olunca Brecht'in tiyatro
anlayisi bu uyarlamalar dahilinde karikatiirlesmistir.

Burada yazi ertesi distinmemizi saglayacak iki ayri soruyla makaleyi bitirelim. Birincisi, iki uyarlamadaki
Brecht etkisinin doneminin sol tasavvurun iginden gelen baska estetik-tiyatro fikirleriyle i¢ ice gectigini
disiinmek miimkin miidiir? Ornegin, iki oyunun da zemininde yine devir icinde etkili olan sosyalist
gercekciligin faydaci tavrinin bulundugu séylenebilir mi? ikincisi, bu indirgemeci Brecht perspektifi, Haldun
Taner'den Vasif Ongoren’e uzanan ve Tiirk Tiyatrosu i¢in anahtar dnemde olan oyunlar silsilesi i¢in de gecerli
midir? Baska bir deyisle, karsimiza ¢ikan sonug klasik tragedyayi uyarlamakla alakali bir durum mudur? Yoksa
Brecht algisinda genel bir indirgemeciligin mi uzantisidir?

Fin

Etik Kurul Onayr  Galisma icin etik kurul onayi gerekmemektedir.
Hakem Degerlendirmesi  Dis bagimsiz.
Cikar Catismasl  Yazar ¢ikar catismasi bildirmemistir.
Finansal Destek  Yazar bu calisma igin finansal destek almadigini beyan etmistir.

_ Jj
Al

Ethics Committee Approval  Ethics committee approval is not required for the study.
Peer Review  Externally peer-reviewed.
Conflict of Interest ~ The author has no conflict of interest to declare.
Grant Support  The author declared that this study has received no financial support.

Yazar Bilgileri  Mehmet Fatih Uslu (Dr. Ogr. Uyesi)
Author Details 1 Kog Universitesi, Karsilastirmali Edebiyat Bélimii, istanbul, Tiirkiye

0000-0001-5792-3373 & muslu@ku.edu.tr

“8Revermann, Brecht and Tragedy, 122.
“9Revermann, Brecht and Tragedy, 124.

Tiyatro Elestirmenligi ve Dramaturji Bliimii Dergisi-Journal of Theatre Criticism and Dramaturgy, 40, (2025): 17-30 'ﬂ"”ﬂ vf,‘f 29


https://orcid.org/0000-0001-5792-3373
mailto:muslu@ku.edu.tr
mailto:muslu@ku.edu.tr

iki Tiirkce Klasik Tragedya Uyarlamasina Bakarak: Brecht Bize Ne Séyler? | Uslu, 2025
Kaynakga | Bibliography
Brecht, Bertolt. “Sofokles’'in Antigone’si.” Biitiin Oyunlari Cilt 11: Kafkas Tebesir Dairesi - Sofokles’in Antigone’si. Cev. Ahmet Cemal.
istanbul: Mitos Boyut, 1997: 165-269.
Brecht, Bertolt. Epik Tiyatro. Cev. Kimuran Sipal. istanbul: Say Yayinlari, 1981.

Brecht, Bertolt. Tiyatro i¢in Kiiciik Organon. Gev. Ahmet Cemal. istanbul: Mitos Boyut Yayinlari, 1993.

Critchley, Simon. “Tragedy’s Philosopy,” Performing Antagonism: Theatre, Performance, and Radical Democracy iginde, editor T. Fisher
ve E. Katsouraki, 25-42. Londra: Palgrave MacMillan, 2017.

Curran, Angela, “Brecht’s Criticism of Aristotle’s Aesthethics of Tragedy.” The Journal of Aesthetics and Art Criticism C. 59 No: 2 (Bahar,
2001): 167-184.

Demirel, Kemal. Antigone. istanbul: Yaba Yayinlari, 2002.

Eagleton, Terry. Tath Siddet: Trajedi Kavrami. Gev. Kutlu Tunca. istanbul: Ayrinti Yayinlari, 2012.

Gezen, Ela E. Brecht, Turkish Theater, and Turkish-German Literature. Rochester: Camden House, 2019.

Gezen, Ela. “Convergent Realisms: Aras Oren, Nazim Hikmet and Bertolt Brecht.” Colloquia Germanica C. 45 No: 3/4 (2012): 369-385.
Gray, Ronald. “Brecht and Tragedy.” The Cambridge Quarterly C.8 No: 3 (1979): 236-249.

Grimm, Reinhold. “Novum Organum’dan Kiiciik Organon’a: Yabancilastirma Uzerine Diisiinceler” Sanat Uzerine Yazilar, Bertolt Brecht,
cev. Kdmuran Sipal, 212-240. istanbul: Cem Yayinevi, 1990.

Kiiciik, Sena. “Modern Tiirk Tiyatrosunda Medea Miti,” The Journal of Academic Social Science Studies 55 (ilkbahar, 2017): 415-440.
Nekimken, Albert. Brecht in Turkey: 1955-1977, Piscataway: Georgias Press ve Isis Press, 2010.

Nutku, Bzdemir. Tiirkiye'de Brecht. istanbul: Tiyatro/76 Yayinlari, 1976.

Oren, Aras. Kor Oidipus. Ankara: Siir-Tiyatro Yayinlari, 1980.

Revermann, Martin. Brecht and Tragedy: Radicalism, Traditionalism, Eristics. Cambridge: Cambridge University Press, 2022.
Steiner, George. Antigones. New Heaven: Yale University Press, 1944,

Scheler, Max. “On the Tragic.” CrossCurrents C.4 No. 2 (Kig 1954): 178-191.

Seyben, Burcu Yasemin. “Tiirkiye'de Sahnelenen Antik Yunan Oyunlari ve Kiiltiir Politikalarindaki Yeri.” Doktora tezi, istanbul Univer-
sitesi, 2009.

Williams, Raymond. Modern Trajedi. Cev. Baris Ozkul. istanbul: iletisim Yayincilik, 2018.
Zerenler, Dilek. “Antigone’nin iki Farkli Yorumu.” Selcuk Universitesi Tiirkiyat Arastirmalari Dergisi 18 (2005): 263-272.

Zerenler, Dilek. “Helene ve Giizel Helena Adli Oyunlarin Konu Bakimindan Karsilastirilmasi,” Tiirkiyat Aragtirmalar Dergisi 17 (2005):
203-211.

Tiyatro Elestirmenligi ve Dramaturji Bolimi Dergisi-Journal of Theatre Criticism and Dramaturgy, 40, (2025): 17-30



Tiyatro Elestirmenligi ve Dramaturji Bolimu Dergisi
Journal of Theatre Criticism and Dramaturgy
JTCD 40 (2025): 31-47

https://doi.org/10.26650/jtcd.20251594890

Basvuru | Submitted 02122024
Revizyon Talebi | Revision Requested 21.02.2025

Tiyatro Ele§tirmenli§i Ve Dramatu rji Balijmij DergiSi Son Revizyon | Last Revision Received 21.04.2025

o o o Kabul | Accepted 22.04.2025
]ournal Of Theatre CrItICISm and Dramatu I’gy Online Yayin | Published Online 12.05.2025
Arastirma Makalesi | Research Article Acik Erisim | Open Access

Sinirlarin Metalastirilmasi ve Bir Kiiltiir Endiistrisi Ornegi 0
Olarak E-Miilteci Oyunu Check or

updates

Commodifying Borders and an Act of Culture Industry in E-Multeci
(E-Refugee)

Banu Ogling* ©&9

1 Aksaray Universitesi, Fen-Edebiyat Fakiiltesi, Bati Dilleri ve Edebiyatlan Bolimi, Aksaray-Tiirkiye

0z Sedef Ecer'in E-Mdlteci adli oyunu go¢ ve miuiltecilik kavramlarini sosyal medya ve sosyal medyanin bireyler
uzerindeki gucu Uzerinden irdeler. Oyun iltica etmek zorunda kalan U¢ kadinin trajedisini Adorno ve Horkheimer'in
tanimladiklarr kaltir endistrisi kavrami agisindan sahneye aktarir. Oyunda sinirlarin ve siyasi yapilarin ortadan
kalktigl bir distopya ortami mevcuttur ve bu diinyada e-miilteci nokta kom adli internet sitesi yansitildigi sekliyle
gocmenlerin ve multecilerin kurtaricisi ve kiltur endustrisinin en onemli temsilcisi olmustur. Anlatici gorevi de
goren E-Kacakg gocmenlerin yol gostericisi gibi yansitilsa da aslinda oyundaki yeni diinya dizeninin temsilcisidir.
Sosyal medyanin hakim oldugu oyun diinyasinda goc olgusu e-milteci nokta kom ve e-Kagakginin giicii ve konumu
uzerinden metalastirilmakta ve kiltlir endistrisinin bir parcasi haline getirilmektedir. Bu baglamda, bu makalenin
amaci Sedef Ecer’in E-Miilteci adli oyununu Adorno ve Horkheimer'in kiiltiir endstrisi kavrami lizerinden incelemek
ve gocmenlik ve miltecilik sorunlarinin bir elestiri ydntemi olarak nasil popdler kiiltirin bir 6gesi haline getirildigini
tartismaktir.

Abstract Sedef Ecer's E- Miilteci (E-Refugee) is a play that examines the concepts of emigration and refugee from the
perspective of social media and its influence on individuals. The play reflects the tragic story of three women who
have been forced to emigrate through the means of Adorno and Horkheimer’s suggestion of the culture industry.
Ecer depicts a dystopia-like world in which political structures have been diminished, and a website called e-milteci
nokta kom is presented as the saviour of the refugees. In the play, in which social media is presented as the ultimate
power and leader, e-milteci nokta kom and e-Kacakgl are defined as the two significant characters in the play. By
means of these two, emigration has been commodified and turned into a part of the culture industry. In this regard,
this paper aims to analyse Sedef Ecer's E- Miilteci (E-Refugee) through Adorno and Horkheimer's discussion of the
culture industry and to discuss how emigration and the status of refugees have been turned into an element of
popular culture with the intention of the criticism of the problem.

Anahtar Kelimeler Sedef Ecer - E-Mlilteci - Adorno - Horkheimer - kiiltiir endistrisi.

Keywords Sedef Ecer - E-Mlilteci - Adorno - Horkheimer - culture industry.

Yazar Notu Bu makale 20-22 Kasim 2019 tarihleri arasinda duzenlenen 6. Uluslararasi Bati Kultirleri ve Edebiyatlari
Sempozyumu’nda (BAKEA 2019) sunulan bildirinin genisletilmis halidir.
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and Literatures (BAKEA 2019), held on November 20-22, 2019.

This article is an extended version of the paper presented at the 6th International Symposium on Western Cultures

Extended Abstract

Sedef Ecer’s play E-Miilteci was first staged in 2015 as a part of izmir International Theatre Festival by non-professional
actors and actresses. A year later, it was staged by Sedef Ecer as a part of istanbul International Theatre Festival in a
professional production before the play was moved to the French stage to be presented in French. The play depicts
the contemporary issue of emigration and refugee from a different standpoint.

While presenting the problems of refugees, Ecer introduces the controversial impacts of social media on our lives.
Thus, the presentation of the issue of emigration and refugees through the depiction of social media draws attention
to the presented themes. This approach of Ecer also enables her to present a contemporary criticism of the issue
of emigration. As a Turkish actress, writer and director, Ecer, whose plays have been staged throughout Europe, has
mainly preferred French as the primary language of her works. Such international reputation of Ecer proves itself
to be significant for presenting emigration as a problem of humanity as reflected in this play. The play primarily
focuses on the emigration of three female characters: Anaba from Guatemala, Hoa Mi from Vietnam, and Zaynab
from Syria. Ecer provides a specific name for these characters and matches them with a specific culture and country;
nevertheless, all three characters share a very similar story regarding their motivation to emigrate to another country.
All three female characters are in search of more humane living conditions, escaping from political oppression and
financial limitations. Moreover, they all share a similar fate as a refugee. Rather than finding opportunities to make
their wishes come true, they become a victim of the system and continue to suffer as a refugee.

In this regard, rather than focusing on the lives and experiences of these female characters, Ecer projects their
experiences as refugees as a product of the culture industry, a term coined and discussed by Adorno and Horkheimer,
and as a tool to deliver her criticism of both the social media and culture industry as evolved from the 19th century to
the contemporary period. In the dystopic world depicted in the play, countries have lost their financial and economic
powers. Instead, global companies have begun to rule the world. In a world where the erosion of borders is seen, the
main and highly colourful character of the play E-Kacakci rules and shapes the lives of refugees. On the one hand, he
fulfils the role of a narrator. On the other hand, he represents the dominating role of social media. In this regard, he
can be pointed out as the main source of criticism. Although the term culture industry as theorised by Adorno and
Horkheimer has been discussed quite in depth, when it is briefly summarised as an idea that aims to explain how
consumption culture in capitalist societies produces standardised cultural items, it explains E-Kagakgi's function in
the play.

As put forward by Adorno and Horkheimer, individuality is merely an illusion. This is presented through the female
characters in the play. Rather than appearing on the stage as individual characters, their emigration journey only
serves to enhance E-Kacakcl's power. The way E-Kacgakgl controls social media suppresses any individuality of the
characters. In this regard, the play depicts a world that has been under the control of social media and technology.
While emigration and refugees have been diminished as a daily problem of the majority, Sedef Ecer retouches on
these issues through the inclusion of social media. In the play’'s world, which can be read as a dystopia as well,
through the character of E-Kacakgl, the role of social media has been criticised related to both emigration and
refugees and to the culture industry as coined by Adorno and Horkheimer.
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Girig
E-Miilteci adli oyun, ilk olarak 2015 yilinda “Ozgiirliik” temali 4. Uluslararasi izmir Tiyatro Festivali

kapsaminda, oyunun yazari Sedef Ecer’in diizenledigi transmedia atolyesinde amator oyuncular tarafindan
sahnelendi. Festivalin basin biilteni atolyenin ozelligini su sekilde belirtir:

‘Sosyal Medya’ konulu Atélye calismasi Tiirkiye'de bir “iLK”i deneyecek. Tiiketim toplumunun “hiz"ina
uygun ‘Mecralar Arasi Hikaye Anlatimi’’ projesi; Fransa’'da yasayan Yazar-Yonetmen-Oyuncu Sedef
ECER’ in ybnetiminde gerceklestirilecek. Festival siirecinde olugturulacak oyun; 9 Aralik’ta sahne
alirken web'de de “internet tiyatrosu” olarak yasamaya devam edecek...?

4, izmir Tiyatro Festivalindeki atélye calismasinin ardindan oyun, 2016 yilinda 20. istanbul Tiyatro
Festivali'nde profesyonel bir ekip tarafindan sahneye konmustur. Tiirkiye prodiiksiyonunda dramaturji Sedef
Ecer ve izzeddin Calislar’a ait olup, video tasarimi Francois Roman ve Miimin Giiven tarafindan yapilmistir.
Detayli olarak incelenecek olan oyunda kullanilan jingle Ece Dorsay tarafindan bestelenmistir. Miizik tasarimi
ve canli performans Richard Dubelksi'ye aittir. Oyunun canli performansinda Meltem Cumbul, Richard
Dubelski ve Fehmi Karaarslan yer alirken, ekrana yansitilan video kayitlarinda Ahu Tirkpenge, Ece Dizdar,
Firat Tanis, Gizem Soysaldi, Okan Bayiilgen ve Tilbe Saran rol almistir. Oyunun Fransa prodiiksiyonunda yine
Richard Dubelski Fehmi Karaarslan’la birlikte sahne alirken, diger isim Estelle Meyer ile yer degistirmistir.
Mathilda May de ekrana yansitilan tek oyuncu olarak oyuna katki saglamaya devam etmistir.

E-Miilteci adli oyun giiniimiziin en giincel konularindan olan go¢ ve miiltecilik olgusunu farkli bir
bakis acisi ile irdeler. Gog ve miiltecilik olgusunu konu etmesinin yani sira, teknolojinin ve sosyal medya
triinlerinin de aktif olarak oyuna dahil edilmesi oyunu hem giincel tutmakta hem de konuya olan ilgiyi art-
tirmaktadir. Oyunlari Avrupa’nin birgok lilkesinde sahneye koyan, eserlerini agirlikli olarak Fransizca olarak
kaleme alan yazar, yonetmen ve oyuncu Sedef Ecer, E-Miilteci adli oyunda, yasadiklari bolgeden iltica etmek
zorunda kalan ti¢ kadinin trajedisini aktarma cabasi giider. Fakat bir yandan da hem go¢ olgusuna hem de
sosyal medya araclarinin popiiler kiiltir lizerindeki etkisine Adorno ve Horkheimer'in tanimladiklar kiiltiir
endustrisi kavrami agisindan elestiri getirir. Daha detayli tartisilacagi lzere, Adorno kiiltiir endistrisini
soyle tanimlar: “Kiiltiir endiistrisi, diisiiniimiin yenilgisinin toplumsal boyutta gerceklesmesidir; kapsayici
aklin, ¢coklugun tekte birlestirilmesinin hayata ge¢cmesidir". Ecer, Adorno ve Horkheimer'in tanimladigi
kiiltur endiistrisi kavramini ortaya koyan bir diinyayi E-Miilteci adli oyunda sahneye tasir. Sinirlarin ve siyasi
yapilarin ortadan kalktigi oyun ortaminda, e-Kagakgl adli sanal karakter yansitildigi sekliyle gogmenlerin
ve miiltecilerin kurtaricisi olmus, béylelikle egemen giicli temsil etmeye baslamistir. Onder Kulak doktora
tezinde Adorno’yu temel alarak kiiltiir endiistrisini su sekilde 6zetlemistir:

"Mecralar arasi hikdye anlatimi internet ile gelisen yeni medya kapsaminda ortaya cikan bir alandir. Sedef Ecer'in bu
calismaya konu olan eserini yeni medya kapsaminda inceleyebilmek miimkiindiir. Fakat makalenin yazildigi tarih itibariyle bu
projeye internet tiyatrosu olarak erisim saglanamamaktadir. Bu nedenle bu ¢alismada 2018 yilinda Habitus Yayincilik tarafindan
basilan metin incelenmektedir. Alti gizilecegi lizere bu makalenin amaci oyun metninin Adorno ve Horkheimer'in kiiltiir
endistrisi kavrami acgisindan incelenmesidir. Oyunun sahnelenmesine dair Ustiinde durulan tim detaylar, okuyucunun da
tartisilan noktalari takip edebilmesi adina basili oyun metninde belirtildigi sekli ile yorumlanmaktadir. “Giris” kisminin sonunda
vurgulanacagi lizere oyunla ilgili tiim ornekler oyunun kiiltiir endiistrisi kavrami agisindan incelenmesini hedeflemektedir.

2“4 Festival Basin Biilteni,” izmir Tiyatro Festivali, yayin tarihi 2015, https://www.izmirtiyatrofestivali.org/2015-4-festival-
basin-bulteni/.

3Alintiya sadik kalinarak basin biilteninde koyu renk kullanimi devam ettirilmistir.

“Theodor W. Adorno, Kiiltiir Endiistrisi Kiiltiir Yonetimi, cev. Nihat Ulner, Mustafa Tiizel ve Elcin Gen (istanbul: iletisim Yayinlari,
2016), 22.
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Kiiltiir endiistrisi ya da esdeyisle endiistriyel Riiltiir, miizik, sinema, edebiyat gibi her tiirden Riiltiirel
6genin ve etkinligin meta formunda iiretildigi ya da metalastirildigi, boylece siradan nesneler gibi
alinip-satilabilir bir hale doniistiiriildiigii ve bu Riiltiirel iiriinler araciligiyla rasyonalizasyona dayali
bir kiiltiiriin insa edildigi bir siiregtir.

Bu baglamda Ecer de bu oyunda goc¢ olgusunu sosyal medyanin giinlimiizdeki giicii ve konumu tizerinden
metalastirmakta ve kiltlr endistrisinin bir parcasi haline getirerek go¢ ve miilteci problemine dikkat
cekmektedir. Bu makalenin amaci, Sedef Ecer'in E-Miilteci adli oyununu Adorno ve Horkheimer'in kiltir
endustrisi kavrami lizerinden incelemek ve gogmenlik ve miiltecilik sorunlarinin bir elestiri yontemi olarak
nasil popliler kiiltiiriin bir 6gesi haline getirildigini tartismaktir. Adorno ve Horkheimer'in kiiltiir endiistrisi
kavrami 6zelinde de bu makale, seyircinin dikkatini go¢menlik ve miiltecilik sorunlarina ¢ekmek amaciyla,
Ecer’in oyunu nasil bir reklam filmine doniistiirdiiglinii incelemeyi hedeflemektedir.

Adorno ve Horkheimer Agisindan Kiiltiir Endiistrisi

Kiiltlr endiistrisi kavrami ilk kez Adorno ve Horkheimer tarafindan 1947 yilinda ortaya atilmistir. Kiiltur
arastirmalari alaninda sik¢a basvurulan ve bu makaledeki tartisma icin yonlendirici olan bu kavram, tiiketim
kultiiriine odaklanirken kapitalist toplumlarda standardize edilmis toplumlar yaratmak amaciyla standard-
ize edilmis kiiltiir ogeleri Uretildigini belirtir. 1920’lerde bir grup yeni-Marksist entelektiiel tarafindan kurulup
giinim{uze kadar bu yonde ¢alismalarini siirdiiren Frankfurt Okulu, baslangicta Rusya’'da ve Almanya’da de-
vrimci hareketlerin durumu lzerine Marksist felsefeyi yeniden ele almis ve donemin kosullarina uygun yeni
bir kuramsal yaklasim olusturmayi amaglamistir. Horkheimer'in 1930 yilinda yonetici konumuna ge¢mesi ve
Adorno ile yakin calismalar yiriitmesi nedeniyle Okul, kuramsal elestiri yaklasimini kiiltiir kavramina odak-
lanarak gelistirmistir. Bu yaklasimla, ikilinin ortaya koydugu kiltiir endustrisi kavrami sonraki on yillarda
giinimiiz toplumu ile kiiltiir arasindaki iliskiyi agiklamada giderek daha etkin kullanilmistir.

Bir terim olarak kiiltiir endistrisini tiireten Adorno ve Horkheimer, egemen giicler tarafindan kullanilan
ya da manipiile edilen kiiltiir diriinleri ile bir endiistri yaratildigini ortaya koymaktadir. Bu baglamda,
Adorno’nun belirttigi lizere, “[R]iiltiirden s6z eden, bilerek ya da bilmeyerek yénetimden de séz ediyor de-
mektir"®, Kiiltiir endustrisi kavrami giinlimiiz toplumunda kiiltir Griinlerinin maruz birakildigi metalastirma
suirecini de agiklamaktadir. Bu sebeplerden dolay: kiltiir endiistrisi kapitalist sistem icinde ekonomik bir
boyut kazanir, ¢linkii Adorno ve Horkheimer'a gore kiiltiir tiiketilebilen bir metaya donismiis haldedir.
Tiketim ve kiiltiiriin bir araya getirildigi bu ortamda asil vurgu, davranislarini belirlerken kiiltur endistrisinin
verdigi mutluluk ve tatmin hallerine gore hareket eden bireydedir. Giindelik yasamin sikintilarindan kagis
vaat eden kiiltiir endistrisinin birey iizerindeki aldatmacasi Adorno tarafindan su sekilde aciklanir: “Bu
gosteri, hicbir zaman yerine getirilmeyecek bir vaatten ibarettir; tipki yemek yemeye gelen miisterinin
menliyli okumakla yetinmesini beklemek gibi"”. Kiiltlir endistrisi bireye gelecegine dair vaatler vermekten
cekinmez. Her seferinde hayal kirikligina ugramak pahasina bireyin gerceklerden kagmak icin yeniden
tiiketim dongiisiine siginmasini saglar. Bu bakimdan, kiiltiir endustrisi icin birey ve meta onemli kavram-
lardir. E-Miilteci baslikli oyunun incelenmesi sirasinda alintilarla daha detayli incelenecegi lzere, kiiltiir
endustrisi sistemin devami i¢in bireyi tiiketici roliine indirger ve hem birey hem de iiretilen kiiltiir 6geleri
metalastirilmaktan kurtulamaz.

Kiiltlir enddistrisi kavrami, Adorno ve Horkheimer tarafindan farkli eserlerde tartisilsa da bir bakima
ucu acik olarak tanimlanmistir. Kavram bir doneme ait olarak agiklanmak yerine farkli donemlerde farkli

sOnder Kulak, “Theodor Adorno: Kiiltiir Endiistrisinin Kiskacinda Kiiltiir” (Doktora Tezi, Hacettepe Unversitesi, 2016), 65.
SAdorno, Kiiltiir Endiistrisi, Kiiltiir Yonetimi, 121.
7Adorno, Ktiltiir Endiistrisi, Kiiltiir Yonetimi, 72.
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kiiltir 6gelerine uyarlanabilir bir 6zellik tasimaktadir. Bunun temel nedeni de Adorno ve Horkheimer'in “The
Culture Industry” makalesinde dikkat ¢ektikleri tizere kiiltiir endiistrisinin kendini yeniden uretebilme kap-
asitesidir®. Bu nedenle Frankfurt Okulu’nun etki alaninda kalmamis, aksine kiiltuirel calismalarin temelinde
onemli bir konum kazanmistir. Kavram giiniimiiz kapitalist toplumu icinde tiiketim eksenli degisen diizene
uyarlanabilir oldugundan 20. yiizyilin ortasindan 21. yiizyila dek gecerliligini korurken, edebiyattan sine-
maya ve hatta sosyal medyaya kadar ¢ok farkli alana uygulanmistir. Adorno ve Horkheimer'in ifade ettigi
uzere kiltiir endiistrisi toplumlar icin bir kurgu diinya olusturdugundan, bireyler giinliik sorunlardan ve
mutsuzluklardan kurtularak kiltiir endustrisinin bir parcasi olmaktan memnuniyet duymaya alisir. Boylece
egemen ideolojinin beklentileri dahilinde yasamlarini siirdiirebilirler. Adorno ve Horkheimer'in tartistig
sekli ile kiiltiir enddistrisi kavrami, ilk olarak 2015 yilinda sahnelenen E-Miilteci adli oyun metninin giiniimiiz
toplumunda kiiltir, tiiketim ve birey baglaminda irdelenmesine olanak saglar.

Yeni Diinya Diizeni

Bir distopya ornegi olarak da ele alinabilen oyunun hem giinlimiize ait hem de genis kapsamli zamani
oyun metninde belirtildigi lizere ekrandan okunan bir bildiri de ortaya konulur. Oyunun basinda ekrana
yansitilan videoda, BM sozciisii oyun diinyasini agik¢a gozler oniine siirer. Kiiresel sirketlerin giiclenmesiyle
devletlerin 6nemini yitirdigini belirten sozci, distopik ortami su sekilde tanimlar:

Siyasi catismalar ve ekolojik felaketlerin yarattigi sonug bellidir: Diinya niifusunun yiizde 99'u gé¢cebe
hale gelmis ve miilteci konumundadir. [...] Devletler ortadan kalkmis, onlarin yerine her giin yeniden
cizilen sinirlar ortaya cikmistir. insanligin kalan émrii icin bicilen siire ii¢ nesilden ibarettir.®

Birlesmis Milletler orgiitlenmesinin son buldugunu aktaran sozcli, adeta uyarir sekilde bu yeni diizeni
seyirciye agiklar. Sozcii, degisen diinyada giiciin ve kontroliin tek sahibi olarak bir hedef gosterir ki, giderek
sanal diinyayi yasamin vazgecilmez bir parcasi kilan giinimiiz diinyasi icin tanidik bir olgudur bu: “Bundan
sonra hakemsiz bir oyun oynanacaktir. Bu oyunda akilli telefonlardan baska araciniz olmayacaktir. [...] Artik
ne hiikiimetleriniz ne de siyasetcileriniz olacak. Artik tek muktedir o. O yani e-Kagakgi. Ve sirketi e-Miilteci
nokta kom”°. Oyunun basinda videodan iletilen bu bildiri, oncelikle seyircilere oyunun sosyal medya
ve teknoloji ile kurdugu siki bagi tanitir. Oyunun gectigi distopik zaman ve mekan kavramini da ortaya
koyduktan sonra, BM sozciisii Adorno ve Horkheimer'in ortaya attiklari kiiltiir endiistrisi kavramini birebir
destekleyen e-Kacakgi'y bizlere tanitir. Boylelikle seyirci distopya kavramindan uzaklastirilarak Adorno ve
Horkheimer'in 1947'de ortaya koyduklari kiiltiir endiistrisi kavraminin 21. yiizyilda nasil deneyimlendigine
dair bir sanal gercekgiligin icine cekilir. Tiyatro sahnesi de teknolojik bir iriine donlistiiriiliir ve seyirciler bu
sanal diinyanin icine cekilir.

Yeni Star E-Kacakgi

E-Kagakgl, oyunda bir yandan anlatici roliini Ustlense de gercek bir kisilikten ziyade sosyal medyanin
ve teknolojinin tiizel kisiligini yansittigl icin hem oyundaki elestirinin hem de kiiltiir endiistrisi kavraminin
hedefindeki elestirinin asil kaynagidir. Bu agidan oyunda izilen distopik diinyanin da beden bulmus halidir.
Oyun kisisinin sahneye girisi de bunun bir ornegidir. Her ne kadar yazar Sedef Ecer oyunun basindaki
notunda oyunun yonetmenlerine kullanilabilecek farkli yontemlerle ilgili yaratici ozgiirligi tanimis olsa

8Theodor W. Adorno ve Max Horkheimer, “The Culture Industry: Enlightenment as Mass Deception”, ed. Simon During, The
Cultural Studies Reader, 33.

9Sedef Ecer, E-Miilteci (istanbul: Habitus Kitap, 2018), 7.

10Ecer, E-Miilteci, 8.
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da oyunun basili metni, e-Kacak¢i’'nin oyun kisisi olarak nasil algilanmasina dair agik bir yonlendirmede
bulunmustur:

(Perkiisyon solo ya da jingle ile birlikte e-Kagakgi girer. Perkiisyonist e-Kagakg¢i'nin girisini miimkiin
oldugu kadar ritmik bir sekilde calar, ortami hareketlendirir ve belRi seyirciye girisini alkislatir. E-
Kagakgi da bir star antresi yapar)'".

Kiiltiiriin egemen giicler tarafindan Uretilen bir meta oldugunu ve kiltur triinlerinin standartlastirilarak
bir endiistri haline getirildigini savunan kiiltiir endustrisi tam olarak e-Kacakc¢inin sahneye ¢ikisini aciklayan
bir kavramdir. Ritmik miizik esliginde bizleri etkileyerek politik bir gii¢ degil de hayatimizi her yoniiyle
cevreleyen bir kiiltiir 6gesi olarak e-Kagakgi seyirciye tanitilir. Bu bakimdan ozellikle “bir star antresi yapar™'?
ifadesi, e-Kacakcinin hem oyundaki hem de seyircilerin zihinlerindeki pozisyonunu daha iyi acgiklar. E-
kacakcinin bu pozisyonu Ecer tarafindan verilen bir diger tanimda vurgulanir. Yine oyunun sonuna ekledigi
notta, Ecer kendi zihninde yarattigi ve kendi goziinden sahneye aktardigi e-Kacakgl icin su eklemeleri yapar:
“Sik mafiozo tarzinda ya da Joker-Spider Man kostiimlii, bir televizyon sunucusu gibi konusan, pazarlamaci
gibi giiliimseyen ama zaman zaman bi¢ak gibi bakislariyla da insanin kanini donduran bir karakter”3. Yani
e-Kagakg alkislarla sahneye cagirilan, sik goriiniisli ama sinsi bir karakter olarak kiiltiir endistrisinin bir
temsili olan metadir. Adorno’'nun da dikkati cektigi sekliyle, e-Kagakgi seyircinin dikkatini haz ve eglenceye
cekerek seyircinin diisiinme ve yasanan problemlere ve acilara disaridan elestirel bir goz ile bakabilme
yetilerinin korelmesine yol agar. BM sozciisii icin bir devrin sonunu yani felaketi bildiren bu yeni diinyadaki
diizen, e-Kagakg! icin yeni firsatlarin bir baslangicidir: “Gezegenimiz ¢ok heyecan verici bir yer oldu [...]
Ulkelerin yerini sinirlar aldi, liderlerin yeriniyse sizlerin giiveniniz sayesinde ben aldim! Ben, tek basima
BENNNN™5, Bir nevi gii¢ gosterisinde bulunan e-Kagakgl, bir yandan da bireyin kiiltir endiistrisindeki
yanilsamasini ortaya koyar. Adorno, Kiiltiir Endiistrisi Kiiltiir Yonetimi adli kitapta soyle belirtir: “Kiiltiir
endiistrisinin ideolojisi sayesinde, bilincin yerini uyum saglama alir: Riiltiir endiistrisinden kaynaklanan
diizen, onun oldugunu iddia ettigi seyle ya da insanlarin gercek cikarlariyla asla yiizlestirilemez™®. E-
Kacakginin kendi ifadesi ile de onu yaratan, insanlarin ihtiyaglaridir. Onun varligi insanlarin ihtiyaglarina ve
onun bu ihtiyaglari ne derece karsilayabildigine baglidir ¢linkli “[R]itleler Riiltiir endiistrisinin Ol¢iitii degil
ideolojisidir, Riiltiir endiistrisi de Ritleleri kendine uyarlamadik¢a var olamazdi”’. Bu durumun farkinda
oldugunu da e-Kagakgi su sozlerle neredeyse dogrular: “Siz ve biz, sevgili miilteciler, gezegenimizin gelecegini
birlikte kuruyoruz!”'® Adorno ve Horkheimer’a gore,

[R]iiltiir (iriinlerinin alimlanmasi sirasinda ortaya ¢ikan ve kullanim degeri diye adlandirilabilecek
olan deger, takas degeriyle ikame edilirken, keyif almanin yerini orada bulunmak ve haberdar olmak,
erbap olmanin yerini de prestij kazanmak alir. Tiiketici, kurumlarindan yakasini kurtaramadigi
eglence endiistrisinin ideolojisi haline gelir."®

MEcer, E-Miilteci, 8.

12Ecer, E-Miilteci, 8.

13Ecer, E-Miilteci, 52.

14Adorno, Kiiltiir Endlistrisi, Kiiltiir Yonetimi, 22-23.

15Ecer, E-Miilteci, 8.

16Adorno, Kiiltiir Endiistrisi Kiiltiir Yonetimi, 117.

17Adorno, Kiiltiir Endiistrisi Kiiltiir Yonetimi, 110.

18Ecer, E-Miilteci, 9.

19Theodor W. Adorno ve Max Horkheimer, Aydinlanmanin DiyaleRtigi: Felsefi Fragmanlar, cev. Nihat Ulner ve Elif Oztarhan
Karadogan (istanbul: Kabalci Yayinevi, 2010), 210.
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Oyun diinyasinda miilteciler ve e-Kagakgl, Adorno ve Horkheimer'in ortaya attigi tarzda bir iligki
icindedirler. Degisen diinya diizeninde hayatta kalmak igin E-Kacakgl tek ¢oziim gibi gosterilirken, E-
Kacakginin hazzini yasadigi gii¢ de miiltecilerin ihtiyaclarindan ve caresizliklerinden kaynaklanmaktadir. Bu
iliskiyi kultiir endustrisinin bir parcasi haline getiren de karsilikli yapilan bu takasin bir iirlinden ziyade
sosyal medyaya dayali olmasidir. Adorno ve Horkheimer'in belirttigi haz iliskisi icerisine oyun kisileriyle
beraber, kaginilmaz olarak, seyirciyi de dahil etmek gerekmektedir. Seyirci?® de tanik oldugu oyun kurgusu
icerisinde, tuiketici konumuna indirgenerek kiiltlir endistrisinin bir parcasi haline gelmektedir.?!

BM sozciisiiniin uyardigi lizere bu yeni diinya lizerinde ihtiyag olan tek sey bir “akilli telefon”?2dur, ¢linkii
bireylerin varliginin kaniti bireylerin sosyal medyadaki izleridir. Oyunda yansitilan fonksiyonuyla paralel
olarak, Dalkili¢ cep telefonlarinin giiniimiiz diinyasindaki tanimini su sekilde yapar: “[...Jcep telefonlarinin
dijitallesme siirecinde akilli telefonlara doniismesi ile, artik yalnizca iletisim araci degil; ayni zamanda bir
navigasyon, ajanda, eglence araci, kiitiiphane, reklamciligin kalbi, her cepte bulunan bir doktor ve acil durum
butonudur”?3. Oyundaki video kayitlarinin ve telefon goriintiilerinin varligi, ki bu durum oyun metninde de
sik¢a belirtilmistir, bunun bir kanitidir. Aktarilan bu yeni diinya diizeninde dijital diinyada var olabilmek igin
yapilmasi gerekenleri, gereklilikleriyle birlikte, e-Kacakgi bizlerle paylasir:

Uzun yollardaki yeni refakatciniz e-Miilteci nokta kom’u cebinizde tasiyacaksiniz. Yol boyunca
yani basinizda olacagiz. Arilli telefonunuz sayesinde WhatsApp ile mesajlasacak, Skype marifetiyle
ailenizle gériisecek, diger go¢menlerin twitlerini okuyarak, Google Map’tan yol haritanizi cizerek,
Instagram’dan fotograflara bakarak, Facebook’tan bizi layklayarak diinyanin her yerinde kendinizi
glivende hissedeceksiniz.?*

Kiiltlir endlistrisi kavramina gore birey bir yanilsamadan baska bir sey degildir. Adorno ve Horkheimer
“The Culture Industry: Enlightenment as Mass Deception” baslikli makalelerinde “[...] birey bir yanil-
samadir [...]"2%2¢ ifadesini kullanarak, bireyi kiiltiir endiistrisinin icerisinde yer alan sonsuz bir tiiketici
olarak tanimlarlar. Oyunda da yansitildigl lizere sosyal medyada bireyin deneyimledigi yanilsamanin
bir parcasidir. Bireyler, sosyal medya kullanimlari ile bireysel kimliklerini ortaya koymaktan cok kiiltiir
endustrisini besleyen sonsuz tiketicidirler. Bireylerin bu zorunlu tercihi e-Kagakginin varolus sebebidir.
Adorno ve Horkheimer'in kiiltlir endiistrisi kavraminin giinlimiize uyarlanabilmesi ve E-Miilteci oyunu ile
iliskilendirilebilmesi agisindan, kiltiir endiistrisi kavrami ile bu kavramin tarih boyunca gecirdigi degisim de
onemlidir. Goz oniinde bulundurulmasi gereken onemli bir gelisme de cep telefonunun ustlendigi anlam ve
roldiir. Oyunda bir nesneden ¢ok oyun kisilerinin ve kiiltiir endiistrisinin yorumlanmasina katki saglayan bir
aractir. Cep telefonu ile kurulan bu kritik iliski, glinimiiz teknolojisinin kiiltiir endustrisi kavrami agisindan
yol actigl sikinti cercevesinde Dalkili¢ tarafindan soyle ifade edilir:

20Calismada “seyirci” ifadesi kullanilmasina ragmen, metni okuyan okuyucunun konumlandirilmasi ve daha sonra tartisila-
cag lizere yazar tarafindan yiiklenen sorumluluklar benzerdir.

21Seyircinin goz ardi edilemez rolii kiiltiir endiistrisinin reklam olgusuna verdigi 6nem cercevesinde, oyunun reklam iceren
unsurlari dahilinde detaylica ele alinacaktir.

22Ecer, E-Miilteci, 10.

23Busra Dalkilig, “Elestirel Teori ve Kiiltiir Endiistrisi: Dijital Cagda Yeniden Okumak” (Yiiksek Lisans Tezi, istanbul Universitesi,
2024), 128.

24Ecer, E-Miilteci, 12.

25Adorno ve Horkheimer, “The Culture Industry”, 40.

26ingilizce kaynaklar yazar tarafindan cevrilmistir.
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[...]dijital cagin en fazla lizerinde durulmasi ve degerlendirilmesi gereken unsuru gercek zamanli akisg
teknolojileridir. Clinkii bu teknoloji, kullanici verilerini toplamasi ve kullanmasi agisindan yalnizca bir
gizlilir veya Risisel hak meselesinden éGte, gercek zamanli olarak akis icerisine etki edebilmesinden
dolayi davranissal diirtiiler ve bilissel kontrol ve manipiilasyon meselesi haline gelmistir.??

Adorno ve Horkheimer'in 1940’larda deneyimlediginin aksine 21. ylzyilda kiiltiir kavrami degisiklige
ugramis ve kiiltiir endustrisinin yapi taslarinda da degisikligi beraberinde getirmistir. Raymond Williams'in
da belirttigi lizere ‘kiiltiir’ kelimesi tanimlamasi en zor kavramlardan biridir?2. 100’den fazla tanimi bulunan
kiiltur, calisma alanina gore degisiklik gostermekle beraber, siirekli bir degisim hali sergiledigi icin tanim-
landigl zaman dilimi agisindan da degisiklik gostermektedir. Stirekli degisen bir tanima sahip olmasi kiiltiir
kavramini anlamlandirmayi zorlastirmasina ragmen, degisime ve doniisiime acik hali, teknolojiyle beraber
degisen aliskanliklar sonucu sosyal medyanin da kiiltiir taniminin bir parcasi olarak kabul gormesini
saglamistir. Kulak'in belirttigi iizere, “[...] kiiltiirel etkinlikler meta formundaki Riiltiirel iiriinler tarafindan
belirlenirler”?®. Bu agidan kitle iletisim araglari kiiltiir endistrisinin vazgegilmez 6geleridir. 21. yuzyilda da,
Adorno’nun tartistiginin aksine radyo, sinema, televizyon gibi kitle iletisim araglarinin yerini sosyal medya
uriinleri almistir. Teknolojinin sozde tiiketim Uriinleri ortaya koydugunu Adorno Minima Moralia baslikli
eserinde ifade eder:

Mekanik yeniden-iiretim siiregleri, yeniden lirettikleri seyden bagimsiz olarak gelismis ve sonunda
Ozerklesmistir. [...] Teknik ilerlemenin bir uzantisi da, dar kafal bir kararlilikla, revagta olmayan hicbir
sey satin almama ve ne pahasina olursa olsun liretim siirecinin gerisinde kalmama inadidir - liriiniin
amaci ve niteligi 6nemsizdir.3°

icinde yasadigimiz yiizyilda yeniden iiretilerek ozerkligini kazanan ve revacta olan sosyal medyadir.
Sahip oldugumuz akilli telefonlarimiz, kiiltiir endiistrisinde en son teknolojinin sonucu ve sebebidir. Aydin-
lanmanin Diyalektigi'nde Adorno ve Horkheimer soyle ifade ederler:

Standartlarin tiiketicilerin gereksinimlerinden kaynaklandigi sdylenir: bu nedenle boyle az bir
direncle kabul gériirler. Gercekten de giidiimlemenin ve gelecege oldugu kadar ge¢cmise de doniik
gereksinimlerin yarattigi donglidiir bu ve icinde sistemin birligi giderek pekisir.3!

Giderek standartlasan akilli telefonlar ve sosyal medya kullaniciligi da oyun diinyasinda ifade edildigi
tizere bir gereksinimdir. Fakat bu s6zde gereksinim, kiiltiir endiistrisi kavrami agisindan yaklasirsak, kapital
sahibi egemen giiclerin toplum iizerinde kullandigi bir kontrol mekanizmasindan baska bir sey degildir.
Kiiltiir endiistrisinin temel bir tasi haline gelen sosyal medya uriinleri, gliniimiizde Adorno ve Horkheimer'in
dikkat ¢ektigi bir baska sorumlulugu da sinema ya da televizyon gibi diger kitle iletisim araglarinin gorev-
lerini yerine getirir:

Eglenmek her zaman bir sey diisiinmemek, gosterildigi yerde bile aciyr unutmak demektir. Bunun
temelinde yatan acizliktir. Gercekten de bu bir Racistir, ama eglenmenin iddia ettigi gibi fena

27Dalkilic, “Elestirel Teori ve Kiiltiir Endustrisi: Dijital Cagda Yeniden Okumak”, 130.

28Raymond Williams, Kiiltiir (istanbul: imge Kitabevi, 1993), 8-9.

29Kulak, “Theodor Adorno: Kiiltlir Endiistrisinin Kiskacinda Kiiltiir", 76.

30Theodor W. Adorno, Minima Moralia, ¢ev. Orhan Kogak ve Ahmet Dogukan (istanbul: Metis Yay., 2005), 124.
31Adorno ve Horkheimer, Aydinlanmanin Diyalektigi: Felsefi Fragmanlar, 163.
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gerceklikten degil, onun insana biraktigi son direnis diisiincesinden kagistir. EGlenmenin vaat ettigi
Ozgiirlesme, olumsuzlama olarak diisiinmeden 6zgiirlesmektir.3?

Gerek e-Kagakg¢inin bir star edasiyla sahneye girisi, gerek e-Kacakglya oyun boyunca eslik eden miizik
ya da perkiisyon ve gerekse ekrandan gosterilen resim ve videolar seyircinin eglenerek diisiinmekten kagis

ihtiyacini giderir. E-Kagakgl da “eglenmenin vaat ettigi 6zgiirlesmeyi” saglayan bir aracidir.

Adorno'ya gore, “[Riiltiir endiistrisi caresizlerin rehberi oldugunu iddia ederken ve onlara kendi asil
celiskileriyle karistirmalari gereken celiskiler uydururken, yasamlarinda asla ¢éziilemeyecek olan celiskileri
yalnizca goriinliste ¢ozer”3. Sinirlarin ortadan kalktigi oyun diinyasinda da bireyler caresizlige terkedilmistir
ve gorilinliste onlara yol gosterebilecek yegane gii¢ e-Miilteci nokta kom’dur. E-Kagakgi'ya gore de baoyle bir
durum mevcuttur: “Siz ve biz, sevgili miilteciler, gezegenimizin gelecegini birlikte kuruyoruz!"34. Adorno’nun
belirttigi gibi, e-Kagak¢l BM sozcisiini ortaya koydugu siyasi ve sosyal durumu iyilestirmek yerine bu
karmasadan faydalanmanin pesindedir ve oyundaki kisilerin sorunlarini yalnizca goriiniiste ¢cozmektedir. E-
Kacakel ayni zamanda sahip oldugu giiciin farkinda olan ve hegemonyaya hizmet etmeyi seven bir yapidadir:

BIG BROTHER is watching you. Gé¢menlerin biiyiik biraderi de benim arkadaslar. Milyonlarca giga-
baytlik veriniz e-Kagakgi’'niz olarak benim elimde ve ben sizin sanal Rimliklerinizi, dijital iRizinizi
kisacasi smartfonlarinizi cok seviyorum!3>

E-Kagakginin da belirttigi tizere akilli telefonlar bireylerin kullaniminda olsalar bile, kiiltiir endistrisinde
birey bir yanilsamadir ve sosyal medyadaki bireysel kararlar ve adimlar yalnizca sistemin bir parcasidir.
Berry'nin de ifade ettigi lizere sosyal medya kullanicilarina “varolussal bir onay ve statii veriyor gibi gériinen
belgesel bir narsisizm sunar”3®¢. Oyun diinyasinda asil 6nemli olan oyun kisilerinin akilli telefonlar araciligi ile
sosyal medyaya nasil bagimli olduklaridir, ¢linkii bu bagimlilik e-Kagakginin egemenligini saglayan yegane
gerekliliktir. Go¢ hikayesi anlatilmak istenen asil kadinlar da e-Kagakginin bu kadinlarin akilli telefonlarina
sizmasi ile bizlere aktarilir. Bu baglamda Anaba’nin hikdyesini kendinden degil, e-Kagakginin Anaba’nin
sosyal medya hesaplarindan aktardigi sekilde 6greniriz. Bu durum Hoa Mi ve Zaynab icin de gecerlidir.

Dijitaldeki Bireyler

Guatemalali Anaba, Vietnamli Hoa Mi ve Suriyeli Zaynab'in aslinda ¢ok tanidik gelen birer go¢ hikayeleri
vardir. Yerli Maya dillerinin konusuldugu Agua Fuego adli bir koyde yasayan Anaba koyiin dibindeki volkanin
harekete gectigi giin dogum yapan annesine mecbur kalip yardim edince kadinlara yardim etme amaciyla
ebe olmaya karar verir. Kendi halkinin yasadigi politik baskilar, General Rios'un serbest kalmasiyla adil
bir diinya ile ilgili yasadigi hayal kirikligi ve mesleki ideallerini maddi nedenlerle gerceklestiremedigi
amaclarindan 6tiirii, Anaba Amerika'ya go¢ etmeye karar verir. E-Miilteci nokta kom’un verdigi hizmetlerden
faydalanarak San Francisco’'ya gider ve Amerika'ya iltica basvurusunda bulunur. Hikayesi anlatilan diger
kadin oyun kisisi de Vietnam’da kuaforliik yapan Hoa Mi’dir. Annesine, babasina ve kizina bakmakla yiikiimlii
olan Hoa Mi “iki metreye on metre, penceresiz bir koridor”’da yasarken kaldirrmda kuaforliik yaparak
ailesinin gecimini saglamakta, bir yandan da Paris’e gitme hayalleri kurmaktadir. internet iizerinden goriisiip

32pdorno ve Horkheimer, Aydinlanmanin Diyalektigi: Felsefi Fragmanlar, 193.

33Adorno, Kiiltiir Endiistrisi Kiiltiir Yonetimi, 117.

34Ecer, E-Miilteci, 9.

35Ecer, E-Miilteci, 13

36pavid Berry, Critical Theory and the Digital. (London: Bloomsbury Publishing, 2014), 144.
37Ecer, E-Miilteci, 25.
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astk oldugu Leo'nun da soziine kanarak, kizina daha iyi bir gelecek saglamak igin yine e-Miilteci nokta
kom araciligiyla Hoa Mi de Paris’e go¢ eder. Fakat Leo’'nun onun pasaportuna el koydugunu, kacak olarak
calistigini, Hoa Mi simdilik kizlarin saglarini yapsa da gelen go¢men kizlarin masaj salonunda calistirildigini,
gencliklerini ve guzelliklerini kaybettiklerinde ise sokakta fahiselik yapmaya zorlandiklarini Hoa Mi'nin
sosyal medya hesaplari seyirciye aktarir. Uciincii gocmen kadin ise Suriyeli arkeolog Zaynab'tir. Kocasi Cihat
da arkeolog olan Zaynab'in hikayesi de yol boyunca Cihat'a gonderdigi videolardan aktarilir. Antik kent
kazisinda onemli bir lahit kesfeden Cihat, kokten dincilerin yonetimi ele gecirmesi ve de antik eserleri yok
etmeye baslamalari lizere Zaynab'i ve dogmamis ¢cocugunun gelecegini kurtarmak icin Zaynab'i tehlikeli bir
go¢ yolculuguna gonderirken, kesfettigi lahidi yok olmaktan kurtarmak icin yeniden gommek lizere Suriye’de
kalir. Oyun kisilerinin hikayelerinin buraya kadarki aktarilan kismi sosyal medya lizerinden biraktiklari izler
uzerinden e-Kacakgl tarafindan seyircilere anlatilir. Bu ii¢ kadinin yolu Paris'te trende kesisir. Seyirci U¢
kadinin hikayelerini e-Kagakg¢inin sosyal medya bilgilerine dayanarak anlattiklari olmadan kadinlarin kendi
kelimelerinden dinlemeye devam eder.

Yazar, oyun metninin basinda ve de trende karsilastiklari sahnede ii¢ kadin da ayni oyuncu tarafindan
oynandigini belirtir. Bu nedenle ii¢ kadinin karsilastiklari sahne icin soyle bir not diistilmustdir:

Ug kadini birden oynayan oyuncu bu sahneyi sadece yiiziiyle oynamali. Diimdiiz sadece i¢inden gelen
duygularla, egilip biikiilmeden, li¢ ayri kadini ‘taklit etmeden’. Adeta bir belgeselde ii¢ ayri yakin plan
izliyormusuz gibi.?®

Ecer’in belirttigi bu oyunculuk yontemi sanal hayatla gerceklik arasinda ayrim yapma agisindan onem arz
etmektedir. E-Kacakg¢inin ekrandan yani sosyal medya lizerinden aktardigi oyun kisileri, Ecer’in not diistiigu
bu andan itibaren “adeta bir belgeselde” gibi kendi kimlikleri lizerinden, aracisiz olarak, yani sosyal medya
yanilsamasi olmadan, gozlemleme sansi verilmektedir. Bu tespiti desteklercesine ui¢ kadini bir araya getiren
sahne de Zaynab'in dogum sahnesidir. Hoa Mi ve Anaba’nin yardimi ve destegi ile Zaynab trende dogum
yapar. Sinirlarin kalktigi, niifusun biiyiik cogunun gocebe halinde yasadigi bu diinya diizeninde hareket eden
bir trende dogum yapmasi oyunun konusu ve kosullari geregi de uyumlu bir ayrinti olmustur. Annesinin
goc etmesi esnasinda hareket eden bir trende dogan bir bebek, go¢ olgusunun aidiyet kavramini nasil
degistirdigine dair ironik bir 6rnek olarak oyunda aktarilmistir. Bir yanda da Zaynab'in belirttigi lizere bu
erkek bebek3® umudu sembolize etmektedir: “Tanrim, tam umut bitti derken béoyle bir sey oluyor ve umut
yeniden doguyor. Oglan. Bir oglum oldu. Bir umudum oldu™®. Fakat ne icin umutlanmamiz gerektigi cok acik
degildir, ¢clinkii oyun yine sosyal medya vurgusu ile bitirilir: “Bir bebegin Facebook sayfasi. Her dilden tebrik
mesajlari fotografin altina diiser™". Boylelikle bir cografyaya ait olma kavrami, sanal diinyanin giiclinii ve
kiiltir endstrisi kavramini yeniden sekillendirme etkisini kanitlar bicimde teknolojiye ve sanal diinyaya
aitlik sekli ile yer degistirmistir. Kadin miiltecilerin birbirleriyle tanisma ve dogum ani ile verilen gerceklik
yerini kisa slirede sosyal medyaya ve sanal gerceklige birakmistir. Bu agidan oyunun sonu sistemin devamini
vurgular sekilde de yorumlanabilir. Bu bakimdan umut diizenin ya da sistemin degisecegine dair degildir.
Tam tersine, kiiltiir endistrisi kavraminin agikladigi izere, egemen ideolojinin desteklenecegi sosyal medya

38Ecer, E-Miilteci, 45.

39Siiphesiz ki anlatilan gog hikayelerinin kadinlar hakkinda olmasi, dogan ¢ocugun cinsiyetinin erkek olmasi, Anaba’nin
“Savascl” anlamina gelen abisinin ismi yerine “Umut” anlamina gelen “Akene” ismini 6nermesi gibi nedenler oyunun toplumda
var olan cinsiyet rolleri agisindan okunmasina imkan tanimaktadir. Bu baglamda go¢menlik ve miiltecilik sorunlar cinsiyet
kavrami bakimindan yorumlanabilecek olsa da makalenin amaci oyunun kiiltiir endiistrisi kavrami agisindan incelenmesidir.
Bu yonde bir inceleme baska bir calismanin konusu olabilecektir.

40Ecer, E-Miilteci, 49.

41Ecer, E-Miilteci, 51.
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uzerinden gelen mesajlarla ima edilmektedir. Maya dilinde baris anlamina gelen Akene bebek, sistemin bir
miisterisi haline gelerek sistemin devamini saglayacak bir parca olacaktir. isminin anlami ve genel olarak
dogumu umudu simgelese de Ecer ne derecede gelecege dair umudu 6n plana ¢ikarmayi hedeflemektedir
tartisilir bir yorumdur. Zira, oyunun kiiltir endistrisi kavrami agisindan okumasi bireyin bir yanilsama
oldugu durumunu bir kere daha hatirlatarak, Akene'yi yalnizca kiiltiir endlstrisinin bir parcasi haline getire-
bilir. Nitekim Horkheimer'in Geleneksel ve Elestirel Kuram'da belirttigi lizere,

[a]¢ik Ri, giiniimiizde bireyin tézii kendi icinde kapali kalmaktadir. Bireyin entelektiiel anlatimlan
artik gergekten onun insani dogasiyla bagintili degildir; her defasinda durum neyi gerektiriyorsa ona
yonelmektedirler. Popliler yargi, ister dogru olsun ister yanlis, toplumun oteki islevleri gibi, yukaridan
yonlendirilmektedir. Kamuoyu ne denli uzmanca arastirilirsa arastirilsin, istatistiksel ve ruhbilimsel
araglarla ne denli derinlemesine yoklanirsa yoklansin - tiim bu yontemlerin karsisina ¢ikan, hep bir
diizenektir, asla insani merciler degil.*?

Akene dogar dogmaz bir Facebook sayfasina sahip olarak ve sosyal medyada dijital ayak izleri birakmaya
baslayarak diizenegin bir parcasi olur. Anaba, Hoa Mi ve Zaynab’ta gordiiglimiiz gibi sosyal medya hesaplari
her li¢ kadini e-Kacakginin kontroli altina sokmaktadir. Akene’'nin e-Kacakglya, yani sisteme, boyundurugu
da dijital ayak izleri ile baglamaktadir. Ve bir giin onun hikayesi de e-Kacakg! tarafindan, sistemin ovgiisiine
hizmet edercesine, bu dogum anindan ve gonderilen tebrik mesajlarindan baslayarak anlatilacaktir. Bu
durum Dalkili¢’in bakis acisini destekler niteliktedir: “Artik post modern éznenin bir donanimi haline gelen
dijital teknolojilerle birlikte, 6znelligi degersizlestirilir. Bir iiye, bir kullanici haline gelen 6zne, kendi basina
saygi duyulmaz hale gelmistir™3. Akene’nin sosyal medya tizerinden varolusu Eyrek’in ortaya koydugu bellek
tanimini da dogrular: “Ekran bellegi, ani yasayan ancak ani biriktirilmeyen, ge¢misin yerini simdinin aldigi,
zaman ve mekandan bagimsiz, bellegini dijitale emanet eden bir belleksiz toplumu ifade etmektedir™*.
Eyrek devaminda sunu belirtir: “Bellek yitiminde Riiltiir endiistrilerinin etRilerinden biri de bu iiriinlere
ulasan insanlarin ayni seyleri seven, giyen, okuyan yani tek tip bir insan yaratmasi olmustur™s3. Yolu
kesisen bu ii¢ kadinin dijital diinyada var olmasi ve Akene’nin dogumunun sosyal medya ile tasdik edilmesi
bu yorumlari destekler niteliktedir. Akene'nin dogumu ile diisen tebrik mesajlarina perkiisyonun da eslik
etmesi, Akene’'nin toplumsal durumlarin ve diinya diizeninin degisebilecegine umut olabileceginden ziyade,
sistemin bireyleri nasil kontrol ettiginin ve onlari nasil bir yanilsamaya hapsettiginin bir gostergesi olarak
degerlendirilebilinir.

Reklamlar Kusagi

Su ana kadar tartisilan kavramlarla beraber e-Miilteci oyunu ayni zamanda kiiltiir endiistrisi kavraminin
en 6nemli bilesenlerinden olan reklam olgusunu da icermektedir. Adorno ve Horkheimer'a gore, “[r]eklam
kiiltiir endiistrisinin yasam iksiridir™®. Bu gorus Kulak tarafindan soyle agiklanmistir: “Bu ifade, reklamin
hem Riiltiirel tiriinlerin lretilmesi icin gereken ekonomik katkiyi yapmasi bakimindan hem de tiiketim
merkezli bir toplum icin Riiltiirel iiriinlerde yansitilacak malzemenin verilmesi bakimindan gecerlidir™’.
Adorno ve Horkheimer reklamin dnemini su sekilde vurgulamaya devam ederler:

“2Max Horkheimer, Geleneksel ve Elestirel Kuram, cev. Mustafa Tiizel (istanbul: Yapi Kredi Yayinlari, 2005), 492.
“3Dalkilig, “Elestirel Teori ve Kiltiir Endlistrisi: Dijital Cagda Yeniden Okumak”, 139.

“4pysun Eyrek, “Kiiltiir Endiistrisinde Bellek Yitimi: Ekran Bellegi” (Doktora Tezi, istanbul Universitesi, 2019), 127.
45Eyrek, “Kiiltiir Endiistrisinde Bellek Yitimi: Ekran Bellegi”, 128.

“6Adorno ve Horkheimer, Aydinlanmanin Diyalektigi: Felsefi Fragmanlar, 215.

47Kulak, “Theodor Adorno: Kiiltiir Endustrisinin Kiskacinda Kiiltlr”, 90.
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Reklam ve Riiltiir endiistrisi hem teknik hem de ekonomik olarak birbiriyle Raynasir. Her ikisinde
de ayni 6ge sayisiz yerde goriiniir ve ayni Riiltiir liriiniiniin mekanik yinelenmesi, ayni propaganda
sloganinin durmadan yinelenmesiyle ayni seydir. EtRili olma buyrugu altinda teknik psiko-teknige,
yani insan davranislarini idare etmeye déniisiir. Her iRisinde de hem carpici hem bildik, hem hafif
hem akilda kalici, hem ustalikli hem de basit olma normu gecerlidir; her sey kafasi daginik ya da
direncli oldugu diisiiniilen miisteriyi alt etmek i¢indir.%®

Bu baglamda bir yildiz edasiyla sahneye ¢ikan e-Kagakg¢l oyun boyunca her firsatta sundugu uriinlerin
tanitimini yapmayi ihmal etmez. Su ana kadar tartisildigi rollerinin yani sira, e-Kacakgi ayni zamanda oyunun
bir reklam gibi yansitilmasi noktasinda da onemli bir rol edinir. Devamli olarak anlatima ara veren e-Kacakgl
hikayelerinin arasinda diizenli olarak kendisinin ve e-Miilteci nokta kom'un onemine vurgu yapar. Zaman
zaman verilen su sloganlar da bu duruma ornek teskil etmektedir:

Sevgili E-Miilteci, bizi segmekle en dogru karari verdiniz.*®

« Bundan sonra her iilkede yeni insan kRacak¢ilari aramaya paydos! Paranizi alip kagan, size sahte
yeleklerle defolu botlar satan canavarlara son!s°

« Ufacik bir girisim olarak baslattigim e-miilteci nokta kom, bugiin, 33 lilkeye yayilmis agiyla 7/24
hizmet veriyor.>

« Ve inanin, her tiirlii Ronforunuzu diisiindiigiimiiz gibi ruhani ihtiyaclarinizi da karsiliyoruz. [...] iste
onun igin e-miilteci nokta Rom’u seciyorsunuz!>?

« Hoa Mi Paris'te yepyeni bir hayata basladi, e-miilteci nokta kom sayesinde, sen de fiyatlarimizdan
ve promosyonlarimizdan aninda haberdar ol!>3

Gorme Bicimleri adli eserinde John Berger giindelik hayatta etrafimizi saran reklam imgelerini soyle
vurgular: “Yasadigimiz kentlerde hepimiz her giin yiizlerce reklam imgesi goriiriiz. [...] Bir an icin de olsa
bu mesajlar bellegimizi imgeleme, animsama ya da beklentiler yoluyla uyarirlar. Reklam imgesi anliktir”*.
E-Kacakgl da yukarida listelenen mesajlarla diizenli olarak seyircinin bellegini uyarir. Anaba, Hoa Mi ya
da Zaynab'in hikayelerinin aktarildig varsayilirken, e-Kagakginin hikdyeye miidahalesiyle anlik olarak bir
reklam imgesi belirir. Berger'a gore reklam imgelerinde “[¢Jogu zaman ge¢misten, her zaman da gelecekten
s0z edilir”> ayni Anaba, Hoa Mi ve Zaynab’in ge¢mis hayati anlatilirken e-Miilteci nokta kom’un gelecegi nasil
sekillendirdigi vurgusunun oyunda verildigi gibi. Reklamin kiiltiir endiistrisindeki yeriyle baglantili olarak
reklamin kapitalist sisteme etkisini Berger su sekilde agiklar:

Reklamlarla her birimize bir nesne daha satin alarak kendimizi ya da yasamlarimizi degistirmemiz
Onerilir. Aldiginiz bu yeni nesne der reklam, sizi bir bakima daha zenginlestirecektir - aslinda o
nesneyi almak i¢in para harcayarak biraz daha yoksullasacak olsaniz bile!>®

“8Adorno ve Horkheimer, Aydinlanmanin Diyalektigi: Felsefi Fragmanlar, 217.

“9Ecer, E-miilteci, 11.

50Ecer, E-miilteci, 11.

51Ecer, E-miilteci, 23.

52Ecer, E-miilteci, 34.

53Ecer, E-miilteci, 32.

s4John Berger, G6rme Bicimleri cev. Yurdanur Salman (istanbul: Metis Yayinlari, 2005), 129.
55Berger, Gorme Bicimleri, 130.

S6Berger, Gorme Bicimleri, 131.
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Hoa Mi'nin deneyimi de agik¢a bu fikri desteklemektedir. E-Kagak¢l Hoa Mi'ye reklamlar kusaginda
umudu, aski, hayallerini vadeder: “Gercek ask, hic imgeleminizin size vaat ettigi asktan daha giizel olabilir
mi? Bunu bilmek istiyorsaniz eger, tek ¢6ziim, sanal askinizi gercekten yani etten kemikten karsinizda gérmek,
kisacasi e-miilteci nokta kom ile yola ¢cikmak...”>”. Yasamini iyilestirmek amaciyla pazarlanan hizmet, Hoa
Mi'nin daha da aci cekmesine neden olmustur, ¢linkii ailesinden ve kizindan ayrildigi gibi kendi bedeni bir
metaya donlstirilmistir ki bu durum e-Kagakgl icin yine bir reklam malzemesine donlismistiir:

Diinya dondiikce kRadinlar gé¢ edecek, diinya dondiik¢e e-miilteci nokta kom onlara sinirlari gegire-
cek. Biz, erkeRlerin arzularini, sehvetlerini ve kadinlarin ihtiyaglarini karsilamak icin her zaman
hizmetinizde olacagiz.>®

E-Kacakg¢inin oyundaki bu tutumu bir kez daha Adorno ve Horkheimer'in diisiincelerini orneklendirir:
“Tiim dallariyla Riiltiir endiistrisi glindelik yasamdan bir ka¢is vaat eder; tipki bir Amerikan mizah dergisinde
kizin evden ka¢masini gosteren Rarikatiirde oldugu gibi: karanlikta merdiveni tutan Risi babadir. Kiiltiir
endiistrisi ayni giindelik yasami cennet gibi sunar”>°. E-Kagakginin vaatleri de duruma uyum saglayarak, ayni
Hoa Mi'nin 6rneginde oldugu gibi, oyun boyunca devam eder.

E-Kagak¢inin e-Miilteci nokta kom’un hizmetlerine dair propagandasi devam ederken Adorno ve
Horkheimer'in belirttigi “propoganda slogani” oyun metninin sonunda belirtildigi lizere “reklam jingle’i gibi
bestelenmis bir sarki”®® ile desteklenir. Yine yazarin notunda belirtildigi lizere Fransa yapiminda Richard

kullanilmistiré. Duyar duymaz insanda eslik etme istegi uyandiran, insanin zihninde yer eden ve durduk
yere melodiyi mirildanmasini saglayan bu jingle'in sozleri de su sekildedir®2:

Bu yollari gececeksin
Denizleri asacaksin
Hendeklerde kosacaksin
E-Miilteci nokta kom!
Savastan yoksulluktan
Sulardan susuzluktan
Bombalardan biktiniz
Cok caresiz kaldiniz
Hi¢ kalmadi borcunuz
Bitti artik Rorkunuz
Uzun yolda dostunuz

E-Miilteci nokta Rom®3

57Ecer, E-miilteci, 28.

58Ecer, E-miilteci, 34.

59Adorno ve Horkheimer, Aydinlanmanin Diyalektigi: Felsefi Fragmanlar, 190.

80Fcer, E-miilteci, 54.

61Ecer, E-miilteci, 54.

62Sedef Ecer'in “jingle” olarak adlandirdigi mizigi metinde gegen sozleriyle beraber, oyunun Tiirkiye prodiiksiyonunda
dramaturg olarak gérev olan izzeddin Calislar'in yiikledigi videodan dinleyebilmek miimkiindiir: https://www.youtube.com/
watch?v=nwoFWaooegs

63Ecer, E-miilteci, 54.
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Sozler oyunun temasi ile uyumluyken, asil bestesi insani kavrar, ayni bir reklamin kisiyi etkilemesi gibi.
Oyunda kullanilan reklam jingle'i seyirciye aslinda bir oyun izledigi gercegini degil de bir reklam filminin
icinde oldugu hissini verir. Yani 6nemli olan Anaba, Hoa Mi ya da Zaynab'in hikdyelerini paylasmak degil,
aksine e-Kacakginin, e-miilteci nokta kom’un reklamini yapmasidir. Bu sonucu, yukarida 6rneklendirildigi
gibi, e-Kagakginin seyirciyi hikayeleri dinlemeye davet etmesinden de c¢ikarabiliriz. Bu baglamda jingle
gerek sozleri gerekse miizigiyle oyunun onemli bir pargasi haline gelir. Kiiltiir endiistrisi agisindan ele
alindiginda da belki de e-Kagakgidan sonraki oyundaki en 6nemli parga olarak adlandirilabilir. Hem sozleri
hem melodisiyle seyirciyi kavrar ve dikkati listiinde toplar. Bu noktada seyirci, hikayesi aktarilan ui¢ kadinin
yasadiklarindan uzaklasir, jingle’in insani eslik etmeye zorlayan melodisine kendisini kaptirip gidebilir. Ayni
kultlir endustrisinin reklamlarla amaclanani agikladigi gibi.

Oyunun sanki bir reklam filmiymis gibi algisi e-Kacak¢i'nin anlati roliinde de gozlemlenebilir. E-
Kacakginin, oyunun basinda, seyirciyi yarattigl sanal diinyaya nasil cektigi yeniden yorumlandiginda,
e-Kacakginin seyirci lizerindeki kontrolu fark edilebilir:

Refakat ettigim akilli telefonlarin icine girerek, sayemde ferah feza kagak seyahat eden go¢cmenleri
tanimak istemez misiniz? Cocuk gelin olmaktan kacan bir Tiirk kizinin, baski géren bir inka yerlisinin,
transfobiden kacan Fasli bir travestinin, su baskinindan kRagan bir Bangladesli’nin sanal diinyasina
girerek, onlarin internette biraktigi ayak izlerini, dijital bilgi deryasini gormek istemez misiniz?%*

Bu sorularinin ardindan e-Kagakgl ekranda beliren telefonlardan birini secer, telefonun sifresini kulak-
liktan soylerler. Boylelikle sosyal medya hesaplarindan hareketle Anaba’nin hikayesi anlatilmaya baslanir.
Fakat ozellikle e-Kagakgi'nin seyircilere yonelttigi sorular, anlatilan hikayelerin amaci konusunda seyircileri
bir sorgulamaya itmelidir. E-Kacak¢i'nin sahneye girisi ile anlasilabilecegi lzere seyirci de bir gosterinin
icerisindedir; Anaba, Hoa Mi ve Zaynab bu gosterinin birer ogeleridir. Bu gosterideki her bir detay da e-
miilteci nokta kom’un pazarlamasina hizmet etmektedir. Kisacasi oyun seyirciyi bir reklam metninin icine
hapseder. Adorno ve Horkheimer, “[R]iiltiir endiistrisi (iriinleri insanlar perisan halde olsa bile canli bir
bicimde tiiketileceklerdir”® ifadesiyle oyunun yarattigi celiskiyi de dile getirirler. Bir gosteri havasinda
baslayan oyun, reklam kusagi icerisinde yasanan trajedileri ortaya koyar. Seyirci de gozler 6niine sunulan bu
trajedileri alkis tutarak eglence kiiltiirii anlayisi icerisinde izlemektedir ki oyunun sonunda ekrana yansitilan
tebrik mesajlari bu durumun bir drnegidir. Tim bu agilardan bakildiginda ekonomik kaygilarla yapilan bir
reklamin yani sira, endistrisinin, yani sistemin, kendi reklamidir oyun ayni zamanda. Oyunu bir reklam
olarak algilandiginda ve bu reklama kiiltlir endiistrisi kavrami ile yaklasildiginda, E-Miilteci adli oyunun
sistemin kendisini elestirmeyi hedefledigini soylemek miimkiindiir. Anaba, Hoa Mi ve Zaynab, go¢ kavrami
gibi, reklami yapilan 6gelere hizmet etmekte, boylelikle kiiltiir endiistrinin elestirisi gliniimiiz sosyal medya
kavrami lizerinden yapilmaktadir.

Yazarin anlatim bi¢imini g6z oniinde bulunduruldugunda, Ecer’in kultlr endiistrisi kavramini miiltecilik
ve gocmenlik kavramlarina ve bu kavramlarin algilanis sekillerine bir elestiri olarak kullandig ifade
edilebilinir. Elif Ozgen, Sedef Ecer ile roportajinda oyunun gécmenlik meselesini nereden yakalayacagini
sordugunda Ecer oyunun farkli bakis acisini dile getirir:

Ben iltica ve goc lizerine 2009 yilindan beri 3 farkli oyun yazdim. Bunun boyutlarinin ne kadar biiyiiye-
cegini ve nasil bir toplumsal fenomene ddniisecegini hissediyordum o zamandan beri. Ama miineccim

s4Ecer, E-miilteci, 12-13.
65Adorno ve Horkheimer, Aydinlanmanin Diyalektigi: Felsefi Fragmanlar, 170.
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oldugum igin degil, konuyla ilgili yillardir calisan sosyologlar, dernekler, sanatcilarla iletisim halinde
oldugum igin. Daha dnceki oyunlarimdan farkli olarak bunda bir adim é6teye gegmem gerekiyordu
¢linkii artik iltica lizerine soylenebilecek ¢ok da yeni bir sey kalmadi. Her seyin en ekstrem noktasini
biitiin giin sosyal medyada goriiyoruz zaten. Ben de diinyada devletlerin kalmadigi, sadece sinirlarin
var oldugu, her vatandasin bir miilteciye doniistiigii, Rimsenin evinin olmadigi bir durum hayal ettim.
iklimsel ve siyasi Rosullardan dolayi herkes miitemadiyen bir yerden bir yere go¢ ediyor ve yanlarina
alabildikleri tek sey cep telefonu. Her akilli telefon bir seyahatname ve her biri bir go¢men kadini
anlatiyor.%®

Ecer, “sOylenebilecek ¢ok da yeni bir sey kalmadi” diyerek bir yandan bu konuya ne kadar asina
olunduguna dikkat ¢ekerken, bir yandan da bu asinaligin getirdigi vurdumduymazliga dikkat ¢ekiyor. Bu
baglamda Ecer, kiiltiir endistrisi kavrami araciligiyla seyircisinin ve de okurun algilarini yeniden agmayi
hedefliyor denilebilir. Miltecilik ve go¢cmenlik kavramlarinin bir reklam formatinda yeniden yansitilmasi,
durumun trajik anlatimina asina olan seyirci icin miiltecilig§in ve go¢cmenligin yeniden sorgulanmasini
sagliyor. Gerek medyadan gerek sosyal medyadan pasif konumda izlenilen go¢menlik hikayelerinin aksine,
bu oyunda seyirci artik aktif bir rol almaya zorlaniyor. Oyunun bir reklam oldugu varsayimindan hareketle
bu reklamin hedefinde olan kitle de oyunun izleyicisi ve de okuyucudur. Seyirci, E-Kagakginin kendisini
etkilemesine izin verip oyunda kullanilan reklam miizigine tempo mu tutacak, yoksa kiiltiir enddistrisinin
tuzagina diismeyip E-Kacakc¢inin konumunu sorgulamaya mi baslayacak? Seyirciye yiiklenen bu rol, seyirciyi
gocmenlik ve miiltecilik kavramlarinin aktif muhatabi kilar. Sedef Ecer seyirciyi ekstrem diinyanin igine
dahil ederek sorunun bir parcasi haline getirir. Oyunun basili metninde de Ecer daha oyun baslamadan bu
sorumluluk hakkinda uyarir. Ecer metinde bulunan 6nsoze Diderot Peguy'dan yaptigi alintiyla, “Kayitsizlik,
canavarliktir” baslar ve sozi devralir:

Adina ‘miilteci krizi’ dedikleri insanlik trajedisi basladigindan bu yana kayitsizligimiz ruhlarimizi
canavarlastiran boyutlara ulasti. iste tam da bu yiizden, ‘alismis ruhlarin’ canavarlikta nereye kadar
gidebilecegini hayal etmeye ¢alistim. Umudu elden birakmadan ama; umut biterse kayitsizlik kazanir
¢linkii.%7

Ecer'in dikkati cektigi umut, Akene’nin umudu simgeledigi yorumunu celiskili hale getirerek seyirciyi
umudu olusturabilecek asil hedef olarak belirliyor. Bir baska deyisle, oyunda aktarilan sistemi ve diizeni
degistirebilecek olan Akene degil, ki dogumu sahne ilizerinde gerceklesse de var olusu sanal diinya lizerinden
aktarilmistir, seyircidir. Ecer'in seyirciye yikledigi rol, seyircinin oyundan aldigl mesajla orantili olarak
sistemin degismesine dair muhtemel bir umut icermektedir.

Sonug

Yoluna izmir Uluslararasi Tiyatro Festivalinde transmedia atélyesinde baslayan E-Miilteci hem Fransa’da
hem de istanbul'da profesyonel oyuncular tarafindan sahneye kondu. Neredeyse giindelik hayatin siradan
bir parcasi haline gelen go¢menlik ve miiltecilik konularini ele alan oyun, bu konulari yine giindelik hayatin
vazgecilmezlerinden olan sosyal medya lizerinden bizlere ulastiriyor. Sinirlarin ortadan kalktigi ve sosyal
medyanin giiclii simgeledigi bu yeni diinya diizeninde, go¢menlik ve miiltecilik de metalastirilmakta ve de
kiiltir endiistrisinin bir triini olarak sunulmaktadir. Adorno ve Horkheimer'in ortaya koymayi amacladigi

s6Elif Ozgen, “internet sitesi degil, tiyatro oyunu: E-miilteci.com,” CNNTURK, 18 Nisan, 2016, https://www.cnnturk.com/kultur-
sanat/sahne/internet-sitesi-degil-tiyatro-oyunu-e-multeci-com-536015.
67Ecer, E-miilteci, 6.
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bicimde bireyin bir yanilsama oldugu oyun diinyasinda, drneklenmeye calisildigi lizere, ii¢ kadin birer
tliketici olarak kiiltlir enddistrisini beslerler. Guatemalali Anaba, Vietnamli Hoa Mi ve Suriyeli Zaynab'in aci
dolu go¢menlik deneyimleri go¢menlik ve miiltecilik sorunlarina ornek teskil ediyor gibi dursa da bu li¢
oyun kisisi hikayeleri ile sosyal medyanin varligini ve de kiiltiir endiistrinin giiniimiiz teknolojik diinyasinda
surdirilusiini destekler. Bir distopya olarak da algilanabilecek bu diizende E-Kacakgi lizerinden sosyal
medyanin kullanimi hem kiltiir endiistrisi kavramina hem de go¢gmenlik ve miiltecilik kavramlarinin algilan-
masina bir elestiri amaci glitmektedir. Bu baglamda hem seyircilerin dikkatini cekmek hem de hedeflenen
elestiriyi aktarabilmek amaciyla kiiltiir endiistrisinin onemli bilesenlerinden reklam olgusu oyun igine
yerlestirilerek aktarilmistir. Bir oyun degil de seyirci sanki bir reklam filmi izliyor edasiyla aktarilan hikayede,
Ecer seyirciye de aktif bir rol bicerek, seyirciye kiltiir endistrisinin bir 6gesi olmakla sisteme ve go¢cmenlik
sorunlarina elestirel bakabilmek arasinda bir se¢cim sansi sunuyor. Ecer'in yarattig distopik fakat renkli
diinyada, bir diger deyisle yaratilan reklam algisinin icerisinde, izleyicilerin ve de okuyucularin, hem kultur
endustrisini hem de go¢menlik ve multecilik olgularini sorgulamak lizere aktif birer rolii bulunmaktadir.
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Abstract Death of England: Delroy, the second monologue in Clint Dyer and Roy Williams’ trilogy (Michael, Delroy, and Closing
Time), debuted on November 4, 2020, but due to COVID-19 restrictions, it closed on the same night. The play depicts
a complicated monologue with fragmented narration, oblique explanations, thoughts, and some dramatic dialogue.
Dyer and Williams consider theatre as a means of revealing relationships, power struggles, and destructive lies of
racism. In the play, the protagonist questions Britain’s island mentality and the validity of national identity, stating
that he has no question that he is British but that the white people are still living on the island. Delroy confronts how
he has been damaged despite his support for Boris Johnson and the accompanying Tory propaganda. He desires
to confront the individuals and the nation who have lied to him. The play portrays society’'s emotional, affective
response to the Brexit campaign, during which people Delroy through the lens of national and racial relations and
the fake news propaganda of post-truth discourse. In a more specific context, the play exposes relations destroyed

by lies.
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Trivialising the Truth and the Humiliation of Identity: Death of England: Delroy | Glineng, 2025
No Truth, No Identity

Introduction

Within technological developments in constant motion, the emergence of fake discourses and fake
news—often produced with deepfake technology- poses a threat to the concept of truth. These devalued
truths bolster the discourses of politicians. The speed at which fake news spreads, fuelled by social media
and partisan journalists, leads society to be imprisoned within the intensity of propaganda supported by
fake news. Discourses of freedom and democracy are core values although individual rights are further
undermined. Moreover, societal identities are systematically destroyed or de-identified through falsehoods.
Propaganda created by intentional false narratives prepared the masses, who acted on their emotions and
ignored other identities, for the post-truth era. This study, therefore, analyses Death of England: Delroy in
relation to post-truth discourse, examining the concept of truth and personal humiliation within the contexts
of justice, racism, fake news, and propaganda.

Death of England is a trilogy written in collaboration between Black playwrights Roy Williams and Clint
Dyer during the early days of the Covid cases in England. The trilogy comprises three plays (Michael, Delroy,
and Closing Time), (plus the film Face to Face). The first part, Death of England: Michael, was staged on 6
February 2020. The first play deals with the subject of racism and questions the concept of the state of the
nation. In the play, a one-man performance, Michael (39 years old and a white member of the working class)
and his father reflect a conventional British national identity with their fondness for football, their support
for the Tories and their vote to leave the European Union." The final chapter, Death of England: Closing Time,
was performed at the Dorfman Theatre at the National Theatre. In the trilogy, we witness “several political
events in Britain's very divisive political climate at the moment, including the UK EU Referendum”.2 Williams
and Dyer focus on topics such as nationalism, racism, and social and political debates. They focus on the
lies told during the Brexit process, like the lies preceding the invasion of Iraq, and broader lies about core
values such as freedom and democracy.

Taking my cue from post-truth discourse and the recent surge of the COVID-19 pandemic, Brexit and
racism, this paper will analyse Death of England: Delroy, the second part of the trilogy. The focus of this
analysis will be on national and racial relations, emotional truths, and the propaganda inherent in post-truth
discourse. This analysis is essential for two reasons: first, this paper will explore the concept of post-truth
discourse as defined by various theorists and authors and analyse post-truth discourse and politics within a
specific historical context; second, in the process, it will explore the relation between post-truth discourse,
politics, racism and Death of England: Delroy. As it delves into post-truth discourse and how the notion of
truth is degraded, Death of England: Delroy will be the main focus of the study. | will also address the growing
issues of racism, xenophobia and propaganda, particularly the role of the government in criminalising black
identity through propaganda and oppression. The expression of black culture in a polyphonic manner serves
as a powerful counter to a traditional racist discourse.

Post-Truth Discourse

When we lack sufficient information about a subject or have not researched it using reliable sources, we
rely on ready-made information, unverified data, and feelings. This approach can lead us to conclusions that
may not be trustworthy or true. People attempt to live in a period where the boundaries “between truth and
lies, honesty and dishonesty, and fictional and non-fictional” phenomena have disappeared, and they prefer

1Aleks Sierz, “Death Of England; Death of England: Delroy.” PAJ, 129, 43, No. 3 (2021): 47, https://doi.org/10.1162/pajj_a_00580.
2Gemma Edwards, “Racism Isn’t Just Someone Shouting at You from a Passing Car: Roy Williams in Conversation with Gemma
Edwards”, Journal of Contemporary Drama in English, 11, No. 1, (2023): 177.
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the fictional simulation universe.? The term “post-truth age” refers to a time when the concept of truth has
lost its significance. The American playwright of Serbian descent Steve Tesich first coined this term in 1992 in
The Nation magazine. Montoya Camacho indicates that “Tesich, when writing about the Watergate scandal
and the Irag war, indicated that at the time we had already accepted we were living in a post-truth era, in
which lies are told indiscriminately and facts are hidden”* and moreover, propaganda is being disseminated
to lie to the public and conceal the truth. Later, in 2004, Ralph Keyes used the term in his book The Post-
Truth Era: Dishonesty and Deception in Contemporary Life. Keyes notes that “Embellished information is
presented as true in spirit, and truer than truth itself”.5> News disseminating media and propaganda serve
up embellished information to the public and present it as the truth. In 2010, David Roberts framed that
“we live in a post-truth politics: a political culture in which politics (public opinion and media narratives)
have become almost entirely disconnected from policy (the substance of legislation)”¢ leading to a political
culture in which “we are rapidly becoming prototypes of a people that totalitarian monsters could only drool
about in their dreams. All the dictators up to now have had to work hard at suppressing the truth...In a very
fundamental way we, as a free people, have freely decided that we want to live in some post-truth world.”’
According to the Oxford Dictionary (2016), post-truth “relates to or denotes circumstances in which objective
facts are less influential in shaping public opinion than appeals to emotion and personal belief”.? As the
Oxford Dictionary defines it, people have started to make decisions based on emotions and perception,
relying on perception management fuelled by fake news and misinformation rather than the truth. Reason
and truth no longer guide individuals. Post-truth is a discourse that ignores the facts, the truths, and the
knowledge that affect individuals and societies. In this postmodern era, people are said to have entered
a simulated universe and “the notion of truth itself was now under scrutiny, for one had to recognise that
in the act of deconstruction, the critic was bringing his or her own values, history, and assumptions to
the interpretation as well".? Power, dominant ideology and fake news created digital prisons where people
imprisoned themselves within the digital prisons of their own creation. Fake news and social media also
create new fictional demagogues controlling everything in this postmodern era and “during the gradual
development of the society the term “post-truth” has taken place of “Demagogue” in the post-modern era”."®
During the Brexit campaign, the propaganda, conspiracy theories, and fake news disseminated by politicians
advocating Brexit reveal that many voters were encouraged into an emotional embrace of the ideas of
the nation and the state of the nation. Politicians create misleading claims, and De Ridder indicates that
“What they have in common is that they are produced through processes that are structurally unreliable,
either intentionally or unintentionally, while their unreliability isn't obvious to producers, distributors, and
audiences”.' The post-truth regime has discarded identities as it has eliminated truth, and lies accepted
as rational have distanced individuals from rationality. Instead of relying on objective facts and evidence,
the truth is often ignored, and lies can be substituted for the truth in support of a fictitious and false
agenda. The notion of post-truth is applicable worldwide given the widespread nature of misinformation
and propaganda. Post-truth discourse is constituted by and encompasses “European and world politics,
Richard Nixon’s presidency, the Vietnam and Iraq Wars, the election of Donald Trump, and Brexit”.'? Politics,

3Ralph Keyes, “Life in a Post-Truth Era”, OkRlahama Humanities, 11, No. 1, (2018): 14.

“Martin Montoya Camacho, “The era of post-truth, post-veracity and charlatanism” (2019).

5Camacho, “The era of post-truth”, 2019.

5David Roberts, Post-truth politics. The Grist, 2010.

7Steve Tesich, “Watergate Syndrome: A Government of Lies.” The Nation, 6, No: 13, (1992): 13.

8World Of the Year. https://en.oxforddictionaries.com/ word-of-the year/ word-of-the-year-2016.

9Lee Mclntyre, Post-Truth. (The MIT Press 2018), 126.

19Gopal Krishna Sharma, “The Post-Truth Era: Ana Analysis with Reference to Contemporary Politics” DLR, 11, No.1, (2019): 1.

11)Jeroen De Ridder, “What’s so bad about misinformation?” Inquiry, 67, No. 9, (2024): 2959, https://doi.org/10.1080/0020174X.
2021.2002187.
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wars, and elections supported by troll tropes cultivate a “new nihilism”'3 because, as Han describes, “in
the age of fake news, disinformation and conspiracy theories, we are losing our sense of reality and its
formal truths”."* We have to deal with political shocks and hyper-mediatisation because the “shocks of Brexit
and Trump in 2016 led to fevered speculations that the world had entered an era where power is gained
through emotional narrative and media spectacles”’. Misinformation, propaganda, social media, and fake
news control communities, and political parties use power to take control of the masses “to create false
consciousness” and not just control but to “colonise” the life of communities. Post-truth “promotes social
pathologies but also limits the democratic, secular, and plural spirits of multicultural nations”.'® Post-truth
politics is generated through propaganda, politics, lies, and denying certified documents. Those who have
seized the throne of truth are busy imposing on society what to think, what to believe, and how to live.
Society is living in a post-truth age, where lies and fake news undermine our ability to think judgmentally and
leech off people’s values. Before the post-truth age, of course, “truth has actually been used and abused”."”
Through the authoritative and official truths or lies, communities were deceived by such dictums as: “The
rich man in his castle, the poor man at his gate. God made them high and lowly and ordered their estate”'®.
Such ‘truth’ encouraged people to believe that class differences were innate and that it was divinely
ordained for the lower class to serve the upper class or for the poor to serve the rich. Today, politicians and
administrators continue to use these authoritative truths or falsehoods to manipulate others. They exploit
the truth to further their own agendas, colonising the values, emotions, boundaries, and rights of those who
have been deceived. Abusive politicians use peripheralising and racist discourses to outvote or govern the
majority.

For that reason, such discourses create otherness, xenophobia and new forms of racism, which “appear
as the enduring or covert presence of inequality, injustice, and racial distinctions”*®. In post-truth contexts,
those in power often seek to dominate groups over which they can exert dominance or scapegoat those
who oppose them, exposing past judgments and traumas?°. In the new racist discourses, they put pressure
on individuals they see as other, causing them to be trapped in their societies. This situation creates social
and political polarisation.

Death of England: Delroy

The second monologue of the trilogy, during the first lockdown, Death of England: Delroy, debuted and
closed on the same night, 4 November 2020. Delroy “is a thirtysomething working-class black man whose
girlfriend, Carly (Michael’s sister), is about to have their first baby. On his way to the hospital, he's in a
hurry, and when he’s unexpectedly stopped by the police, he reacts badly. They arrest him and he misses
his baby’s birth.”2' Delroy “was raised by his Jamaican-born mother and remained silent in that play, though
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his Britishness was questioned and his pro-Brexit politics mocked”.?? The year the play was performed was
also the year of Brexit, which was decided after the 2016 referendum. Additionally, 2016 was the year “post-
truth” was chosen as the word of the year. As in the first series of the post-truth era Death of England
trilogy, racial division is a central theme in Death of England: Delroy. Michel Foucault clarifies that racism
“splits off a single race into a super race and a subrace”.2® Delroy’s race is divided into a subrace. “As the
first function of racism”24, Delroy faces ongoing struggles with societal fragmentation and has experienced
suspicion from society his entire life. He is portrayed as a reflection of the social system, leading to
instances where the police stop and arrest him. The play is a sharp critique of the social structures that
perpetuate racial inequality. It deals with identity, justice, and issues of belonging issues with a disturbing
yet necessary clarity. Delroy’s monologue is a mighty outpouring of words and emotions that forces the
audience to confront the harsh realities faced by many Black Britons. Written with a harsh, rhythmic style
and unflinching honesty, the piece vividly captures the complexity of Delroy’s world in great detail.2> The
social and political polarisation that emerges after the distortion of truth further marginalises individuals
and exacerbates racial segregation.

In the second series, we witness Delroy’s identity confusion on the island and his struggle with his sense
of belonging. Therefore, his discourse is characterised by feelings of anger because he, as a black man, starts
to interrogate his British identity, asking, ‘How British is he'? Despite these inner conflicts, he supports the
island because it is his place of birth:

... I'm a black man. Of West Indian descent, claiming some Rinda Britishness ... on the account of the
fact that | was born here and my grandparents was born in a British colony that ‘reach inna England’
with a British passport in the fifties, and had learnt all the British values there, of not giving a shit
about anybody! Part from their Rin ... I'm a product of this country?¢

Delroy indicates that he is part of this island no less than others; however, he constantly struggles to
convince society of this. Lies and humiliation have shattered his commitment to the island and weakened
his sense of British identity. After being arrested, Delroy is subjected to ongoing humiliation, compounded
by the fact that he is unable to see his daughter, though “she was born eight weeks ago”?’, and nobody,
not even his wife Carly and his best friend Michael, attends court to support him. Delroy interrogates, “Who
am |, how British am 17”28 and revives the notion of the state of the nation. Williams and Dyer indicate that
the play is about “a Black man living in a post-Brexit world. Delroy is born and bred in England: he is a
Londoner and a Brexiteer. For the first time in his life, a series of circumstances happens to him that makes
him think: am | British or not?"2? Delroy starts to question the people, the system, and the institutions he
once regarded as honest and reliable because his confidence has been damaged. This loss of confidence
also brings the problems of the past to the surface:

22 prifa Akbar, “Death of England: Delroy review-brash and brilliant theatre. 5 November 2020, https://www.theguardian.com/
stage/2020/nov/05/death-of-england-delroy-review-olivier-national-theatre-london-roy-williams-clint-dyer.

23Michel Foucault, ‘Society Must Be Defended’: Lectures at the Collége de France, 1975-1976. eds A. Fontana & M. Bertani; Trans.
D. Macey (Picador, 2003), 61.

24Foucault, ‘Society Must Be Defended’, 255.

25“Death of England: Delroy-Review”. https://stagedoorjoe.co.uk/2024/08/23/death-of-england- delroy-review/, 2024.

26Roy Williams and Clint Dyer, Death of England: Delroy. (London: Methuen Drama, 2020), 5.

27Williams and Dyer, Death of England: Delroy, 6.

28Gemma Edwards, “Racism Isn’t Just Someone”, 177.

29Edwards, “Racism Isn't Just Someone”, 178.
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Fuck dat and fuck dem, fuck Michael ... Carly, all of dem island mentality innit. All that European shit
... don’t connect to me, man, as long as my tax ain't too high, why should I care? ...no one cares bout
me. Had no European Union questioning the police stop and search figures for black people here.
Checking up on our black deaths in custodies, black mental health figures ... no European law on dat
is there. ‘Bout he’s cussing me out at his dad’s funeral for voting Brexit.3°

Delroy explains that he voted for Brexit because he believes that the European Union does not support
black people but rather puts pressure on them.

Even before the concept of post-truth, politicians were lying and dissembling. British Prime Minister Tony
Blair's name in the UK was changed to Bliar during the Iraq war that started on March 20, 2003, two years after
9/11. Following the September 11 attacks, the Bush administration, together with fake news, propaganda,
and media powers, started to serve news that manipulated society and even stated that the Iraqi admin-
istration was preparing to use biological and chemical weapons. To gather support for the invasion, Bush
called the British Prime Minister Tony Blair. First, Blair “was audibly taken aback, and he pressed Bush for
evidence of Iraq’s connection to the 9/11 attack and to al-Qaida. Of course, there was none, which British
intelligence knew.”3' Despite this, Blair then ordered British forces to take military action in Iraq, a decision
he would come to regret in the years that followed. Fake news, alternative facts, lies, and the nation’s leading
newspapers caused the death and displacement of civilians, and as Moustafa Bayoumi indicates “The Iraq
war started the post-truth era”.32

Post-truth era politics aims to manipulate how society reacts33. With the rise of propaganda and fake
news, large groups often fail to question and act with their feelings and emotions. During the Brexit
campaign, deceiving or fooling others became an endeavour, an attempt even a habitual state of affairs3.
In 2016, the United Kingdom held a referendum to decide whether to leave the European Union. One of the
most impactful propaganda campaigns carried out before the referendum was the placement of advertise-
ments on buses. The assertion that Brexit would give the financially stressed NHS a weekly increase of £350
million, which was printed on the bus’s side, was demonstrably untrue. After highlighting the mistake, the UK
statistics agency was disappointed, adding that the campaign still hinted that the entire sum could be used
for other purposes.3> This propaganda influenced the vote for Brexit. However, a post-Brexit investigation
into whether such a transfer of money occurred reveals that it did not: “Assuming we accept that definition,
then it is simply and very demonstrably not true to say that Britain “sends” £350m a week to the EU. That
amount of money does not leave (and has never left) Britain each week, nor does it arrive in Brussels.”3¢
As Delroy interrogates, “Am | British or not?” as the community asks why politicians lie to their people.
Post-Brexit politics divided the society and created two opposite poles. Propaganda and advertisements to
vote for Brexit created two poles of “national identity, one white, the other black”.3” Delroy and his wife's
relationship portrays two opposite facets of society. Delroy’s wife Carly, who benefits from white privilege,
is about to give birth to their first child when he is taken into custody and placed in a police cell. He reflects,

30Roy Williams and Clint Dyer, Death of England: Delroy, 7.

31Bruce Riedel, 9/11 and Iraq: The making of a tragedy. (2021). https://www.brookings.edu/articles/9-11-and-iraq-the-making-
of-a-tragedy/

32Moustafa Bayoumi, “The Iraq war started the post-truth era. And America is to blame. (2023). https://www.theguardian.
com/commentisfree/2023/mar/14/iraq-war-9-11-george-bush-post-truth
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“Normally, | would understand, | would just flex this shit off, but this ain’t no normal day, this is the day
when | become a dad”.3® Delroy states that “he has been subjected to such racial profiling since he was 15
years old. However, this particularly hostile encounter makes him realise that he cannot be black British
and remain apolitical.”*® Delroy actually craves his condition and tries to portray his captivated, isolated
and cursed situation:

...Am I cursed? Was Zeus looking down at me from Mount Olympus, going, Oi, Apollo, Let’s fuck with
Delroy today, I'm bored! Cos it bloody felt like he was, but | don’t know if he knew... Zeus that is, cos |
bleeding well didn’t know I'd take to be in there. In a cell... Mate... as soon as they turned the lock... .°

Delroy explains his surveillance, restriction, imprisonment, and silencing by stating that the whole uni-
verse and the gods are against him. In the post-truth period in which he lives, he is marginalised, restricted
and silenced. He has to keep his mouth shut during an ID check; however, in the following part of the play,
he asserts that he has paid his taxes, has never committed a criminal offense, and voted for Boris Johnson:

I have never committed a crime in my life. | voted for Boris, twice. | don’t care that it's fucked up. Is
that not allowed? Am | to be told what | can and cannot do and who | am supposed to be in my own
country? NO! And then the tears started and | thought already I'd fucked it as a dad ... already | was
a dad my Rid would have to not wanna be like or be ashamed of*".

Because of the racist discourse in the society, Delroy becomes a scapegoat in the post-truth environment,
which “creates social and political polarisation, where individuals become entrenched in their own emotions
and beliefs and are less open to cultural diversity”.*2 Delroy is drawn into this polarisation to eliminate the
social and political polarisation in which his feelings and beliefs are buried. Delroy has fulfilled everything
that has been asked of him so far, but he has been deceived, imprisoned, and bothered. Carly is angry with
Delroy for being late to the birth and not being there for her: “Get the fuck out of here. | don’t want to hear
your excuse or explanation.”*3 Although Delroy was born in England and is a British citizen, Carly feels that
he does not truly belong to her and England. She accuses Delroy of making money for imperialist and racist
corporations, while in her own words, she is racist against her husband: “...No ‘oh black people got it rough’,
sick to death of it ... you and your ‘it's different for us’ bullshit, Delroy... like giving multi-national imperialist
racist corporations money makes you Black”#“. To Carly, Delroy remains as the other:

Carly I'll do this on my own, you hear me, on my own. Like | knew | would when we got together, when
I got pregnant, you're the same as all of dem. Grow up, Delroy! Just grow the fuck up will yer ... you're
not in South Africa, bruv, you're e in Hackney ... it ain’ t that fucking hard! ... now get out! Out!.*>
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Just as Carly accepted her husband as the other, after the Brexit referendum, the British government has
marginalised immigrants who are citizens of the UK. Delroy indicates that his mother can't stand Carly...
“well that's not entirely true it's... It wasn’t that she didn’t like white people... like her | guess... | think she
just thought, well, after all the years of pain we suffer from them...”*¢ and he realises that his mother’s
statement of ‘do not trust them' is justified because with the social issues created by post-truth discourse,
even though multinational countries promote democracy, they often restrict the democratic rights of their
citizens, particularly those they regard as immigrants, and even imprison them. Delroy rightly resists his
imprisonment, his inability to attend the birth of his child, and the marginalisation and racism he faces:

ENGLISH PEOPLE! Fucking "ell ENGLISH PEOPLE. I thought. How does she think that makes me feel ... |
know I’'m not in South Africa but the point is if | was, I'd be fucked like them so I feel it, cos we share
that knowledge ...ENGLISH PEOPLE, even when you worship the floor they tread they still can say shit
like dat ... can still not see yer. ‘All dem’, she said | was like all of dem ... what’s that supposed to
fucking mean? The all of who? What kind of narrow-minded bullshit was that? But in truth ... | knew
what she meant*’

Carly’s thoughts reflect the government’s post-truth policies, revealing the truth to Delroy, and Delroy
realises that he will never be one of them. For that reason, Delroy votes for Brexit because, like the rest
of Europe, France, Spain, and Germany, England still treats the have-nots like shit.*® England continues to
engage in racist rhetoric, such as propaganda, lies, and fake news during the Brexit process:

Racist fucking liars, mate. So, | say bring it down, bring it all down! T ear it up, tear it all fucking up!
This is where your old man and the rest of his right-wing nut jobs got it wrong, calling for Brexshit
cos they really thought that would mean they would see a few less brown faces on the streets*®.

England creates social and political polarisation because, class-wise, Delroy states that black people do
all the hard and heavy labour in all segments of society. To despise or exclude them would be suicidal for
Britain. The perception created by events such as Brexit has fuelled an increasing sense of racism in society
accompanied by lies. Even his wife and his best friend act with their feelings instead of their minds.

Inthe court scene, Delroy tries to explain the racist discourses and prejudices from the past to the present
and how they have been chained and prevented:

...also it Rinda assumed you’d be racist and perhaps fall into the same biases as | believe my case
has pointed out... | was prang ... dented, out of shape, prang ... so that ... that’s how I felt rushing
to the hospital and dat, having got the message late ... prang ... excited but ... prang ... which is all
understandable right?>°,

Although the discourses of struggle against racism and for democracy have become more central recently,
Delroy argues that this discourse has not achieved its purpose in society. He believes that restrictions
continue and that the struggle against racism is a lie. In a similar vein, although post-truth discourse
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corresponds historically to the recent period, it has existed for a long time. Both racism and post-truth are
not new challenges in post-truth societies for people of colour. For them, these epistemological, ontological,
and axiological uncertainties are both familiar and profoundly harmful, which is why post-truth critique can
be dangerous3'. As mentioned above, Delroy interrogates the ontological side of his nationality, so racist
discourses continue even in the most advanced countries®2. This process is applicable not only to the black
community but also to the working class. Post-truth criticism, which ignores the working class as well as the
blacks, protects the rights of the upper/patron class as well as the white community and even shows them
as victims. It even endeavours to exonerate them in their social status through fake news and the influence
of the media. In the hospital scene, Carly is depicted as a victim because Delroy cannot arrive on time for
the birth of his child; however, Delroy expresses that he is the actual victim of a post-truth society:

Mum! Please ... just know | see you, Mum ... we see you ... we love you ... we know what you've done
and what you’re doing ... so don’t cry ... | couldn’t help myself ... | can’t help it ... | couldn’t help it ...
it's part of my culture ... my working-class culture ... my British culture ...53.

Delroy and his mother are victims of the system, and they are also representatives of post-truth and
racist nostalgia®#. Racism has already distorted the truth, and even if you are a husband or a very close
friend, racist thought continues its historical influence. Delroy’s mother’s cries, anger, and tears embody this
sense of nostalgia. Delroy is fully aware of everything and hates everyone around him except his mother.
Throughout his life, he has compromised himself but has faced hypocrisy and marginalisation. For Delroy,
the truth about his nation—where he was born and became a citizen—feels artificial, much like everything
else did during the lockdown. The nostalgia, part of a historical process created by fiction and lies instead of
truth, will not change. Within this historical process, the play confronts the themes of lies, hardship, incar-
ceration and marginalisation in a post-truth era. Williams and Dyer’s decision to write and portray societal
problems through the theatre is a powerful testament to the importance of truth and their commitment to
representing it to the audience.

Conclusion

Post-truth discourse, fuelled by manipulation, fake news, social media, and propaganda, promotes
xenophobia and racist discourse through the act of othering. Although Delroy was born on the island and
deeply rooted in his sense of belonging, he finds himself in a poignant struggle. He is unable to witness the
birth of his own child. In addition to being marginalised by politicians, Delroy also faces exclusion from his
white family members. He does not believe in the propaganda supporting Brexit and actively tries to expose
the misleading political narratives in the UK and the whole of Europe. The transformation of Tony Blair into
“Bliar” and the change of white lies into black lies are alarming indications of the power of propaganda on
society. The state of being arrested is one of the sociocultural pieces that Delroy deals with. Delroy’s arrest
represents the captive situation of black identity in Britain. His mother’s warnings, cravings, and Delroy’s
captivity all portray the perpetuation of racism.

Delroy recognises that shameless double-dealing continues to prevail, but he also understands the
importance of truth in this post-truth era. He realises the unsettling truth that nothing will change unless

51Robert Mejia, Kay Beckermann & Curtis Sullivan, “White lies: a racial history of the (post)truth, Communication and Critical/
Cultural Studies”, 15, no.2, (2018): 113.

52Tommie Shelby, “Ideology, Racism, and Critical Social Theory,” Philosophical Forum, 34, no.2, (2003): 184.

53Roy Williams and Clint Dyer, Death of England: Delroy, 36-37.

54Robert Mejia, Kay Beckermann & Curtis Sullivan, “White lies: a racial history of the (post)truth”, 117.
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the truth is upheld. In this post-truth era, that realisation is indeed a truth. Issues surrounding immigrants,
racism, interrogation of the identity, xenophobia, and post-truth remain unresolved. The manipulation of
politicians and rulers promotes racist discourses and social polarisation and harms familial and social
relationships. Post-truth politics can adopt racist and libertarian discourses at one time and racist and
totalitarian discourses at another. Death of England: Delroy is a manifesto that addresses the state of the
nation and the struggles experienced by individuals who often seek their identity within the territories
allowed by the nation.
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Bringing Closer the Distant Land Called Elderliness: The Interweaving of

Form and Content in Mohamed Al Khatib's La vie secréte des vieux (The
Secret Life of the Elderly)

Ozlem Hemig1 © &<
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0z Bu makalede 78. Avignon Festivali'nde yer alan, Mohamed El Khatib'in yazip yonettigi ve sahnede kendisinin de
kolaylastirici olarak yer aldigi La vie secréte des vieux (Yaslilarin Gizli Yasami) adli oyunu incelenmektedir. Yapit,
yaslilarin cocuklastirilmasi, huzurevlerinde ve bakimevlerinde aldiklari hizmetlerin niteligi ve saglik kosullarinin
aksine sosyolojik inceleme alanlarr disinda kalan ve yaslilarin yasamsal sorunlari arasinda gorulmeyen ask hayat-
larini ele alir. La vie secrete des vieux, askin insani yasama baglayan nivesini, askin fiziksel yoniing, temasin anlamini
huzurevlerinde yasamakta olan yetmis bes yas ustu bireylerin bizzat kendilerinin sahne Ustlinde bizzat anlattiklar
bir calismadir. Khatib'in bu oyununun ayirt edici 6zelligi yaslilarin kendilerini anlatmasina olanak vermesi, toplumun
farkli katmanlarinin birbirini anlamasina bir zemin olusturmasi ve bu yolla kusaklar arasi kopri kurmasidir.
Makalenin amaci belgesel tiyatro ile kamu yararina tiyatro gibi tirler arasinda siniflandirilmayi tercih etmeyen
Khatib'in tiyatroya yaklagimini arastirmak, bicim ile icerik iliskisine odaklanarak sanatginin kendi olusturdugu 6zgln
bicimin kaynaklarint incelemektir.

Abstract This article examines La vie secréte des vieux, a play written and directed by Mohamed Al Khatib at the 78th
Avignon Festival. The work does not address issues that are often overlooked in sociological studies, such as the
infantilisation of the elderly and the quality of care facilities' services; instead, it highlights their love lives, which are
not considered vital problems among the elderly. The play is a study that explores the essence of love that connects
individuals to life, narrated directly by individuals over 75 living in nursing homes on stage. Al Khatib's distinguishing
feature in this play is creating a foundation for different layers of society to understand each other and thereby
building intergenerational bridges. This article aims to analyze Al Khatib's theatrical style, which resists strict genre
classifications, such as documentary or community theater, and highlights the interplay between form and content
in his innovative work.
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Extended Abstract

This article focuses on the play La vie secréte des vieux (The Secret Life of Elderly), which presents elderly individuals
who transcend societal norms and general perceptions about aging, questioning the visibility and acceptance of
their often-overlooked or unacknowledged love lives. It examines how artist, writer, director, filmmaker and actor
Mohamed Al Khatib’s approach, which allows the elderly to freely express their love, vitality and desires, can provide
a new perspective that fosters mutual understanding among different levels of society regarding aging.

One of the most striking works of the 78th Avignon Festival, La vie secréte des vieux, performed from 4-19 July 2024,
makes visible the commitment to life of a group acutely aware of the path toward death, challenging preconceived
notions about the elderly. The inclusion of La vie secréte des vieux in the main festival programme, with numerous
performances, indicates that the proposition offered by the artist is deemed worthy of sharing with a broad audience
by the festival, which introduces prominent trends in world theater to attendees. Al Khatib produces works that
intersect performance, literature, and cinema, aiming to expand opportunities for encounters that unite art with
those who lack access to it through personal and social narratives. They aspire to produce theater that strengthens
dialog between different layers of society, including minorities and the majority, and triggers a transformation toward
reconciliation. La vie secréte des vieux enables the artist to achieve their goals.

Al Khatib’s La vie secrete des vieux carries the significant mission of being the voice of those who have accumulated
vast life experience, contributed meaningfully to life, and survived difficult circumstances, yet now find themselves
largely excluded from society. They highlight their issues without falling into didacticism, without launching mani-
festos, and without making the audience feel guilty, but rather subtly holding them accountable by drawing attention
to aspects of aging often overlooked.

The La vie secréte des vieux, on which this article focuses, has been created with an approach that paves the way for
non-professional elderly individuals aged 75-91 to express their own stories and thoughts on stage. The performances
of these individuals, who are regular theater-goers,but not actors, offer a vibrant impact as they articulate a personal
matter through their own experiences. By tracking the phenomenon of aging in individual and collective stories, Al
Khatib draws attention to this issue, viewed from a distance, spanning the range from the youngest segments of the
population to groups closest to the threshold of old age. Their instruments differ. For instance, the play features
a meta-theatrical finale. This structure facilitates empathy with the characters while maintaining a balance in the
tragicomic rhythm of the performance. The themes of love and aging connect each scene and participant's story. The
revelation of the hidden and intimate serves to render visible an otherwise invisible layer of society. This visibility
carries a social function; it leads to an understanding of a layer as inhabited by living individuals through their stories.
Furthermore, this visibility has a political function; a visible problem imposes responsibility on political powers. The
text establishes balance in this regard as well.

The sensitivity with which the artist approaches the subjects without objectifying them is essential for creating an
environment in which those who come forward to share their own stories feel secure. To achieve this, Al Khatib has
effectively crystallized the working methods of the artist's theater, which encompasses socially beneficial practices
described as social drama, community theater, applied theater, issue-based drama, and transformational theater,
through practices aimed at creating a safe environment, as well as the documentary theater's engagement with the
stories of real individuals.
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78. Avignon Festivali'nin en carpici islerinden olan, 4-19 Temmuz 2024 tarihleri arasinda gosterilen La
vie secrete des vieux (Yaslilarin Gizli Yasami), yaslilar ile ilgili pesin hiikiimleri alasagl eden bir tutumla
oliime dogru giden yolun son derece farkinda olan bu grubun yasama bagliliklarini goriniir kilar. Toplumun
goriinmez katmanlarinin sesi olmanin ve onlarin goriinirligiini, sorunlarinin dile getirilmesini, farkl
deneyimlerin ve hikayelerin sahnede kendilerine yer bulmasini 6nemseyen bir yazar, yonetmen ve oyuncu
olan Mohamed El Khatib bu oyunda yasli bireyleri genel algiyi asan bir temsille sahneye tasir ve onlarin
gormezden gelinen ya da varligina ihtimal verilmeyen ask hayatlarinin toplum tarafindan goriinurliguni
ve kabuliinu sorunsallastirir. EL Khatib'in daha once 2012'de Avignon Off'ta gosterilmis olan Grand Prix de
Littérature Dramatique Odiillii Finir en beauté'si (Giizellikle Bitirmek) ile bir kez daha 2024'teki Off Festival'in
prestijli sahnelerinden La Manufacture'de yer almasi ayni zamanda ana festival programina La vie secrete
des vieux'niin ¢ok sayida gosterimle girmesi sanat¢inin sundugu estetik 6nermenin diinya tiyatrosunun one
cikan egilimlerini seyirciyle tanistiran bu iki paralel festival tarafindan genis seyirci yelpazesiyle paylasmaya
deger bulundugunu gostermektedir.

Buradan hareketle bu makalede La vie secréte des vieux adli oyunda, bigim ve igerigin orgusiine
odaklanilarak, El Khatib'in yaslilarin ask, canlilik ve arzularini 6zgiirce ifade etmelerine imkan taniyan
yaklasimiyla yaslilik konusunda toplumun farkli katmanlari arasinda karsilikli anlayisa olanak taniyabilecek
yeni bir perspektifi nasil ortaya koydugu arastirilmaktadir.

El Khatib’in bir temizlik iscisi olan Fas kokenli annesiyle hasta yataginda yaptigl soylesinin kaydi
esliginde gerceklestirdigi tek kisilik performansi Finir en beauté ile La vie secrete des vieux yaslilik ortak
paydasinda bulusmaktadir. Her iki oyun da blyiik bir yasam deneyimiyle, uzun yol kat etmis, hayata anlam
veren katkilarda bulunmus, zor kosullarda ayakta kalmis simdi bir kenara ¢ekilmis insanlarin sesi olmak,
onlarin sorunlarini didaktizme diismeden, manifestolar savurmadan, seyirciyi suclu hissettirmeden ama
biraz da sorumlu kilarak; ¢cok bakilmayan noktalara gozleri cevirerek dikkat ¢ekmek gibi 6nemli bir misyon
tasimaktadir.

Bu makalenin odaklanmis oldugu La vie secrete des vieux, 75-91 yas araliginda oyuncu olmayan yaslilarin
sahnede kendi hikayelerini ve diisiincelerini ifade etmelerine zemin hazirlayan bir yaklasimla olusturul-
mustur. Tiyatroyla ilgili, iyi birer seyirci olan ancak oyuncu olmayan bireylerin sahnedeki performanslari
kendilerine ait bir meseleyi kendi deneyimleri lizerinden ifade etmeleri sayesinde canli bir etkileyicilik
sunar. Bireysel ve ¢ogul hikayelerde yaslilik olgusunun ardina diisen El Khatib, bu yapit sayesinde niifusun
en geng katmanlarindan yasliligin sinirina en yakin gruplara kadar olabildigince uzaktan bakilan bu olguya
dikkat cekmektedir. Calismalarinda toplumun goriinmez kesimlerini goruniir kilmayi listlenmis sanat¢inin
ele aldigi konulari nesnelestirmeden, incelikle yaklasma konusunda hassasiyeti sahneye kendi hikayelerini
anlatmak iizere ¢ikan kisilerin giiven duydugu bir ortam yaratmak igin elzem goriinmektedir. Bu amacla
sosyal drama, kamu yararina tiyatro (community theatre), arag olarak tiyatro (applied theatre), sorun odakli
tiyatro (issue based drama) ve donlisiimsel tiyatro (transformational theatre) olarak nitelenen toplumsal
fayda odakli calismalarin giiven ortami yaratmaya yonelik alistirmalarindan, gercek kisilerin hikayeleriyle
olusan sahne metninin belgesel tiyatroyla temasina uzanan ¢alisma yontemini ve tiyatrosunun tiiriini
sanatginin yolculuguyla iliskisine bakarak billurlastirmak mimkiin goriinmektedir.

Mohamed El Khatib ve Tiir Tespitine Direnen Bir Tiyatro

Yazar, yonetmen, film yapimcisi sanatgi Mohamed El Khatib (1980) kisisel ve toplumsal hikayeler
araciligiyla, sanati ve sanata erisimi olmayanlari bir araya getiren bulusma olanaklarini ¢ogaltmay! hede-
fleyen performans, edebiyat ve sinemanin kesistigi yapitlar iiretmektedir. 2008 yilinda kurulmasina onciiliik
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ettigi kolektif Zirlib, "estetigin politik anlami yoktur" siariyla bir araya gelen, farkli ge¢mis ve kiiltiirlerden
yazarlar, oyuncular, arastirmacilar, danscilar, kameramanlar ve miizisyenlerden olusan bir ekiptir." Zirlib
kolektifini olusturan sanatgilar cagdas yaratimi bir deneyim, en zorlu estetik boyutun giindelik yasamla
yiizlesebilecegi bir eylem olarak kavradiklarini belirtmekteler.2 Uretimlerinin odak noktasinda karsilasmalar
yer almakta; bir temizlikci kadinla, bir koyun cobaniyla, ebelerle, bir denizciyle ve futbol taraftarlariyla
karsilasmalarinin ardindan icten ve giiclii olarak nitelendirilebilecek sahneler kurmaktalar.® Zirlib calis-
malarini Fransa ve yurtdisinda sahne sanatlarinda ¢agdas yapitlar, sanat ve sosyal bilimler arasindaki iliski
uzerine arastirmalar, kiiltiirel cevrelere en uzak insanlarla birlikte gerceklestirilen sanatsal eylemler olmak
uzere li¢ alanda surdiirmektedir.* Topluluk, glinimiizde ureten sanatgilarin sarfettigi estetik ¢abanin ve
eylemlerin bugiiniin tiyatrosunu bigimsel olarak sorgulayarak toplumun en kirilgan gruplarina bir siginak
olusturmasi gerektiginin altini cizmekte; sanatsal pratigi "eylemlerin giizelligi araciligiyla rahatligin, mesajin
radikal dogasiyla ozglirlesmenin ve misafirperverligin bir alani olarak" tanimlamaktadir.> Gorsel sanatgl
Christian Boltanski'nin altmis yas lsti her insanin "basli basina bir miize" oldugunu ve bu nedenle binlerce
canli mikro miize yaratmak gerektigine yonelik sozlerine dikkat cekerek kendi tiyatrolarini boylesi bir
modelle gerceklestirmek istediklerini ifade etmekteler.®* Tam da bu nedenle La vie secréte des vieux gibi bir
oyun onlarin hedefleriyle bulustuklarini gostermektedir.

Kolektifin kurucu ismi Mohamed El Khatib bir sanayi bolgesi olan Loiret'te yasamis is¢i bir babayla
temizlik isgisi bir annenin ogludur. Cografya ve sosyoloji okuduktan sonra seyirci merkezli bakisla tiyatro
elestirisi Uzerine bir tez yazmistir.” 2003 yilinda Avignon Festivali'nin sahne sanatlari ¢alisanlarinin grevi
nedeniyle iptal edilmesi uzerine olusan canli tartismalardan ¢ok heyecanlanarak giindemdeki "Tiyatro
yapmall miyiz? Tiyatronun amaci ne?" gibi sorular iistiine diistinerek "o giin tiyatronun politik olabilecegini,
bir agora olabilecegini fark ettim" diyen El Khatib tiyatro yapmak lizere ¢alismalarina baslamistir.8 2004
yilindaki Avignon Festivali'nde, dezavantajli ¢cocuklar icin tiyatro kamplari diizenleyen CEMEA (Centres
d’Entrainement aux Méthodes d’Education Active) ile calismasinin ilerideki tiretimlerinin metodunun erken
habercisi oldugu soylenebilir. Bu merkezde toplumsal faydaya yonelik, tiyatro uygulamalarinin arag olarak
kullanildigl, seyirciden ziyade katilimcilarinin doniismesini hedefleyen, egitim amacli calismalar yapilmak-
tadir.? Burada calismalar yonetmek El Khatib'in profesyonel calismalarina zemin hazirlamistir.

El Khatib’in yaratim diinyasinin esin kaynaklari arasinda ¢ok kaltiirlu, ¢ok dilli, yenilik¢i ve disiplinler
arasl isleri olan sanatgi Jan Lauwers'in (Needcompany) eserleri, koreograf Sacha Waltz, ydnetmen Thomas
Ostermeier, yazar Rodrigo Garcia da vardir.’® Bu referanslar toplumun farkli katmanlarina agikligi savunan,
sanatin islevini degisimin etkilerini hesaba katarak toplumcu diinya goriisii dogrultusunda bicimlendiren
sanatgilari isaret etmektedir.

"Mohamed El Khatib, Zirlib, erisim tarihi, 21 Mart 2025, https://zirlib.fr/info.php.

2E( Khatib, Zirlib.

3El Khatib, Zirlib.

“El Khatib, Zirlib.

5El Khatib, zirlib.

SEl Khatib, Zirlib

7El Khatib, Zirlib.

8Marie-Josée Sirach, "Festival D'Avignon:' Le théatre peut participer symboliquement a ['mancipation des gens) estime
Mohamad El Khatib", I'Humanité, 5 Temmuz, 2024. https://www.humanite.fr/culture-et-savoir/festival-davignon/festival-
davignon-le-theatre-peut-participer-symboliquement-a-lemancipation-des-gens-estime-mohamed-el-khatib.

9CEMEA, (Centres d’Entrainement aux Méthodes d’Education Active) Aktif Egitim Yontemleri Egitim Merkezleridir. 1966'da
kurulmustur. Yeni Egitim akimina katilan aktivistlerden olusan bir harekettir. Etkin egitim yontemlerini uygularlar. Bkz. “Qui
sommes-nous?”, CEMEA, 2025. https://cemea.asso.fr/qui-sommes-nous.

19Sirach, "Festival D'Avignon:' Le théatre peut participer symboliquement a I'mancipation des gens', estime Mohamad El
Khatib".
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Zirlib'i kurduktan sonra El Khatib'in yazdigi ilk iki oyunu cesaret veren elestirilerle karsilanmistir.’!
DOonliim noktasi olarak nitelendirilebilecek olan Moi, Corinne Dadat (Ben Corin Dadat 2015) adli eserinde,
bir temizlik¢i kadina ve bir klasik dansgiya yeteneklerini degerlendirmeleri igin bir zemin hazirlamis,
glinlimiiz is¢i sinifinin meselelerinin kesfini Stadium (2017) adli anitsal olarak nitelenen bir yapitla siirdiir-
mistiir. Calisma siirecinde Lens Racing Club futbol takiminin elli li¢ taraftarini davet ederek, onlardan
Fransa'nin bu isci sinifi bolgesindeki issizlik, dayanisma ve takim ruhunu anlatmalarini istemistir. Oyun,
devre arasiyla birlikte doksan dakikalik bir siire icinde toplumsal ve bireysel gercekligin bir 6zetini sunmaya
odaklanmistir.’> Mohamed El Khatib sahnede, misafirlerini, amigo kizlari, bandoyu ve bir futbol maginin
tlim neseli unsurlarini -maskotlari, patates kizartmasi arabasini vs.- sanatsal bir tutumla Marcel Duchamp’in
hazir nesnelerine benzer bir sekilde sahneye dahil etmistir. El Khatib’in bu is icin yaptigl calisma sonraki
calismalarinin da yontemidir: Ozellikle bazi toplumsal ve politik kliselere elestirel bakisini derinlestirmek
icin Lens'te bir yildan fazla zaman gecirerek yerel halkla tanismis, yakinlasmis ve glivenlerini kazanarak
roportajlar gerceklestirmistir.”® Oyun, elestirmenlerin tereddiidiyle karsilasmasina karsin gisede blyiik
basari gostermistir. EL Khatib’in aldig1 elestirilerin bir kismi onun islerinin oyuncu olmayan kisilerle “kamu
yararina yapilan calismalar” olmasidir.’ Aslinda bu tanimlama da sanatcinin ligine yonelik, onu ana akim-
dan ayiran bir kategorilendirme olarak goriinmektedir. Kamu yararina tiyatro genellikle halkevleri, belediye
sosyal hizmetler merkezleri, mahalle evleri, sivil toplum orgiitlerinin mekanlari gibi alanlarda katilimcilarin
yakinlarina ve komsulara gosterilen etkinlikledir. El Khatib calismalarini profesyonel sahnelere tasidiginda,
ozellikle oyuncu olmayan kisilerin performanslarindaki ictenlikle ortaya koyduklari meselelerdeki giiglii bir
sesin duyulmasina yol agar. Boylece tam da bakilmaktan imtina edilmis konulara goziinii kapamis olanlar
bu uyarana tepki verirken soylemlerini konvansiyonel beklentilerinin karsilanmayisiyla agiklarlar.

El Khatib tiyatrosunun toplumun farkli katmanlarinin, azinliklarin ve ¢ogunlugun birbiriyle diyalogunu
giiclendirdigi ve uzlasmaya dogru bir donusiimu tetikledigi siirece bildigi yolda devam edecegini belirtir.
Stadium basarisinin ardindan pes pese oyunlar yapan El Khatib, bosanmis ebeveynlerin ¢ocuklariyla,
form degistiren ailelerinin olusan yeni hikayelerini 8 yas grubuyla calisip sahneye cikararak sorgularken
yine Avignon’daki CEMEA deneyimlerinden yararlanir, yapit profesyonellere ayrilmis festivallerde kendine
yer bulur. Sahne projelerine paralel olarak, bircok sanatgi ile is birligi icinde plastik arastirmalar gelistirir.
Savoie'de, plastik sanatlar alanindan Uriin veren sanatgi Valérie Mréjen’in yaninda, bir yasli bakim evinde
bir sanat merkezi projesi baslatip gerceklestirir.'®

Zirlib'in web sayfasinda El Khatib'in calismalarina yonelen soru isaretlerinden soz edilir. "Bu belgesel
tiyatro mu, gercekligin bir dramaturjisi mi?" ya da "karakterler nerede? Kurmaca nerede? Bu, hala tiyatro
mu?" sorulari arasinda uretmeye devam eden El Khatib, seyirciyi rahatlatan bir konfor alani sunmak yerine
sinirlari zorlayarak tiyatronun konvansiyonel seyircisini toplumsal uzlasmanin imkanlari lizerine diisinmeye
davet etmekten yana israrcidir.’® Fransa'daki sag tandansli diistincenin ayrimci soyleminin Fransa'nin farkli
kilturlerden gelen sakinlerine yonelik onyargilarindan ¢ocuklugundan bu yana nasibini alan Fasli bir isci
ailesinin oglu olan El Khatib’in ¢alismalarina uzlasma hedefini koymus olmasi bir anlamda kendi yasamsal
cizgisi agisindan elzem goriinur. Nitekim toplumsal faydaya, kaynastirmaya ve uzlasmaya odaklanan tiyatro-
suyla El Khatib ve Zirlib, sozlesmeli olarak Kiiltiir Bakanligi ve DRAC Centre-Val de Loire tarafindan, Centre-Val
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4Sirach, "Festival D'Avignon:' Le théatre peut participer symboliquement a I'mancipation des gens', estime Mohamad El
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de Loire Bolgesi ve Orléans Sehri tarafindan desteklenmekte; Paris'teki Théatre de la Ville, Briiksel Ulusal
Tiyatrosu ve Bretagne Ulusal Tiyatrosu (Rennes) ile is birlikleri yaparak tiretmektedir.”

El Khatib'in tiyatrosunda zorlu iceriklerle ve oyuncu olmayan insanlari profesyonel tiyatro ve festivallere
tasiyan oyunlarin beslendigi kaynaklar cesitlidir. Bir yanda kokiinii Erwin Piscator'da bulacagimiz toplumu
donistiirmeyi hedeflemis, gelecegi iyilestirmeyi arzulayan politik tiyatronun i¢inde duran belgesel tiyatro
ve onun hemen altinda yer alan verbatim tiyatronun calisma prensipleri goze carpar. Nitekim Mohamed
El Khatib'in tiyatrosu ¢ogunlukla belgesel kategorisinde degerlendirilir. Odaga aldigi konulara maruz kalan
gercek kisilerle uzun soluklu bir iliski kurarak ¢alisan ve gercek hikayeleri toplayarak metinleri olusturan
El Khatib’in calisma alani bir tarafiyla bu basliklar altinda anilabilir kuskusuz. Peter Weiss'a gore belgesel
tiyatro, “haber” sunan bir tiyatrodur ¢linkii calisilan konuda amaca uygun olarak elde edilen -tutanaklar,
mektuplar, istatistikler, resmi finansal agiklamalar, gesitli kurum ve kuruluslarin raporlari, hikiimetlerin
aciklamalari, verilen roportajlar, tanikliklar gibi- verileri “toplumsal ve siyasal” bir odaklanmayla “yeniden
diizenleyerek” sunar.'® Verbatim tiyatro ise gercek kisilerin soylemis oldugu sozleri oldugu gibi kullanan
bir formdur.”® El Khatib, toplumsal bir sorunu tespit etme ve isleme asamalarinda belgesel tiyatronun
kullandigi yontemlerle bulusur; barindirdigi elestirel bakisin politik gliciinden sahneye yansiyan gerceklik
ve 0z, boylece percinlenir. Ancak sanatc¢i toplumsal siniflar da dahil olmak uizere her tiirlii siniflandirmanin
urettigi ayrimciligin tehlikelerinden kaginmak, tiyatrosunun belli bir tanimin iginde sinirlandirilmasinin
tasidig indirgemecilikten imtina etmek gerektigini diisiinmektedir:

Ben tiyatro yapiyorum, nokta. Tiyatro her tiirlii bicimi barindirabilir ve geriye doniip baktigimda,
“belgesel” etiketinin, sanki mesru bir tiir ve belgesel olarak etiketlenmis bir alt tiir varmis gibi
bir indirgeme yapmaya ¢alistigini fark ettim. Bununla birlikte algilar degisti. Bazilarimiz artik sivil
toplumdan insanlarin sahneye ¢cikmasina izin veriyor ve daha once goriinmez olan hikayelere ses
veriyor.2°

El Khatib’in goriinmeyen toplumsal katmanlari goriiniir kilmak refleksi belgesel tiyatrodaki haber verme
islevini yerini getirmekte, verbatim tiyatrodaki gibi gercek kisilerin sozlerini kullanmaktadir, ancak bir
noktada “profesyonel” tiyatroyla yolunu ayiran bir yonelimle, bu sozlerin sahiplerini sahneye tasimakta,
metni diizenlemekte ancak metni merkeze almamaktadir. El Khatib, belgesel tiyatro baslig altinda islenen
oyunlarin onemli bir kismindan farkli olarak islerinde sahneye hikayelerin gercek sahiplerini ¢ikarmakta;
profesyonel oyunculardan ¢ok odaklandigi konularda dogrudan etkilenen, arastirma siirecinde yer almis,
hikayeleriyle orada var olan insanlarla calismayi tercih etmektedir. Belirledigi baslik altinda bir araya
getirdigi kisilerin hikayelerini dinlemek i¢in, bir siire onlara katilarak gliven kazanmakta, soylesiler gercek-
lestirmekte ve sahne metnini bu ¢alisma diizeninde, yani profesyonel oyuncu olmayanlarla ¢alismanin
getirecegi riskleri hesaplayarak bicimlendirmektedir. Dezavantajli gruplarla, onlarin sorunlarini dinleyerek
katilimcilari sahneye tasiyan, siirecin katiimcilar iizerindeki iyilestiriciligine odaklanan ve farkli gruplar
arasinda empati gelistirmeyi hedefleyip kamu yarari gozeten (community theatre), arag olarak tiyatro ya
da uygulamali tiyatro (applied theatre) olarak Tiirkcelestirilen sosyal formlarin kimi araglar ¢alismalarin

17EL Khatib, Zirlib.

8peter Weiss, “Belgesel Tiyatro Uzerine Notlar”, 20. Yiizyilda Tiyatro icinde, ed. Aziz Calislar, (istanbul: MitosBoyut Yayinlari,
1993), 218-219.

19Cyrielle Garson, Beyond Documentary Realism: Aesthetic Transgressions in British Verbatim Theatre, IX.

20Sjrach, "Festival D'Avignon: 'Le théatre peut participer symboliquement a I'mancipation des gens', estime Mohamad El
Khatib".
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yontemini belirlemektedir.?! El Khatib tiyatrosunun hedefleriyle ortiisen bir estetige varmak icin kendine
0zgu bir melez yapiyla kolektif ilkelere tutunarak ilerlemektedir:

Toplumsal dénlisiim benim itici gliciim. Cok uzun zamandir sahne burjuva tiyatrosunun egemenligi
altindaydi. Simdi baska bedenler gormenin, baska sesler duymanin zamani... Ya anlatilarin homo-
jenlesmesine boyun egecegiz ya da baska hikayelerin duyulmasina izin verecegiz. Tiyatro insanlarin
ozglirlesmesine sembolik bir katkida bulunabilir. Bugiin benim tiyatroya olan arzum da burada
yatiyor.??

El Khatib, estetik diizlemde kamusal tiyatronun ya da sosyal dramanin ¢ogunlukla ¢alisan grubun istiine
kapanan diinyasindan ¢ok daha zengin bir prodiiksiyon tutumuyla, seyirciye yapilan isin kalbini acan bir
evren yaratmak icin yeni bir sahne dili liretmis goriinmektedir. Bu dil bir anlamda Richard Schechner'in
fayda/etki-eglence orgiisii dedigi diyagramla topluluk ruhunu tazeleyerek kurulmustur.?® Toplumsal faydaya
hizmet eden tiyatral egzersizleri kullanarak, sanatin toplumsal ve politik amaca hizmet etmesi igin orgiitlen-
mis belgesel tiyatronun bilimsel bir refleksle gazetecilik sergiledigi arastirma asamasindan gecerek, ustiine
calistigi konuyu bir calisma nesnesi degil, sanat yapitinin 6znesi pozisyonuna taslyarak ve dolayisiyla
profesyonel sahnelerde oyun izleme aliskanligindaki seyirciyle islerini bulusturarak bir cifte islevi yerine
getirmektedir. Oncelikle yapita hikayeleriyle katilanlari icraci kilarak siirecte kendilerini iyi hissettirmek,
ikincil olarak kendi yasam alanlari disinda kalan toplumsal katmanlarin sorunlari ve miicadele alanlariyla
karsilasan konvansiyonel tiyatro seyircisine baskalarinin yasanti giicliikleriyle karsilastirarak bir empati ve
diyalog alani agmaktir. Bu ¢ifte islev, tiyatronun toplumdaki doniisiimsel giiciine bir ornek teskil etmektedir.

Goriinmeyen Bir Olgu Olarak Yaslilik

Mohamed El Khatib de 75 yas ve lizeri bireylerle bulusarak, onlarin hikayelerini dinleyerek olusturdugu
La vie secrete des vieux, toplumun yasli kesimine dikkat ceken bir calismadir. Yas, biyolojik siireclerle iliskili
olmakla birlikte sosyal olarak da sekillenir. “Kimin gen¢ ya da yasli sayilacagi kismen baglama, amaca
ve kiiltlire baglidir”.2* Nitekim fizyolojik bir siire¢ olan yaslilik igin glincellenmis baslangic, yollari siklikla
kesisen ve bircok baslik altinda birlikte calisan iki kurumda farklidir: Yaslilik, Birlesmis Milletler (UN/BM)
tarafindan 65, Diinya Saglik Orgiiti (WHO/DSO) tarafindan 60 yas ve Ustii olarak belirlenmistir.25 Saglikli
yaslanma, yaslilikta refahi miimkiin kilan islevsel yetenegin gelistirilmesi ve siirdiiriilmesi olarak tanimlan-
maktadir. Tum fiziksel ve zihinsel kapasitelerinin birlesimiyle bir bireyin icsel kapasitesi olan islevsel
yetenek, en genis anlamiyla fiziksel, sosyal ve politik aidiyetleri iceren, icinde yasanan cevre ve bunlar

21yygulamali ya da arag olarak tiyatro, donlisimsel tiyatro (applied theatre; transformational theatre) okullar, hapishaneler,
huzurevleri, siddet ve istismara maruz kalan cocuklarin bulundugu sosyal hizmet merkezleri ya da yetimhaneler, milteci
kamplari ve siddet magduru kadin gruplari gibi cesitli alanlarda baglamsal olarak sanatin toplumsal fayda icin uygulanmasina
odaklanir. Bu alan sanatin toplumlar iizerinde bir etkisi olabilecegi ve sosyal degisim yaratabilecegi fikrine dayanarak gelistir-
ilmistir. Bkz. K. Freebody, M. Balfour, M. Finneran, ve M. Anderson, Applied Theatre: Understanding Change (Switzerland: Springer,
2018), b.a.

22Gjrach, "Festival D'Avignon: 'Le théatre peut participer symboliquement a I'mancipation des gens', estime Mohamad El
Khatib".

23Richard Schechner, Performance Theory (New York: Routledge, 2003), 160-163.

24“Global report on ageism”, World Health Organization. Yayin tarihi 18 Mart, 2021. https://iris.who.int/bitstream/handle/
10665/340208/9789240016866-eng.pdf?sequence=1.

25Antonio Guterres, “2024 Theme: Ageing with Dignity: The Importance of Strengthening Care and Support Systems for
Older Persons Worldwide”, United Nations. Yayin tarihi 1 Ekim, 2020. https://www.un.org/en/observances/older-persons-
day ve “Maternal, newborn, child and adolescent health and ageing data portal”, World Health Organization. Yayin
tarihi 2025. https://platform.who.int/data/maternal-newborn-child-adolescent-ageing/indicator-explorer-new/mca/number-
of-persons-aged-over-60-years-or-over-(thousands).
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arasindaki etkilesimler tarafindan belirlendigi vurgulanmaktadir.26 DSO'ye gore, diinyanin hangi lilkesinde
yasanirsa yasansin her insan uzun ve saglikli bir yasam siirme firsatina sahip olmalidir. Ancak cevreden
cevreye farkli ortamlar, davranislar, hava kirligi ya da siddet gibi saglik risklerine maruz kalmak, saglik
ve sosyal bakim hizmetlerine erisim olanaklari ve yaslanmanin kosullari lizerinde etkili durumlardir.2’ Bu
nedenle diinyayi yaslilar igin yasanabilir hale getirmek amaciyla saglik ve sosyal bakim, ulasim, konut ve
sehir planlamasi calismak, yasli niifusunun hizla arttigi diinya demografisinin temel ve acil bir eylem planlari
olusturulmaktadir.28 Ote yandan bu konudaki alt yapi sorunlarini 6nemli él¢iide ¢6zmiis “cok yiiksek insani
kalkinma diizeyi endeksi"nde yer alan iilkelerde?® birer birey olarak ele alinan yaslilarin cinsel yasamlari
tizerine de diislinceler iiretilmektedir. Ornegin Amerika'da yaslilar bir cinsel azinlik olarak nitelendirilerek
yasli insanlarin saglikli bir cinsel yasam siirdiirebilmeleri icin destek alabilecekleri ¢cok sayida kurulusa yon-
lendirmeler yapilmaktadir.3° Ancak tahmin edilecegi lizere tiim diinya hatta bir ilkenin tamami ayni kiiltiirel
gelisimin icinde olmadigi icin yas ayrimciligi en ¢ok yerlesik normlarin muhafaza edilmesi konusundaki israr
sonucu one ¢ikmakta, yaslilar icin sadece daha acil gereksinimlere odaklanilmaktadir.

Yaslilik denince akla en cok gelen meseleler saglik, barinma, fiziksel ve zihinsel ¢okiisii hizlandiran yalni-
zlik gibi konulardir. Bu nedenle yaslilarin iyi bakim alabilecekleri merkezlerde ya da kolayca erisebildikleri
rekreasyon merkezlerindeki yasitlariyla bulusmalarina 6nem verilmektedir. Ancak Covid sonrasi bu merke-
zlerdeki (EPHAD) acimasiz uygulamalar buralarin sadece 6lmek igin gidilen yerler olarak goriilmesiyle ortaya
c¢tkan endise verici tablo, Fransa'da o6zellikle Victor Castanet'nin Les Fossoyeurs (Mezarkazicilar) adli alis-
masindan sonra sorgulanmaya baslamistir. El Khatib, bu metinden etkilenmistir:3?

Tam éniimiizde bir nesil yok oluyordu ve yapacak hicbir seyimiz yoktu. (...) iki ana sorun vurgulaniyor:
Bu kurumlarda yaslilarin cocuklastirilmasi ve istismar edilmesi. Ayni zamanda, yasli insanlara
gosterdigimiz dikkatin genellikle bagimlilik ve otonomi kaybi mercegi etrafinda dondiigiinii fark
ettim. Onlarin canliigini, arzularini ve ézellikle romantik arzularini nadiren dikkate aliyoruz. igte
bu perspektiften yola ¢ikarak huzurevlerinde réportajlar yapmaya basladim. Diger gosterilerim icin
tura ¢iktigimda, program brosiirlerinde su mesaji birakiyordum: “Eger 75 yasin lizerindeyseniz ve
anlatacak ask hikayeleriniz varsa, bana ulasin.”*?

Mohamed El Khatib, 75 yas ve lizeri bireylerle bulusarak, onlarin hikayelerini dinleyerek olusturdugu La vie
secrete des vieux igin katilimcilarinin istegi Gizerine onlarla “bellek yitimi, bagimliliklar, bedensel yipranma ve
asinmalar” yerine “canlilik, arzu ve ask hakkinda” konustuklarini belirttigi grupla diger oyunlarinin brosiir-
lerine koydugu “75 yasin lizerindeyseniz ve hikayeleriniz varsa beni arayin” cagrisi sayesinde bulustugunu
aciklar.3® Oyun bittiginde gozyaslari icinde ayakta alkislarla karsilanan ve asagida zaman zaman yer verilecek
olan cok sayida olumlu goriisler belirten elestirilere karsin askin bahsettigi canliligin yakiti olan arzunun
sahne uzerinde acik¢a dile getirilmis olmasina az sayida da olsa gelen olumsuz reaksiyonda, toplumsal

26“UN Decade of Healthy Aging: Plan of Action 2021-2030", World Health Organization. Yayin tarihi 14 Aralik, 2020. https://
www.who.int/publications/m/item/decade-of-healthy-ageing-plan-of-action.

27“UN Decade of Healthy Aging: Plan of Action 2021-2030".

28“UN Decade of Healthy Aging: Plan of Action 2021-2030".

29Adem Kuzu ve digerleri, “Diinya Saglik Orgiitii Avrupa Bélgesi'nde Yaslanma ile ilgili Secilmis Bazi Olgiitlerin Deger-
lendirilmesi”, Siirekli Tip Egitimi Dergisi 28, sayi 1, (2019): 17-27, https://doi.org/10.17942 /sted.378109.

30“Sexuality and Intimacy in Older Adults”, National Institute on Aging. Yayin tarihi 18 Nisan, 2022. https://www.nia.nih.gov/
health/sexuality/sexuality-and-intimacy-older-adults.

3TMarion Guilloux, “Interview with Mohamed El Khatib”, cev. Gaél Schmidt-Cléach, Subat 2024, https://festival-avignon.com/
en/interview-with-mohamed-el-khatib-349771

32Guilloux, “Interview with Mohamed El Khatib”.

33Sirach, “Festival D'Avignon: 'Le théatre peut participer symboliquement a I'mancipation des gens', estime Mohamad El
Khatib".
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normlarin yasli insanlarin kendi ask hayatlari hakkinda 6zgiirce konusmasini uygun bulmadigini okumanin
sasirtici bir yani vardir.3*

Oysa La vie secréte des vieux insana askla, yasamla (Eros) 6liim (Thanatos) arasindaki gerilim hattini
hissettirmektedir. Sonsuz hayat diye bir seyin olmadigini bilen, 6liime ne kadar yakin durdugunun farkinda
olan bu olgun insanlarin yasama, canliliga ve aska dogru meyletmesinin dogalligini gostermektedir. Georges
Bataille'in kiiciik oliimle ile kesin olimu o6zdeslige acma ugrasini da dikkate alarak3® Zygmund Bauman'in
ivan Klima’dan aktardigi pasajla ifade edilebilir bu essizlik benzesimi:

GerceRlesmis ask ile 6liim kadar birbirine yakin pek az sey vardir. iRisinin de her belirisi biriciktir.
ikisinin de her belirisi biriciktir, ama ayni zamanda Resindir, tekrar kabul etmez, hicbir cagriya cevap
vermez ve hicbir erteleme vaat etmez. Her biri “tek basina” ayakta durmalidir ve durur da. Her
biri ilk kez dogar ya da yeniden dogar, her zaman hi¢bir yerden dogar, ge¢missiz ya da geleceksiz
varlik-olmayanin karanliklarindan gelip girer. Ask da 6liim de her seferinde bastan baslar, ge¢mis
olay érgiilerinin gereksizligini ve gelecekteki biitiin olay drgiilerinin de bosunaligini ¢iril¢iplak ortaya
koyar.36

Bir yandan Bauman'in ifadesinde kastettigi gibi, 6liime yaklasanlarin canliliga olan tutkusundaki biri-
cikligi, 6te yandan oyunun katiimcilarinin hikayeleriyle olusan orgiideki o “simdi” halinin kiymeti boylece
birlesir. Bu oyuna kadar ailelerinden, ¢ocuklarindan gizlemeyi tercih ettikleri cinsel yasamlarini kamuya
agmanin 75-91 yas araligindaki insanlar i¢in bambaska bir anlami vardir ciinkii ileri yaslar soz konusu
oldugunda “simdi”, erken yaslara oranla ¢ok daha ugucudur.

Yasli Bireylerle Gizli Olani Acarak Oyun Calisma Siireci

La vie secrete des vieux'de, sahne lstiinde yedisi yaslari 75-91 arasinda degisen olgun bireyler -Annie
Boisdenghien (82) , Micheline Boussaingault (77), Martine Devries (76) , Chille Deman, Salimata Kamaté
(75), Jacqueline Juin (91), Jean-Pierre Dupuy (86);3” sahne lstiinde onlara destek olan ve yaslilarla calisan
bir “yabanci” kokenli birey olarak hikayeleriyle katkida bulunan huzurevi ¢alisani Yasmine Hadj Ali ile tim
siirecin kolaylastiricisi/yonlendiricisi olarak sahnede yer alan Mohamed El Khatib vardir. Bu sekiz kisi El
Khatib ile calisarak hayatlarinin gizli kalmis bir yonlerini, cinsel yasamlarini, aski nasil hissettiklerini seyir-
cilere agik sozlu bir lislupta anlatmaktadirlar.

Mohamed El Khatib, oyunun adini katiimcilarin koydugunu belirterek calismayi nasil tetikledigine ve
nasil acabildigine yonelik asagidaki bilgileri vermektedir:

34Qrnek: Yaprtin rontgenciligi kiskirtti§ini sdyleyen bir metinde “cok ayip” nitelemesi var. Bkz. Héléne Chevrier,
“Critique In. La vie secréte des vieux - indécence et voyeurisme”, Théatral magazine.com. Yayin tarihi
Temmuz 2024. https://www.theatral-magazine.com/avignon-2024-en-direct-du-festival-critique-in-la-vie-secrete-des-vieux-
indecence-et-voyeurisme.html. Bir digeri ise yaslilarin cinselliginin ayan beyan konu edilmesinin bayagi ve yiizeysel buluyor:
Mathieu Dochtermann,, "“La vie secréte des vieux” de Mohamed El Khatib célébre avec humour la vitalité des seniors", la
terrasse, Publié le 12 juillet 2024 - N° 323, https://www.journal-laterrasse.fr/la-vie-secrete-des-vieux-de-mohamed-el-khatib-
celebre-avec-humour-la-vitalite-des-seniors/.

35Buradaki kiiciik 6liim, orgazm anlamina geliyor. Georges Bataille, Eros’un Gozyaslari, cev. Mukadder Yakupoglu, (istanbul:
Gocebe Yayinlari,1997), 9.

36Zygmunt Bauman, ARigkan Ask, cev. Isik Ergiiden (istanbul: Alfa Yayinlari, 2003), 17.

37)oélle Gayot, “Au Festival d’Avignon, Mohamed El Khatib érotise le troisieme age”, Le Monde. 8
Temmuz, 2024, https://www.lemonde.fr/culture/article/2024/07/08/au-festival-d-avignon-mohamed-el-khatib-erotise-le-
troisieme-age_6247914_3246.html.
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Onlara hayatlarinin sonunu nasil 6ngérdiiklerini sormaktansa, onlari hala hayatta hissettiren seyin
ne oldugunu anlatmalarini istedim. Bu arzu sorusu, bir tabuya degindigimi anlamami sagladi; toplum
olarak diisiinmeyi reddettigimiz bir sey. (...) Birlikte ask hayatlarini degerlendirmeyi 6nerdim ve su
anda islerin nasil gittigini sordum. Bu soru, onlarin Risisel, egitimsel ve dini yoriingelerinin yani sira
sosyal ge¢mislerini de anlamami sagladi... Hepsinde biiyiik bir ifade ozgiirliigii ve yapmacikliktan
uzak, 6zgiin bir sekilde konusma ihtiyaci buldum. En yaygin endise, cocuklarinin hikayeleri hakkinda
ne diisiinecegiydi. Tanikliklari araciligiyla bir ask manzarasi belirmeye basladi, ayni zamanda en
mahrem yonlerini ortaya koyan bir neslin portresi de ortaya ¢ikti. Roportaj yaptigim yasli insanlarin
cogu ayrintilar ifsa etmekten, hayatlarinda ¢ig veya gizli olabilecek seyleri paylasmaktan cekin-
mediler. Bana duyduklari giiven bir onurdu, hatta bazen 6l¢lisiizliik sorunu, tanik olarak neyi duymak
isteyip istemedigimi sorgulamama neden oldu. Bu karsilasmalarin ardindan, bazilari benimle sahn-
eye ¢cikmayi kabul ederek yetmis bes yas sonrasi askin bir panoramasini yaratmayi hedeflediler.3®

Oyunun orgusiine yedirilen ritim, yaslilarin pek dillendirilmeyen ve tabu gibi susulan bir yoniini ele
alirken sahnedeki ve salondakileri rahatlatan bir iislupta once sagliktan kadim normlara uzanan farkli
kosullar tanistirip sasirtarak seyirciyi yakalamakta, bu yasantiya disaridan bakanlarin kavramasinin zor
olabilecegi kimi trajik durumlara dikkat ¢ekerek diisiindiirmekte, seyirciyi yasliligin kazandirmis oldugu bir
ozglrluk bigcimiyle karsilastirarak rahatlatmaktadir.

Yazar, sahne metnin olusma siirecinde bireylerin hikayelerinin ictenlikle ve tam bir giivenle paylasmanin
zaman aldigini, yer yer yaslilarin cinselligi lstiine calisan profesyonellerden destek almalari gerektigini
aciklar:

Bu paylasim anlari, onlarin tepkilerini gercek zamanli olarak yakalama olanagi tanidi. Bir sekilde
oyun, birlikte gecirdigimiz zamanin yeniden yapilandirilmasiyla onlarin is birligi veya ofke anlarinda
paylastiklariyla Rendiliginden yazildi. Goésterinin dramaturgisi, belgesel calismasi gibi birinci
sahis tanikliklarin bedensellestirilmesi yoluyla birlikte insa ettigimiz cerceveye oturanlar ile daha
dogaglama béliimler arasinda gidip gelmektedir.3°

El Khatib'in belirttigi lizere bir metne ulasma siirecinde belgesel tiyatronun ¢alisma prensipleri, uygula-
mali tiyatronun araclariyla bulusur. Tabii metnin olusturulmasi bir siireci, metnin sahnede ayaklanmasi ve
prodiiksiyona doniismesi bir baska siireci gerektirir. El Khatib, yapiyi calismakta oldugu bireylerin fiziksel ve
zihinsel durumlarinin getirecegi tiim ihtimallere agik olmak lizere kurguladigini ifade eder:

Sahnedeki varliklari gésterinin ta kRendisidir. Onlar araciligiyla, oyunun kendi ihtiyaglari ve kurallarn
ortaya ciktl. Herhangi bir giin oyunun durabilecegini ve fiziksel gerilemelerinin kaginilmazligiyla
calismak zorunda kalabilecegimizi biliyoruz. Bu nedenle, oyun alanlarinin kendilerini rahat hissede-
bilecekleri bir yer olmasi icin elimizden gelen her seyi yapiyoruz. Bicim cok serbest. Diledikleri gibi
hareket ederler. Bir bakim veren de -bakimin arketipal bir figiirii- hareket etmelerine yardimci olmak
icin sahnede.*°

Marie-Josée Sirach’in profesyonel olmayan oyuncularla karsi karsiya kalan yonetmenin durumuna
yonelik sorusuna EL Khatib, kusursuz bir gosteri yapma diirtiistine karsi koymaya calistigi yanitini verir. Kesin-

38Guilloux, “Interview with Mohamed El Khatib”.
39Guilloux, “Interview with Mohamed El Khatib”.
40Guilloux, “Interview with Mohamed El Khatib”.
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lestirilmis bir mizansen sistematiginin isleyemeyecegi kosullar s6z konusuyken birinin metni unutmasi,
digerinin partneri yerine kulakligina yanit vermesi gibi durumlar, ne yaratmak istedigi iistiine diisiinmesine
yol aginca El Khatib, politik olarak ne yapmak istedigine odaklanmay: tercih ederek aklindaki tereddiitten
kurtuldugunu ifade eder: “Bu isi seviyorum. Belki de benden kagtigi icin” diyerek “Ririlganligr kabul edilebilir
ve paylasilabilir kosullar” yaratmayi Ustlendigini belirtir. Baslangicta sadece birkag gosterim sahnede
kalmay diisiinlirken kosullar geregi sahnede bulunmayi sectigi hem Temmuz ayindaki gosteride hem de
turneler sonrasi yazilmis elestiri metinlerinde goriilmektedir.*

Risklere ac¢ik bu calismanin, aldig riski seyircisiyle de paylasmasi gerekir. Nitekim sahneye ilk olarak
Jeanne-Pierre Dupue’nin siirdiigu tekerlekli sandalyede oturan 91 yasindaki Jacqueline Juin girerken projek-
siyonda bir uyari belirir:

Bu goésteride yer alan Risilerin yaslari goz oniine alindiginda, her an Dalida gibi sahnede 6lmeleri
muhtemeldir. Bu nedenle, boyle bir olay yasanmasi durumunda sakin olmanizi ve sahnede 6lmenin
huzurevinde 6lmekten daha iyi oldugunu hatirlamanizi tavsiye ederiz.*?

Bu uyari bosuna degildir. Oyunun olgun ekibi baslangigta sekiz kisiyken, calismalar sirasinda aralarindan
101 yasindaki Georges Mac-Briard’i kaybetmisler. Onun killerini tasiyan vazo ile arkadaslarina emanet
ettigi hikayesini ve oyuna katkisini ekipce onu andiklari bir sahneyi seyirciyle paylasmalari, El Khatib'in
dramaturginin esnekligine duydugu ihtiyacin bir gostergesidir.

Bicim-icerik, Norm-Politika, Eros-Thanatos Orgiisii

Makalenin bu boliimiinde oyunun bigimiyle icerigin ortlismesini saglayan unsurlara odaklanilacaktir.
Bu nedenle oyundaki kisilerin toplumun farkli katmanlarindan gelen hikayeleriyle olusan sahne metnine
katkilarinin anlasilmasini saglamak icin kendilerini ifade ettikleri metinlere yer verilecek, oyunun ana olay
orgiisii icinde kalarak oyunun temalarina ve oyun ritminin kirilma noktalarina vurgu yapilacaktir.

Oyunu seyirciye ilk olarak uzun yillar Belgika televizyonunda haber spikeri olarak ¢alismis olan Juin acar.
Bu tatli konuskan kadin sahneye c¢ikip konuya girer: “91 yasindayim ve her giin sevismek istiyorum”.*3 Bu
manifestoyla oyunun adindaki “gizli” ne anlama geldigi hemen anlasilir. Juin derdinin “birini dudagindan
opme” meselesi olmadigini agiklar: “..(b)irinin sizi 6zledigini, birinin sizi Gnemsedigini, birinin géziinde var
oldugunuzu hissetmeyi 6zliiyorum™** diyerek Alfred de Musset'nin Ask Sakaya Gelmez oyununun ortaokulda
ezberledigi bir kismindan alinti yapar:

41Bkz. Amélie Blaustein-Niddam “La Vie secréte des vieux de Mohamed El Khatib: plutét mourir sur scéne que finir en Ehpad”,
cult. news, yayin tarihi 5 Temmuz, 2024, https://cult.news/actualites/la-vie-secrete-des-vieux-de-mohamed-el-khatib-plutot-
mourir-sur-scene-que-finir-en-ehpad/;

Vincent Bouquet, “La Vie secréte des vieux: les coeurs battants de Mohamed El Khatib”, www.sceneweb.fr, yayin tarihi 12
Eyliil, 2024, https://sceneweb.fr/la-vie-secrete-des-vieux-de-mohamed-el-khatib/; Laurent Goumarre, "Festival d’Avignon : la
Vie secréte des vieux de Mohamed El Khatib, une sexualité déridée", Liberation, yayin tarihi 29 Haziran, 2024 https://
www.liberation.fr/culture/scenes/festival-davignon-la-vie-secrete-des-vieux-de-mohamed-el-khatib-une-sexualite-deridee-
20240629_KJNIFF7DHZDBRAUSNIBDY4UWSE/; Philippe Chevilley, "Lamour aprés 75 ans au Théatre de la Ville", Les Echos,
yayin tarihi 12 Eyliil, 2024, https://www.lesechos.fr/weekend/spectacles-musique/lamour-apres-75-ans-au-theatre-de-la-ville-
2118489; Cédric Enjalbert, “La Vie secréte des vieux” : on en vieux encore!”, philosophie magazine, yayin tarihi 22 Agustos,
2024, https://www.philomag.com/articles/la-vie-secrete-des-vieux-en-vieux-encore; Héléne Kuttner, “La Vie secréte des vieux
de Mohamed El Khatib, artcena, yayin tarihi 16 Temmuz, 2024, https://www.artcena.fr/magazine/critiques/la-vie-secrete-des-
vieux-de-mohamed-el-khatib ve bu metin icinde referans verilen kaynakcada listelenen diger goriis yazilari ve elestiriler.

420yundan verilen tiim alintilar Zirlib tarafindan iletilen sahne metninden yapilmaktadir. Mohamed El Khatib, La vie secrete
des vieux, (Yaylnlanmam|§ oyun metni, 2024), 1.

43El Khatib, La vie secréte des vieux, 1.

“4E| Khatib, La vie secréte des vieux, 1.
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...(D)iinyada tek bir kutsal ve yiice sey vardir, o da bdylesine kusurlu ve korkung iki varligin birlesme-
sidir. Askta sik sik aldatiliriz, sik sik yaralaniriz ve sik stk mutsuz oluruz; ama severiz ve mezarimizin
kenarina geldigimizde doniip arkamiza bakar ve kendimize sdyle deriz: Sik sik aci ¢ektim, bazen
yanildim; ama sevdim.*5

Musset’'nin sozlerinin ilk satiri bir anlamda Alain Badiou'niin askla ilgili soyledikleriyle bulusur:

Askin en gliclii ikilikleri ve en R6RLii ayriliklari Rat eden bu kGsegen bicimli tarafi cok 6nemli bir 6gedir.
iki farkin Rarsilasmasi bir olaydir, olumsaldir ve sasirticidir (...) Ask yalnizca iki birey arasindaki
Rarsilasma ve kapali iligkiler degildir, o bir kurma islemidir, artik Bir'in degil, iki’nin bakis agisindan
bir yasam olusur. Ben buna iRi’nin sahnesi diyorum.*¢

Biiyiik yalnizlik caginda insanlarin romantik iliskilerinde distiikleri giivenlik kaygisini elestiren Aska Ovgii
kitabinda Badiou, mutlak Bir'e karsilik iki’ye alan agan agk iistiine konusurken, aski sonsuza erimli goren
romantik siire anlayisi yerine askin zamansal olarak hayatta nasil “farkli bir siirme yolu buldugu” iistiine
diisiinmeyi onerir.*” “Ask deneyimi, her bireyin yasaminin yeni bir zamansallikla karsilastigi (...) ‘yaman
devam arzusu’dur. (...) (D)ahasi bilinmeyen bir siire arzusudur.”*8 Bu sozler bir yandan yasli insanlarin askla
kurduklari iliskinin temel dinamigine isaret eder. La vie secrete des vieux'de bu “devam arzusu”nun yasli
insanlarin hayata sarilmalari icin tasidigl bliyiik 6nemin vurgulandigi soylemek mimkiindir. Kisiler, ask
hakkinda ne hissettiklerini degil, aski hayatlarinin bu doneminde nasil hissettiklerini ya da hissetmedik-
lerini, cinselligi nasil yasadiklarini ya da yasa(ya)madiklarini anlatirlar. Paylasilan kisisel hikayeler bir
anlamda normlarin ve yerlesik yargilarin catlayabilecegine yonelik isaretler verir. Mesela ilk orgazmini 65
yasinda yasamis olan 75 yasindaki Salimata Kamaté'nin birden cok kez evlenmis, cocuk yapmis ama hazzi
cok ge¢ tatmis oldugunu ogreniriz. Ancak oyunda Meksikall sevgilisiyle ¢ok iyi zaman gecirdigini ylksek
sesle sarki soyleyip yiriiteciyle dans ederek ifade etmesi i¢indeki yasam sevincinin gliclidur. Yasamak iste-
diklerini yasarken bir anlamda “uzamin, diinyanin ve zamanin yarattigi engelleri kalici bicimde” alt etmenin
anahtarini asktan aldigini seyirciye gosterir.*®

82 yasinda bir cerrah olan Annie, olanca mesafeli tavriyla hem acil servis gorevleri sirasinda karsilastigi
tuhaf mastiirbasyon kazalarindan ve erkeklerin ereksiyon sorunlarindan hem de kendisinin aska bakisindan
soz eder. Kocasl tarafindan defalarca aldatilmasiyla dalga gecerken kocasini ya da iliskilerine kendi taham-
muliini “birini sevdiginizde onu kosulsuz seversiniz">° diyerek hos goriir. Bugiin geldigi noktada diirtii ve
arzu ustiinden soyledikleri bir yaniyla oyunun agiga ¢ikardigi kimi meseleleri diisiindiiriir:

Benim acimdan yirmili yaslarimda sahip oldugum diirtii ve arzularla, seksenli yaslarimda sahip
oldugum diirtii ve arzular arasinda higbir fark olmadigini séyleyebilirim. Arzunun uyanmasi igin
yanimdan cekici bir adamin ge¢mesini gormem yeterli. Son 20 yildir ¢ok daha az seks yaptim.5?

“5Alfred de Musset'den oyun icinde alintiyi yapan ELl Khatib, 1.

“6Alain Badiuo ve Nicolas Truong, Aska Ovgii, cev. Orcun Tiirkay (istanbul: Can Yayinlari, 2011) 32. Badiou’nun harika bir
retorikle sundugu iki'ye yanit veren, ikinin aslinda nasil Tek oldugu iizerine bir metin icin bkz. Jean-Luc Nancy, Corpus II: Writings
on Sexuality, cev. Anne O'Byrne, (NewYork: Fordham University Press: 2013), ba. Badiou’nun metnindeki Iki fikri imit veren bir
cogulluk bilgisi tasimaktadir. ilging olan nokta her iki yazarin da Lacan’in “cinsel iligki yoktur” séziinii yorumlamasidir.

“7Badiuo, Aska Ovgii, 34.

“8Badiuo, Aska Ovgii, 34.

“9Badiuo, Aska Ovgii, 33.

50E[ Khatib, La vie secrete des vieux, 2.

51E| Khatib, La vie secréte des vieux, 2.
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Annie’'nin hikayesinde aska bakis akla Lacan’in, “yalnizca ask, jouissancein arzuya boyun egmesini saglar”
soziinii akla getiriyor.>? Genellikle Tiirk¢e'ye cevrilmeden kullanilan bu sozciik haz/zevk anlamina gelmekle
birlikte Lacanci psikanalizde aciyla harmanlanmis bir hazza; cinsellik, aci ve tatminin bir aradaligini isaret
etmekte, jouissance ile arzunun diyalektik bir iliskisi bulundugu belirtilmektedir.5® Paul Verhaeghe'ye gore
arzu mekanizmasinin isleme bicimi tuhaftir:

Arzu, ancak bir seyi ertelemeyi basarirsa arzudur. Bir diirtiiniin tersine, arzu, bu tatmin bir bitimi
icerdigi siirece tatmin edilmek istemez. Arzunun amaci, arzulamaya devam etmektir.>

Aslinda burada ilging¢ bir denge devreye girmis gibi goriinir. Verhaeghe Yalnizlik Zamaninda Ask isimli
kitabinda tiim cinsel diirtiilerin (Eros) olim dirtiisii (Thanatos) ile yaratilis kitabina birlikte yazilmis
oldugunu, bu iki dirtiiniin bir Mobius seridi gibi ayristirilamayan bir birlik lrettigini soyler.5> Hemen
harekete geciren diirtii ile ertelemeye dayali arzunun bir aradaligl, Annie'nin durumunda ertelemenin
dirtiiniin oniline gectigi duslincesini uyarir. Bu noktada Mohamed’in sahnedeki bir diger doktora so6z
vermesi konuya bir baska boyut kazandirir.5¢ Martine, Katolik evreninde diirtiiniin 1slahinin arzuyu nasil
kamcilayabilecegine bir ornek gibidir. Muhafazakar burjuva Katolik bir aileden gelen Martine hig cinsel
egitim almadigini ve anatomiyi kitaplardan 6grendigini soyler. O donemde hayatinda bir ask iliskisi yasaya-
bilecegine dair en ufak bir diis ya da limit barindirmazken bugiin kendi cinselligi lizerine konusabilmeyi
hayatinin en biiyiik degisikligi olarak aciklar.5” Jeanne-Pierre'de ise gencliginden, ilk sevismeye kalkisma
deneyiminden bir reddedilisi animsayarak anlattiklarinda diirtii ile arzu arasinda salinan istegin insanin
eylemindeki uyaran etkisi izlenir. Jeanne-Pierre ilk kez bir cinsel deneyime 1953 yazinda Tunus'ta, bir kiz
tarafindan davet edildigini ancak karsi tarafin bu denemeden zevk almadigini soylemesi iizerine ortaokula
baslamadan sevismeyi tam anlamiyla 6grenme karar aldigini, bu amacla kilise korosuna girip kilisenin
vaftizden cenazeye her tiirli isini ve mahalledeki yaslilarin tiirlii gesit angaryalarini listlenerek kazandigi
parayla geneleve gide gele cinsel egitimini tamamladigini anlatir. Belleginde, oradaki kadinlardan birinin
bu donemin tadini ¢ikarmasini, yaslilikla birlikte her seyin duracagina yonelik sozlerini tutan Jeanne-
Pierre “bliyiiyi biraz daha uzatmaya” calisarak, her sevismenin sonuncusu oldugunu bilerek ve 85 yasinda
sevisirken coraplarini ¢ikarmaya akil ederek; karsisindakine giizel sarilip, oplip oksayarak yasadigl ve
sevistigi giine slikran duyarak yasamini siirdiirdiigiinii ifade eder.5® Oyun buraya kadar anlatanlarin ve
Mohamed’in birbirlerine neseyle takilmalariyla ilerler. Seyir yeri ile sahne arasinda sicak, icten bir atmosfer
birbirinden cok farkli deneyimlerin anlatilmasiyla kurulmustur. Bir yaniyla yaslilar icin askin ve cinselligin
onemi farkli vecheleriyle vurgulanmistir.

Huzurevinde calisan Yasmine'in anlattigl fikra gibi bir aniyla baska bir faza gegilir. Herkesi giildiiren
bu ani, daha genc insanlar arasinda gegse bir filmin son derece trajik bir sahnesi olabilecek bir aldatma
hikayesidir. Oyunda sozii edilen aldatilan kocaya karisinin iceride baskasiyla sevistigini haber verdiklerinde
beyefendinin “iyi o zaman ben kendisini asagida beklerim” diye giilerek asagl inmesi ilgingtir.5° Biitiin
salonun eglendigi bu anlati, gelecek daha hiiziinlii hikayelerin etkisini arttiran bir islevle seyirciyi gevset-

52l acan’in yayinlanmamis bir metninden aktaran Paul Verhaeghe, Yalnizlik Zamaninda Ask: Diirtii ve Arzu Uzerine U¢ Deneme,
cev. Pinar Garan (istanbul: Axis Yayinlari, 2023) 194.

53Darian Leander, Jouissance, gev. irem Tasgloglu, (istanbul: Encore Yayinlari, 2022) 12 ve 68.

54Verhaeghe, Yalnizlik Zamaninda AsR, 150.

55Verhaeghe, Yalnizlik Zamaninda Ask, 186-187.

56Metin icerisinde sahne lizerindeki Mohamed El Khatib’ten Mohamed olarak bahsedilmekte, yazar ve yonetmen kimligine
El Khatib olarak isaret edilmektedir.

57El Khatib, La vie secrete des vieux, 6.

58E( Khatib, La vie secreéte des vieux, 6-8.

59El Khatib, La vie secréte des vieux, 8-9.
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meyi hedefler. Nitekim bundan sonra oyunda adim adim hazin hikayelere gecilir. Yaslilarin ask iliskilerinde
onlerine dikilen daha toplumsal kokenli sorunlarin etkilerinden soz edilir.

Sahnedekiler, calismalar sirasinda hayatini kaybeden Georges Mac-Briard anisina onun kiillerinin oldugu
vazoyu elden ele gecirerek bir kiiciik ritiiel gerceklestirirler. Birazdan onun oynamak istedigi bir Romeo ve
Juliet hikayesine baslanacaktir. Cocuk yastaki insanlarin trajik hikayesini yaslilardan duyma fikri akla ilk
bakista mizah dolu anlatilara bir yenisinin eklenecegini diisiindiiriir. Fakat bir kirilma noktasi s6z konusudur.
Georges Romeo ve Juliet'in bir boliimiind (11. Perde, 2. Sahneden bir kisa boliim) bu prodiiksiyon igin yeniden
yazmistir. Sahneye gegmeden Once asagidaki mektup okunur:

Askim,

Boyle sevmeyeli uzun zaman oldu. Beni hurdaliktan ¢ikardin. Kalbimi yeniden attirdin. Cerrahimdan
kalp pilimi ¢ikarmasini isteyecegim. Artik sen varsin, Ralp piline ihtiyacim olmayacak. Onlara
soyledigimde cocuklarimin yiizlerini hayal ederek giiliiyorum. Seninle birlikte oldugumdan beri
gliliiyorum. Sevilmenin nasil bir his oldugunu unutmusum. Yasiyorum.

Sevgiliniz Jean-Claude®®

Birbirlerinde canlanan iki insan arasinda ge¢ bulunmus bu aska ¢ocuklarindan sert tepkiler geldigini
ogreniriz. Ayni huzurevinde kalan ve birbirlerine orada asik olan iki insanin kaldiklari yer degistirilmistir. Bu
ayirma isleminde kurum ve aileler is birligi yapmistir. Bu ikilinin hayattayken ¢ekilmis videosu izlerken Anne
de Saint-André’nin israrla sevgilisinin yanina kagmanin yollarini bulabilmis olmasina karsin engellenmis
olmaktan ¢ok yoruldugunu, 20 Subat 2023'te sevgilisi Jean-Claude'a “Sensiz yasamak istemiyorum” diye uzun
bir ask mektubu yazdiktan sonra 89 yasindayken intihar ettigini sahne Ustiindekilerden 6greniriz. Bir yil
sonra Jean-Claude da 6lmiistiir. Oyunda deginildigi gibi “Seni hayatimin sonuna kadar sevecegim” demenin
anlami bir huzurevinde baskadir “ciinkii hayatin her an sona erebilecegini bilirsiniz".6* Ote yandan hayata
baglayan ve canlandiran arzunun onu kesildiginde Anne, yasamak i¢in bir neden gormez; oniinde serilen
yasam onun heyecanlandigi bir sey olmaktan ¢ikmistir. Oyunun devaminda Georges’un istedigi parcayi Annie
ile oynayan Jeanne-Pierre, oyununu keser, devam etmek istemeyerek tepkisini dile getirir:

CocuRlar Riiclikken acimasizdirlar, ama bazilari hayatlar boyunca aptal kalirlar. Babalari ya da
anneleri hala sevisiyorsa onlara ne? Neyi kiskaniyorlar? Anne ile Jean-Claude'un mutlu olduklari
asikdr, 6zel hayatlarina bu miidahaleden utaniyorum, cocukluklari boyunca cocuklarimizi yerden yere
vurduk ve simdi onlar bizi kizdirmaya geldiler...5?

Soylediklerindeki dogruluk payina sahnedekilerin hepsi katilir. Georges da bu parcayi artik cocuklarini
birbirlerini sevmekten alikoyanlarin ebeveynler olmadigini, tam tersi oldugunu diisiindiigii icin sectigini
belirten El Khatib’in bir soyleside dile getirdigi gibi:

Yaslilarin cinselligi RGr bir nokta gibidir ne kurumun ne de ailelerin ele almak istedigi bir seydir.
CocuRlar, ask hikayelerini yasamalarini engellemek icin ebeveynlerinin 6zel hayatlarina miidahale
ettiklerinde otoritenin gerceRr bir tersine donmesi s6z konusudur. Bu, bir nevi ters Romeo ve Juliet sah-
nesidir. Bu yasak miras, Riskanclik ve aile yapilarinin bozulmasi gibi sorunlardan kaynaklanmaktadir;

60E| Khatib, La vie secrete des vieux, 13.
61E| Khatib, La vie secréte des vieux, 13.
62F| Khatib, La vie secréte des vieux, 14.
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¢linkii cocuklar, ebeveynlerinin ilerleyen yaslarinda neden "yeni bir hayata baslamak" istediklerini
anlayamamaktadir.®3

Bu boliimde ritim degismistir, biraz daha agir problemler yiizeye ¢ikarilmistir. Seyirciye yaslilarin cocuk-
lariyla, huzurevi yonetimleriyle ne gibi sorunlar yasiyor olabilecegine yonelik bir fikir verilir. Hemen ardindan
Martine’in hikayesindeki hazin bir baska duruma gecilir. Martine’in son dort yila kadar gizli yuriittiigli 20
yillik iliskisindeki sevgilisinin Alzheimer semptomlari verdigini 6greniriz:

Sanirim bir huzurevine gitmesi gerekecek. Baslangicta, unutma fikrini gercekten ¢ok sevmistim.
Diistiniiyordum Ri bu askin sirlarindan biri: yatakta birisi var ve sabah oldugunda, kim oldugunu
unutmussun... bu, sonsuz askin sirri olabilir. Ama beni korkutan gercer risk, bir huzurevinde baska
bir kadina Gsik olmasi ve beni unutmasi. Bu ¢ok miimkiin. Ve kendime bunu séylemek igin uzun bir
yol kat etmem gerekti: EGer bir ask iliskisi varsa ve beni tanimiyorsa... ..tamam, 6yle olacak. Onu
durdurmak igreng olurdu... Ask karmasik bir sey...5*

Bu hikaye Yasmine'e calistigl huzurevinin Alzheimer katindaki bir kadinin bir noktadan sonra kocasini
oda arkadasi sanmasini hatirlatir. Adam olene kadar her giin gelmeye devam eder; Yasmine icin bu, ask
hakkinda sarsici bir bilgidir. Bu hikayenin cagrisimiyla Jaqueline, Racine’in Berenicé'sinden bir tirat soyler
ve ardindan ailesi izin vermedigi icin oyuncu olamadigina hayiflanir. Chille de kendi aile hikayesindeki bir
engeli ve donlisiimii dile getirir. Bir giin bir papazdan ¢ocuklarini oldugu gibi kabul etmesi gerektigini duyana
kadar elestirdigi ogluna karsi aniden tutumunu degistiren babasi 86 yasindayken Chille ile Lille’deki Gay
Pride’a katilmistir:

Eger beni etiketlemeniz gerekiyorsa, LGBTQIA+++ harflerini yapistirabilir ve istediginiz herhangi
bir sirayla dizerek kullanabilirsiniz... Arzum hdla yerinde. Degisen sey, artik dairemi paylasmak iste-
memem. Giizel zamanlari sevgililerime ayiriyorum. Sikici anlari Rendime sakliyorum. (...) Bugiinlerde
bir kadina dsigim, ama bu platonik bir iliski ve hafta sonlari, yaslilarla veya yaslilari seven genglerle
maceralar yasadigim saunalara gidiyorum. Ve Rimseyi incitmek istemiyorum, boyle mutlu oldugumu
diistiniiyorum.ss

Oyunun kronolojisinde bir diger kirilma Micheline'in hikayesiyle gerceklesir. Olgun katilimcilar arasindaki
bu son hikaye tam bir cinsel agiklik 6rnegidir. Micheline, agirlasan atmosferi kiran bir neseyle ve dobralikla
konusarak 28-40 yas arasinda bir erkekle birlikte oldugunu, 40-57 arasi bir kadini sevdigini, uzun siire
homofobik olmasina karsin 60 yasindayken escinsel oldugunu kabul ettigini dile getirir. 11 yildir birlikte
oldugu partnerini yanina alarak huzurevinden kagan Micheline, cinsellik hakkinda norm sinirlarina basarak
konusmaktan zevk alir. Varliginin anlamini tensel zevklerin verdigi tatla daha iyi yakaladigini diisiinen hayat
dolu bir kadindir:

Gegen gtin tuhaf bir riiya gérdiim. Bir tiyatro sahnesindeydim, izleyici sadece kadinlardan olusuyordu
ve bana sordular: Arzun nedir? Bunu séylesem mi? Ciglik attim: "seviselim mi, seviselim mi?"66

63Guilloux, “Interview with Mohamed El Khatib”.
64E| Khatib, La vie secrete des vieux, 15.
65E| Khatib, La vie secréte des vieux, 15.
86E| Khatib, La vie secréte des vieux, 16.
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Tim bu hikayelerin icinde birbirine ince ince oriilen sey, Darian Leander’in, cinselligin sadece seks
olmadigl, seksten ¢ok daha fazlasi oldugu yoniindeki teziyle bulusur. Seks, sadece haz ve tatminle iliskili
degildir; Leander'in sozleriyle soylenecek olursa “tarihle, toplumsallasmayla, anksiyeteyle, suclulukla, in-
tikamla, siddetle, sevgiyle ilgilidir"®” bu listeye sefkati, gliveni ve aidiyeti de eklemek mimkiindiir.

Bu boliimde yaslilarin hikayelerini 6n plana alarak ilerlemek tercih edildi ancak oyun yapisinin daha iyi
anlasilabilmesi icin boliimler arasinda sarkilar, danslar, atismalar, takilmalar gibi Yasmine ile Mohamed'in
farkll katkilarindan s6z etmek gerekir. Onlarin paylari sisteme yonelik elestiri dozunu arttirir. Ornegin
Yasmine bir hemsire asistani olarak huzurevinde yaptiklarini anlattiginda iilkenin sosyal devlet diizeninin
her yere eremedigi anlasilir:

Birtakim niteliklerim var ama bu, ¢ocuklari tarafindan evde istenmeyen yaslilarin poposunu "silmek-
ten" alikoymuyor. Korktuklarinda ebeveynlerinizin ellerini tutuyorum; onlari teselli ediyorum, sik
sik ¢ocuRlarinin onlari diisiindiigiinii ve her seyin yolunda gidecegini s6yleyerek onlara yalan
soyliiyorum. Benim annem bir huzurevinde degil, neyse Ri. Huzurevi, icinde siyah, Arap veya Asyali
insanlarin olmadigi bir yer, ¢linkii 1: ebeveynlerimizi istismarci ve ¢ocuklastirici kurumlara koymak
Riiltiiriimiizde yok ve 2: gercekte bunu yapacak maddi giiclimiiz yok.58

Mohamed ise bir baska alana dikkat ceker. Son derece sira disi ve liiks goriinen bir diizenlemeye
Belcika'dan ornek verir. Briiksel'de tanistiklari bir seksologtan yaslilar icin cinsel asistanlar kullanma
olanagini 6grendigini, katilimcilarin bu olanaktan yararlanmasini planladigini paylasir. Bambaska isleri olan
ama bagimsizliklarini kaybetmis insanlarla ask yapmayi, onlari oksamayi veya onlara sefkat gostermeyi
kabul eden asistanlarin nasil hissettirdiklerini anlamak igin ekibine bu kisisel cinsel hizmeti denemelerini
sagladigini anlatir. Fransa'da yasadisi olan bu hizmet Belgika'da serbest oldugu icin bu deneyimi yalnizca
Belgika hibeleriyle ¢ozerek ekibini bu degerli deneyime kavusturan yonetmen El Khatib bunun sadece bir
zevk meselesi degil, ayni zamanda bir siyasi deney oldugunun altini gizer.6®

Oyunun sonu meta-teatral bir hamleyle kapanir. Oyunun birden fazla bolimiinde katilimcilar giinlimiiz
tiyatrosundan duyduklari rahatsizliklari belirtmislerdir: 6rnegin Jeanne Pierre Odeon’da, Jaqueline Comedie
Francaise'deki aboneliklerini iptal ettirecek denli tiyatrodan uzaklagmislardir. Huzurevlerine getirilen ya
da huzurevi sakinlerinin gotiiriildiigl tiyatrolar onlar icin tatmin edici olmaktan uzaktir. El Khatib’e gore
huzurevlerinde sunulan gosterilerin oldukca vasat kalitesinin nedeni “sanatsal canliliktan yoksun”, eski,
ruhu beslemekten c¢ok “sosyallesme” islevini yerine getiren isler olmalaridir ¢iinkii “kurumlarin ¢ogu,
duygusal veya Riiltiirel arzulara pek dikkat etmez” oysa onlar “herhangi bir duygusalliktan uzak yogun ask
hikayeleri, anlam ve 6z iceren oyunlar” izlemek isterler.”® El Khatib’e gore aslinda bu tutum yaslilarin ¢ocuk-
lastirilmasinin ve onlarin ikinci sinif vatandas olarak goriilmesi fikrinin bir yansimasidir. Bu nedenle onlari
mutlu edecek ideal gosterinin nasil olacagina yonelik sorular yoneltir ve “oradan tiyatroyu tanimlamaya,
ne olabilecegini, amacinin ne oldugunu” diisiinlip oyunbaz bir ton tutmak istediklerini agiklar.”* Nitekim
her birinin onerisini alan Yasmine bir muhtesem gosteriyle tiim yeteneklerini sergiler. Her birinin dileklerini
yerine getiren bu final parcasi Racine’'nin Bérénice'inden kisa bir tirad, biraz Bollywood nesesi, ¢ok izlenen
eski bir yarisma programinin jeneriginden bir parca, salonda Marksist Brechtgilerin oldugu bir stand-up,
bir san parcasi ile bir Céline Dion sarkisindan olusturulur ¢linkii sahnedeki herkesin tiyatrodan beklentileri

7Darian Leander, Cinsellik Seksten mi ibaret?, cev. Ayca Go¢men (istanbul: Encore Yayinlari, 2023), 171.
68F| Khatib, La vie secréte des vieux, 17.

69E| Khatib, La vie secrete des vieux, 16.

70Guilloux, “Interview with Mohamed El Khatib”.

1Guilloux, “Interview with Mohamed El Khatib”.

Tiyatro Elestirmenligi ve Dramaturji Bolimi Dergisi-Journal of Theatre Criticism and Dramaturgy, 40, (2025): 59-77




Yaslilik Denen O Uzak Ulkeyi Yakin Kilmak: Mohamed El Khatib'ten La vie secréte des vieux (Yaslilarin Gizli Yasami) ... | Hemis, 2025

farklidir. Bu beklenti cesitliligini karsilama ¢abasindan olusan mizah seyirciye karsi duyulan empatinin bir
disavurumuna donusir. Finaldeki havai fisekler seyir yeri ile sahne arasinda olusan ortak bir topluluk fikrini
kutlar.

Meta-teatral final Lionel Abel'in ifade ettigi iizere hem oyun kisilerine giilerken onlarla empati kurul-
masini hem de oyunun trajik-komik ritminin birlikte bir dengede tutulmasini saglar.’? Makalenin bu
boliimiinde serimlendigi gibi icerik duzleminde her bir sahnenin ve her bir katilimcinin hikayesinin bir
digerine bagi yaslilik ve ask temalariyla kurulur. Gizli ve mahrem olanin ifsasi yoluyla goriinmez olan toplum-
sal bir katmanin goriinirliigli saglanir. Bu goriinirligiin saglanmasi toplumsal bir islev tasir; bir katmanin
bireylerin hikayeleri yoluyla yasayan insanlar olarak kavranmasina yol acar. Bu goriinirliigiin politik bir islevi
de vardir; goriiniir olan bir sorun, politik gliclere sorumluluk yiiklemektedir. Metnin bitiiniinde denge, bu
yonden de kurulmustur.

Sonug

Mohamed El Khatib, La vie secrete des vieux igin calismalara basladiginda katiimcilarin sozciiklerinin
merkezde olmasini, herhangi bir siizgecten gecirilmeden, riski ne olursa olsun hikayelerin oldugu gibi an-
latilmasini istedigini ifade etmistir. Bu se¢imini “yaslilik hakkinda beklenen bir soylem liretme istegi” olarak
degil, “farkl Riiltiirel baglamlardan ortaya ¢ikan tanikliklara yer agma” amaciyla yaptigini belirtmistir.”3
Aska dair kisisel hikayeler lzerinden toplumsal doniisime ve katilima odaklanan tiyatro pratikleriyle El
Khatib'in calismasi, sosyal drama, kamu yararina tiyatro (community theatre), arag olarak tiyatro (applied
theatre), sorun odakli tiyatro (issue based drama) ve doniisiimsel tiyatro (transformational theatre) olarak
nitelenen toplumsal fayda odakli yaklasimlarin, toplumsal katilim, giiclendirme ve doniisim amaclarina
hizmet ettigini gostermektedir. Bu pratikler, dezavantajli gruplarin hikayelerini sahneye tasimak, sosyal
sorunlara ¢oziim aramak ve toplumlar arasinda diyalog kurmak gibi onemli islevler ustlenir. Calismada
gercek hikayelerin ve bireylerin katilimiyla ortaya ¢ikan sahneler, toplumdaki farkli katmanlar arasinda
anlayis ve uzlasmayi tesvik eder. Ayrica, erisilen bu form eglence ile egitim, farkindalik ve toplumsal degisim
araglari arasinda denge kurarak seyirci kitlesini genisletme olanagi tasir.

Yaslilar toplumun gormezden geldigi bir gruptur. Onlarin yasaminda ask ve tutku olmasi beklenmez.
Saglik sorunlari ve kare bulmacalar arasinda malum sona giin saymalarinda beis goriilmez. El Khatib
kaginilmaz oliime dogru vakarla ilerleyen saatlerini aska kuran, canli ve coskulu insanlari sahneye tasiyarak
hem tek tek yasantilara dokunmus hem de seyircilerin derin ve genis duslinmesine olanak acan bir yapit
olusturarak goriinmeyeni goriinir kilma hedefine ulasmayi basarmistir. Katilimcilarin bir topluluk ruhu
kurdugu, kendi ritiiellerini iretip sergiledigi La vie secrete des vieux ile toplumsal uzlasma hedefine paralel
olarak gosteri degeriyle eglence ureten bir yapit ortaya koymustur.

Yaslilik, ask ve oliim gibi biyiik temalar aciklikla ve cesur bir dille ele alan, toplumun yasli bireylere
yonelik onyargilarini alt Ust eden yapitiyla El Khatib, yaslilarin yasama tutunma diirtiilerinin farkli yonlerini
isler. Oyun, yaslilarin cocuklastirilmasina ve toplumda ikinci sinif vatandas muamelesi gorme potansiyeline
dikkat cekerek, bir kiime olarak tanimlanan bu bireylerin hayatlarinin son donemlerinde yaslarina 6zgii bir
karakterle nasil canli ve arzulu olabileceklerini gosterir.

La vie secrete des vieux, yaslilarin yasam deneyimlerini anlamak ve onlarla iliskileri yeniden gozden
gecirmenin diyalog halinde bir toplum yaratmak i¢in 6nemli bir adim niteligi tasidiginin farkina varmak
icin onemli bir diizlem acar. Yapit, toplumsal normlarin kisitli goriisiinii aralamak iizere yaslilarin sesini
duyurmak icin onemli bir platform sunar. Bu ¢alisma bir anlamda profesyonel festival ve sahnelerde

2] jonel Abel, Metatheatre: A New View of Dramatic Form (New York: Hill and Wang, 1963), 172.
73Guilloux, “Interview with Mohamed El Khatib”.
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toplumsal faydaya odaklanan tiyatro uygulamalarinin, farkli gruplara ulasma ve sosyal yapilari doniistiirme
potansiyelinin giicli bir bicimde ortaya kondugu La vie secréte des vieux niteligindeki islerle daha sik
karsilasilabilecegine yonelik bir diisiinceyi de perginlemektedir.
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Introduction

The Western-style theater experience, which began in the Ottoman Empire in the 19t century, also gen-
erated the need for a new understanding of the audience. In traditional performance forms, the stage and
audience seating are not arranged hierarchically, and the audience plays a leading role in the progression of
performance. The advent of Western-style theater led to the idea that traditional performance forms should
be abandoned. The passive role of the audience as mere spectators was seen as a means of adapting them
to the new political regime and process of Westernization. This approach became more systematic with the
establishment of the republic when theater was conceived as a place for “speaking out” and “raising public
awareness.” This general trend has continued up to this day. On the other hand, the theatrical approach
that did not directly adopt Western-style theater during the Ottoman Empire and continued to maintain
traditional forms of performance was not accepted as “theater” by the intellectuals of the period. During
the Republican era, similar criticisms were directed at theater groups that continued this tradition or were
devalued using expressions such as “boulevard comedy.” In short, the introduction of Western-style theater
to Turkey has led to the persistence of the idea that there are two distinct approaches to theater: one
focuses on entertainment and the other focuses on social benefit. These two approaches continue to coexist
by imagining two different audience profiles. One group creates a theater to entertain the audience, while
the other proceeds with the idea of “showing the truth” and “teaching something” to the audience. Both
approaches trap the audience in a vicious cycle. These two approaches represent a fundamental problem
for theater art in Turkey today. There is a pervasive perception that theater groups must choose one of
these approaches. This way of thinking, which fluctuates between entertainment and sociality, hinders the
development of theater. With the reduction of this responsibility placed on the audience today and the
equalization of the stage and audience areas, a dramaturgical approach that allows for both entertainment
and the sharing of experiences is important in terms of the art of theater. In this theater environment,
Tiyatrotem can be cited as an example of a group that embraces a different dramaturgy of the spectator.

Founded by Ayse Selen and Sehsuvar Aktas, Tiyatrotem began its journey on October 18, 2001, with the
premiere of their play Lahana Sarma (The Cabbage) at the International Eskisehir Theater Festival. Over
time, other artists such as Cetin Sarikartal and Ayse Bayramoglu joined the group. One of Tiyatrotem’s most
significant features is its research into performing arts. The group shares with its audience and readers the
dramaturgy and acting work they do for the plays they stage, as well as the conceptual discussions they
hold on to the performing arts. Undoubtedly, these shares indicate that the group has undergone a process
centered on research and discussion rather than a conventional staging process. Tiyatrotem classified the
plays they staged between 2001 and 2008: Lahana Sarma (The Cabbage), Béyle Devam Edemeyiz (We Can't
Go On Like This), and Nasil Anlatsak Sunu under the category of “Based on Performance Texts,” as well as
the plays Alem Buysa Kral Ubii (If Such Is the World, Ubii Is the King) and III. Ricird Faciasi, (The Tragedy of
Richard IIl) and Tartiif Bey (Mr. Tartuffe) under the title “Based on Classical Dramatic Texts.” This study will
make the dramaturgy of the spectator visible by focusing on Tartiif Bey and Ill. Ri¢ird Faciasi. The discussion
will cover how the group interacted with the spectator when adapting canonical Western theater works and
the theatrical tools, they used to eliminate the stage-spectator hierarchy.

Theatrical Interventions in Canonical Texts

The history of theater is full of adaptations of canonical plays by writers such as Ibsen, Moliére, and
Shakespeare. Adaptation is defined as changing a story to accommodate new times and different places." In

Linda Hutcheon, A Theory of Adaptation (London: Routledge, 2006), 176.

Tiyatro Elestirmenligi ve Dramaturji Bolimi Dergisi-Journal of Theatre Criticism and Dramaturgy, 40, (2025): 78-89




Emancipating the Spectator: Performance and Experience in Tiyatrotem | Erbek, 2025

essence, adaptation signifies reinterpreting and transforming a text into a different medium.2 Theater artists'
reinterpretation of canonical Western theater works rewrites patterns in the source text about the world in
which they exist. Various strategies are employed, such as revealing a narrative that is not directly visible in
the plot or continuing the narrative beyond where the source text ends. There are also many such examples
in the Turkish theatre. Some notable works include Umit Kivanc's Macbeth, Nazim Hikmet's Tartiiffe 59, and
Kemal Demirel's Antigone.? These adaptations focus on the themes of the plays and aim to create a new
discourse by intervening in the plot. They focus on sharing the narrative of the source text with the audience,
employing various production styles and intellectual approaches. Tiyatrotem, on the other hand, takes a
different approach. When we examine Tartiif Bey and Ill. Ricird Faciasi, staged by the group under the title
“Based on Classical Dramatic Texts,” we see that these are productions that explore the potential of Western
theater texts in the context of the contemporary audience-stage relationship in Turkey today. Tiyatrotem
is not concerned with transforming the discourse of the source text into a new discourse on the society in
which it is situated. It engages with canonical texts to transform the conventional relationship between the
stage and audience. Tiyatrotem focuses on audience-artist interaction in traditional performance formats
and conducts research on how to create such interaction. Tiyatrotem explained this interaction and its
theatrical position in the following words:

Tiyatrotem has a research-based approach to theater, blending contemporary and traditional
performance techniques with dramatic theater within the Turkish cultural environment. In a sense, it
can be said that Tiyatrotem is a “narrative theater” that aspires to create theater about theater and
explores this concept.*

The group’s theatrical approach points to an attempt to avoid hierarchy in stage-spectator relations. They
enjoy playing with the audience and seeking a new language on stage by taking advantage of the possibilities
of traditional and contemporary theater. This motivation is also evident in their adaptations of the Shake-
speare and Moliére’s plays. The director of both plays, Cetin Sarikartal, explains the reason for choosing
these two well-known plays with the following statement: “The audience is more tolerant of unusual forms
of narration in the warm atmosphere achieved through storytelling and the mutual relationship with the
narrators.”> The group believes that an audience familiar with the stories of Richard Il and Tartuffe provides
an opportunity for different formal experiments. Currently, the group is not concerned about retelling a
story that does not appear in the source text or creating a new narrative. In fact, they used familiar stories
for their theatrical research to eliminate the boundaries between the stage and the spectator.

I1I. Rigird Faciasi is an adaptation of Shakespeare's Richard Iil. The play begins with five actors, numbered
one through five, entering the stage and awakening a puppet they call “The Master.” The jinn and The Master
then perform 12 scenes from the original text, serving as both narrators and actors. At the end of the play, The
Master wakes up, and the jinns exit their roles. The Master informs the audience that the story and the Jinns
are a dream, and the play ends. The scenes selected by the group from the source text's plot do not solely
focus on Richard's lust for power. Instead, a dramaturgical approach is preferred that reveals all members of
the ruling class’ personal ambitions. The Master and the Jinns are also present in the play Tartuffe. However,
unlike Ill. Ri¢ird Faciasi, this adaptation creates a play-space between the Jinns and The Master as well.

2Jane Barnette, Adapturgy: The Dramaturg’s Art and Theatrical Adaptation (Carbondale: Southern Illinois University Press,
2008), 10.

30mit Kivang, Macbeth (istanb_ul: iletisim Yayinlari, 1991); Nazim Hikmet, Oyunlar 4: Tartuffe 59 (istanbul: Yapi Kredi Yayinlari,
2022); Kemal Demirel, Antigone (istanbul: Yaba Yayinlari, 2002);

“Ayse Selen, Sehsuvar Aktas, Cetin Sarikartal, “Onséz”, in Tiyatrotem Oyunlari (istanbul: Mitos-Boyut Yayinlari, 2009), 5.

5Cetin Sarikartal, “Klasik Dramatik Metinleri Bugiin Buradan Anlamak”, Tiyatro Arastirmalari Dergisi 29 (2010): 73.
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Tiyatrotem’s production of Tartiif Bey is structured differently from the source text in terms of dramaturgy
and staging. At the beginning of the play, a puppet named The Master is on stage with five actors performing
the roles of jinns. The jinns want to tell each other a story, but they find it difficult to restrain themselves.
Jinn number 2 cannot tell its story because it has been “hit by a man.” The Master finds the solution to cure
the jinn number 2, that is, in narrating—in other words, playing—and with The Master’s decision, the jinn
begin to perform the story of Tartiif Bey. The Master performs Orgon, the second jinn perform Tartuffe, and
the other jinns share the remaining roles among themselves and begin to perform scenes from Moliére's
play Tartuffe in order. In the source text, when Tartuffe confesses his love to Elmire and Orgon sees this,
the jinn number 2 recovers. The other Jinns also stop performing Tartuffe play. The Master also steps out
of his role as Orgon and, together with the jinn, recounts what happened in the remaining scenes of the
source text and the ending of the play. The Master delivers a closing speech, and the performance ends.
Unlike Tartuffe, who exploited people under the guise of religious piety, the group chose to focus on Orgon
and relate the power relations of the period to gender. As can be seen from the summaries of the plays,
Tiyatrotem created two separate spaces within the play using a play-within-a-play structure. In the play,
a space is created based on the desire of The Master and his accompanying jinn to constantly play and
narrate, and the jinn performs scenes from Tartuffe and Richard Ill. Tiyatrotem’s productions incorporate
many tools of traditional performance, including puppets, depictions, plays within plays, narration, and
nursery rhymes. Although these elements may give the impression that Tiyatrotem is attempting to perform
traditional theater, the group does not aim to revive or perpetuate tradition. The group seeks ways to create
actor-spectator interaction in traditional performance forms.® Tiyatrotem, a theater group that places the
audience at the center, prioritizes the reflection of all theatrical tools it uses on the audience. Sehsuvar
Aktas, a member of the group, expressed this idea as follows:

We believed that sharing an experience with an audience that responded to a call for a performance
and that this moment of sharing could become a shared experience—even if temporary—was
politically significant.”

Aktas's words express the group's esthetic approach to theater arts. Rejecting the notion that the stage
and the spectator are distinct entities, the group emphasizes the shared experience. This artistic approach
is similar to Ranciére's. The fundamental point of inequality is accepting the audience as passive from the
outset and striving to make them active. According to Ranciére:“Every spectator is already an actor in her
story; every actor, every man of action, is the spectator of the same story.”® Tiyatrotem’s perspective on the
theater arts is also consistent with this idea. The group, which focuses on the experience established with
the audience, conducts its directing, dramaturgy, and acting work in line with this approach, considering
the dramaturgy of the spectator. Rejecting the notion of only telling the story of the play, they present
their formal experiments to the audience through theatrical interventions. This is because the group did
not seek to tell a “new” story. On the contrary, in order to maintain a shared experience and unity in their
performances, they draw on plays by well-known authors such as Shakespeare and Moliére. By distracting
the audience from the play’s story, the performers encourage them to focus on other theatrical elements,
creating a space where sensuality takes center stage. In The Emancipated Spectator, Ranciére refers to a
point where the stage and the audience area are not separated by the principle of equality with the following

5Cetin Sarikartal, Sehsuvar Aktas, Ayse Selen, “geleneksel olan iizerine lafizlar”, Erisim 19 Aralik 2024, http://www.tiyatrotem.
com/geleneksel-olan-uzerine-lafizlar-2/

Tilin Saglam, “Sehsuvar Aktas ile Tiyatrotem Uzerine Sdylesi”, TEB Oyun Dergisi 37 (2018): 40.

8Jacques Ranciére, The Emancipated Spectator, trans. Gregory Elliot (London: Verso, 2009), 17.

)
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words: “is the third thing that is owned by no one, whose meaning is owned by no one, but which subsists
between them, excluding any uniform transmission, any identity of cause and effect.” With this approach,
Tiyatrotem’s plays move away from the idea of conveying something to the spectator and instead focus on
mutual sharing at the moment the performance occurs. Using traditional and contemporary performance
tools, their theatrical interventions in two canonical plays aim to create a shared emotional experience by
blurring the boundaries between the spectator and the performance.

The Jinns of Tiyatrotem

In his work The Emancipated Spectator, Jacques Ranciére challenges the notion that theater spectators
are passive and criticize approaches based on this idea as reformist measures. According to him, most of
the methods developed to transform the spectator and make it more “active” are shaped by a mindset
that accepts the passivity of the spectator. According to Ranciére, making the spectator a participant or
maintaining a critical distance from the performance is not a sign of emancipation. On the contrary,
such interventions reproduce a hierarchical relationship between knowledge and action, assuming the
spectator’s passivity. In this context, Ranciére considers Antonin Artaud and Bertolt Brecht—two important
figures in the history of theater—as pioneers of theater reform. However, he argued that the efforts of both
artists to emancipate the audience were contradictory. He does not describe Artaud's attempt to eliminate
the audience or Brecht's attempt to distance the audience from the performance as emancipating steps.
Rather than trusting the spectator’s ability to create meaning on their own, these approaches maintain a
pedagogical discourse that tells the spectator what to do. One of Ranciére’s fundamental objections is that
theater cannot be emancipated if the process is initiated under the presupposition that the spectator is in
some way deficient in terms of access to information or action. According to him, the binary oppositions
established between the spectator and the performer, knowledge and ignorance, and activity and passivity
prevent theater from being an emancipating space. Emancipation, however, is possible through a horizontal
relationship in which each audience member can freely engage in their processes of perception, thought,
and meaning. Therefore, many interventions under the name of theater reform carry the risk of becoming
instruments of domination that widen the gap between performers and audiences rather than closing it.
In this case, it is not possible to speak of the audience as a heterogeneous entity. One may argue that the
dramaturgy of the spectator in Tiyatrotem's plays avoids reproducing the hierarchical relationship between
performers and audience members. Ayse Selen, a member of Tiyatrotem, describes their interaction with
the spectator as follows:

The intention is not to transform a concern into a doctrine or sacrifice sharing for a poorly defined
pedagogy. In this sense, telling a story means to say, "Something happened to me, but I didn’t quite
understand it. Will you listen if I tell you about it?" As a stage presence, the storyteler hands over what
they do not understand to the audience. Narrating is not escaping the question; it is sharing it with
the listener and multiplies it. It creates a shared universe from that question.™®

The group has no intention of presenting a doctrine to the audience or interacting with them based on a
one-sided perspective. Selen emphasizes that “something happened to me, will you listen if | tell you about
it?” is the formula for Tiyatrotem to establish the interaction they want with the spectator and to break free
from hierarchical performance. Rather than conveying a predefined narrative, the group preferred to share
with the spectator what happened to the narrators. This approach is defined by accepting the spectator

9Ranciére, The Emancipated Spectator, 14.
10Ceren Ozcan, Cagdas Tiyatroda Anlati: Tiyatrotem Uzerine Bir inceleme (istanbul: Mitos Boyut Yayinlari, 2018), 76.
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as a heterogeneous element and by the mutual interaction that emerges at the end of the performance.
By avoiding the definition of traditional and contemporary performance forms through binary oppositions
and seeking the coexistence of these two forms in its productions, Tiyatrotem also avoids the idea of an
opposition between the audience and the stage. The puppets and jinns in the plays /Il Ricird Faciasi and
Tartiif Bey play an important role in the realization of this theatrical understanding.

Tiyatrotem points out that the two adaptations, based on plays by Shakespeare and Moliére, have
certain common features. First, in both adaptations, scenes from classical dramatic texts are performed in a
storytelling format, and the source texts’ stories are brought to life by puppets and jinn. The group explains
their purpose in bringing the dramatic texts to life through The Master (Puppet) and jinn in both plays as
follows:

(a) To take the identities of the narrators beyond ordinary human behavior, enabling the expression
of intentions and desires through more direct and powerful physical movements, but still within the
realm of what the audience can accept, even if only in their imagination, (b) to use the development of
the relationship between the jinn and the development of the relationship between the puppets and
the master, (c) to establish a dramaturgical relationship between the framing story and the quoted
dramatic text by assigning the roles of the dramatic text to the puppets and the "jinn"s, (d) to represent
the main characters of both the framing story and the quoted dramatic texts with puppets, thereby
transforming the development of the plays into one driven not by the characters but by the plot and
situations.’

As evidenced by the group’s goals, their adaptations do not engage the spectator with the psychological
implications of the characters and events in the source text. They are not concerned with affecting the
spectator with the source text's story or bringing a contemporary interpretation to the play’s discourse. The
four goals they list are based on reminding the spectator that they are performing in a theater. Instead of
telling a new story about Richard or Orgon, they use theatrical tools to share the familiar story in a new way.
The traditional performance tools in the audience’s cultural memory serve to remind them of the shared
experience and unity between the stage and the spectator:

The relationship on the surface is established through the formal innovation seen by the audience
—which is actually an illusion. However, the relationship at a deeper level is established through
elements that come from tradition and still carry meaning today. This is because these elements,
through an involuntary memory process, activate cultural elements within the audience and come
from the depths of tradition."?

One of the most important features that distinguishes Tiyatrotem from other theaters of its time is its
commitment to keeping spectators’ expectations in mind. Engaging in different theatrical pursuits while
considering audience enjoyment is an important step in the Turkish theater environment. Above all, the
group focuses on theater, and as a fundamental element of that focus, the spectator's esthetic experience.
Tiyatrotem's jinns ensure equality in performance and highlight esthetic concerns.

Jinns play a central role in the two adaptations discussed in this study. At the beginning of the play, there
is a table on stage with a snake light on top and small spotlights fixed to the floor. Jinns numbered one
through five enter the stage. First, they turn on The Master's (Puppet's) light, which is on the table. Then,

11Selen et al., “Ons6z”, 9.
12Cetin Sarikartal, “Tiyatrotem Oyunlarinda Dramaturji ve Reji Yapmak”, Mimesis Tiyatro/Ceviri-Arastirma Dergisi 18 (2011): 195.
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they turn on the spotlights on the floor one by one and begin to narrate. The play’s director expresses how
the jinns as narrators are perceived with the following words:

The type of being I refer to here as “jinn"—which can also be described in other ways—can be defined
as an infinitive identity that emerges from the combination of the storyteller and actor positions in an
environment of “extra-daily action.” Thus, it can also be seen as corresponding to the “inner model”
that determines the role in Stanislavski’s system and the epic actor in Brecht’s method."?

As seen in Sarikartal's words, jinns enable the actor to exist on stage with a different presence. As seen
in many plays, actors could have been included as 1t Actor, 2" Actor, etc., rather than as jinns. However, the
point the group wanted to emphasize here was the desire to create an extra-daily space. This desire grants
the actor a different presence as a jinn. From the moment they enter the stage, the actors are jinns, and
when they are ready to play among themselves, they awaken The Master and begin the play. Throughout the
performance, each jinn portrays a different role in each scene;

3- LEYDI EN: Vouchsafe, defused infection of a man,

Of these known evils but to give me leave

By circumstance to curse thy cursed self.

5- RigIRD: Fairer than tongue can name thee, let me have
Some patient leisure to excuse myself.

4- LEYDI EN: Fouler than heart can think thee, thou canst make
No excuse current but to hang thyself.

5- RIiCIRD: By such despair | should accuse myself.

1-LEYDI EN: And by despairing shalt thou stand excused

For doing worthy vengeance on thyself

That didst unworthy slaughter upon others."*

As seen in the passage, Lady En is performed by jinns numbered 3, 1, and 4. As with Rigird in the story
quoted in the source text, the same applies to different roles. Each jinn does not perform a single character
from beginning to end. In Tartiif Bey, the jinns also perform different characters, but unlike in Ill. Ricird
Faciasl, different jinns do not perform the same character in the same scene:

4- DORIN: (...) The lady is coming to this hall soon.

She wishes to chat with you.

2- TARTUF: Oh God, We are happy to do so. Will it come right away?
(...) God, with all His grace,

May He bless your soul and body.

I am the most humble of His servants, inspired by His love.

13Sarikartal, “Klasik Dramatik Metinleri Bugiin Buradan Anlamak”, 76.

4Ayse Selen, Sehsuvar Aktas, Cetin Sarikartal, “Ill. Ricird Faciasi”, in Tiyatrotem Oyunlar (istanbul: Mitos-Boyut Yayinlari,
2009), 114. Since this scene corresponds directly to the source text, the translation has been taken from the original text: William
Shakespeare, The Tragedy of Richard 111, ed. Barbara A. Mowat and Paul Werstine, Folger Shakespeare Library, https://www.fol
gerdigitaltexts.org/PDF/R3.pdf
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May He bless your life as much as you desire.

3- ELMIR: | am grateful to you for this wish full of faith.
Let's sit down and talk comfortably.

2- TARTUF: How did you get better?

3- ELMIR: | am very well; my fever went down quickly."s

The jinns playing Elmir in this scene plays Valer in the previous scene. As in . Ri¢ird Faciasi, the jinn do
not perform different characters within the scene but continue to play different characters in each scene. The
jinn repeatedly entering and exiting the roles in the source text leads to ambiguity within the performance
itself. It does not matter which actor appears with which character. This state of uncertainty prevents the
performance from a realistic approach in dramaturgical terms. Tiyatrotem wants to share an extra-daily
experience on stage with its jinn, and entering and exiting roles is a method of escaping the psychological
crises in the characters’ actions. Ranciére expresses the logic of liberation in performance with the following
words: “That is what the word ‘emancipation’ means: the blurring of the boundary between those who act
and those who look; between individuals and members of a collective body.”'® The jinn constantly take on
different roles, eliminating the one-dimensional emotionality of the source text's story. Throughout the
performance, this state of uncertainty blurs the boundaries between the stage and the spectator. This is
because the group does not intend to impress the spectator by telling a new Richard or Tartuffe story or by
drawing them into a one-dimensional world. On the contrary, it seeks to establish a different reality with
the jinns.

During the performance, the jinn do not only perform the roles of the characters in the source text. Before
taking on their roles, they also have a play area among themselves. In this play-space, the jinnstypst qw
interacts with the audience and constantly express their desire to narrate/perform. In the play Tartiif Bey,
the desire to narrate has turned into a game among the jinn, with them saying, “Shall I tell you?’ Shall I tell
you?” In addition to this desire to play among themselves, the jinn also begin to share information about
the play they will perform in these scenes:

3:In Orgon'’s eyes, Tartuffe is practically a saint; everything he does is miraculous, and every word he
utters is wisdom.

5: As if all this weren't enough, Orgon's daughter (enters role) Mariyan (exits role) is in love with...
3: The man’s name is (enters role) Valer (exits role).
5: Yes... Tartuffe keeps meddling in the matter of her marriage to him.

4: And Orgon's son (enters role) Dami (exits role) is madly in love with Valer’s sister. As you all know
very well, those who love each other will overcome any obstacles that come between them..."”

In the play Tartiif Bey, the jinns do not perform all the scenes in the source text. They step out of their
roles in some scenes and begin to narrate among themselves, interpreting the story of the play. These
dialogs between the jinns also clarify the dramaturgical framework from which the play is narrated. A similar
situation occurs in play Ill. Ri¢ird Faciasi:

5Ayse Selen, Sehsuvar Aktas, Cetin Sarikartal, “Tartiif Bey”, in Tiyatrotem Oyunlari (istanbul: Mitos-Boyut Yayinlari, 2009), 197.
16Ranciére, The Emancipated Spectator, 19.
17Selen et al., “Tartiif Bey”, 172.
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3: He returns to his room. This will be the last meeting the King holds with his entire entourage. The
deep remorse he feels, leaves him powerless, and he falls back into bed. Shortly thereafter, he dies.
4: Thus, the second stage of Richard'’s evil plan is complete. Richard is now the king's regent. He must
take custody of the deceased king's two young sons, the Prince of Wales and the Duke of York, and
place the older Prince of Wales on the throne.

3: But, as you might have assumed, however, Richard has other plans. The Duke of Buckingham, who
shares his intentions and hopes to benefit from Richard's struggle for the throne, comes to him with
a plan.

4: The Prince of Wales will be brought to London to ascend the throne. The Duke of Bakinghem ensures
that the team sent to meet the prince comprises only a few people and that he himself is included on
this team alongside Richard.

3: In this way, the Prince separates himself from his relatives who want to protect him. Richard is

so pleased with the support he receives from the Duke of Bakinghem that he showers him with
compliments."®

Thejinns discuss and analyze the characters they perform, approaching them as a dramaturg would. They
discuss and debate scenes that they do not perform in the source text and provide clues to the dramatur-
gical approach used to interpret the story. However, these clues are not conveyed through a message- or
discourse-heavy approach, but rather through sharing. This is because none of the actors on stage perform
with their everyday social identities. All the actors are jinn within the performance’s dramaturgy, and they
play the roles of Richard or Orgon, who are also jinn. This group approach to acting prevents the actor from
identifying with the character he plays. Tiyatrotem describes this approach with the following words; “the
actor does not become Lear, the actor does not become Richard; Richard or Lear comes to the actor as a
guest and the actor plays him for a bit.”'® With these words, it emphasizes that the character lives in the
actor’s body as a guest during the performance. This approach allows the spectator to disconnect from
reality and engage in shared experiences within a fictional world. There is no character with whom the actor
can identify, nor is there a "message" from which to learn on stage. Ceren Ozcan interprets this approach
using Bakhtin’s concept of dialogic. She draws an analogy between an author allowing characters in a novel
to speak with their own voices and Tiyatrotem allowing actors to stand back and allow characters to speak
during a performance. This performance structure makes the performance more visible in the moment, and
its essence lies in mutual sharing in the moment.

Finally, puppets are one of the theatrical tools that the group uses for dramaturgy. At the beginning
of each play, one of the jinns brings a puppet called The Master onto the stage and incorporates it into
the performance. The Master does not appear as a puppet. He continues to exist as a different character
throughout his performance. Like the jinn, The Master performs various roles in the source text. While he
performs different roles in Ill. Ricird Faciasi, he plays the role of Orgon only in Tartiif Bey. At the beginning
of each play, he provides historical context about the source text and introduces the plot. Like the jinns, The
Master occasionally enters and exits the roles he plays while the story is being told. He also occasionally
interrupts the jinns while they perform the source text, creating excerpts.

8Selen et al,, “Ill. Rigird Facias!”, 129.
_ "Cetin Sarikartal, Sehsuvar Aktas, and Ayse Selen, “Perdenin Arkasindaki Kim? Karag6z Oynatma Korkusu ve isteksizligi
Uzerine Bir Deneme”, Toplumsal Tarih Dergisi 181 (Ocak 2009): 86-91.
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2- RIiCIRD: But first, let me bury this in its grave.

5- RICIRD: Then I will go to my beloved in mourning.

Shine, sun, until | find a mirror.

2- RigIRD: Shine so that | may see my shadow as | walk.

1-THE MASTER: This man thinks life is a game. The bad part is that he wastes people. It's as if he's
playing a game. But he's really doing that. It was not for nothing that Mr. Jan Kott said: “The most
terrible tyrant is the one who sees himself as a buffoon and the world as a gigantic species of
buffoonery.” Pardon me, sir, but let's get back to our game. We are now in the first stage of Richard's

plan, as mentioned earlier. Two executioners come to Richard’s cell, at the king’s request, to Rill his
brother, Klerins. (...)?°

The Master continues by explaining what will happen in the next scene. The jinn then takes on the role of
the murderer and performs the scene. The Master’s moves eliminate the spectator's anticipation for what's
coming in the next scene. By interrupting at the most exciting point of the story, the master breaks the
spectator’s identification with the story, reminding them that they are watching a theater performance. The
presence of puppets alongside Tiyatrotem'’s jinns on stage makes the performance multidimensional. As
the spectator tries to figure out the jinns on stage at the start of the show, the presence of the puppet
as a non-human "actor"?! highlights the group’s emphasis on performance. The show's move away from
everyday reality and into the realm of classic theater pieces is a sign that it will continue with a sense of
equality. Tiyatrotem creates a world with jinns and puppets not to reveal a new everyday reality or to point
out a social problem but to construct equality between the stage and the spectator and to consider the
impressions that the spectator will experience.

Conclusion

One of the most significant issues in theater production in Turkey is the tendency to view the audience
as either a subject to be "educated" or an object to be "entertained." Although contemporary theater strives
to create an equality-based space, this remains merely theoretical, rendering the audience passive. From
a theater esthetic perspective, efforts to equalize the stage and audience areas are limited. Here, we need
to consider ways of creating meaning with the audience through theatrical tools. Tiyatrotem’s dramaturgy
of the spectator differs from these two models. The spectator is at the center of the group’s work. Each
performance was based on creating meaning together, rather than conveying meaning to the spectator. They
employ theatrical tools each time to achieve this sharing-oriented approach. The combination of traditional
and contemporary performance elements draws the spectator into a familiar space where experiencing
the performance itself becomes a dominant factor. They adapted canonical Western theater works, such
as those by Shakespeare and Moliére, not to convey a message to the spectator but to use their tolerance
for familiar stories to involve them in their theatrical research. The use of traditional theatrical elements
in this context draws the spectator into a more familiar performance. Rather than “rewriting” these texts,
the group aims to transform the stage-spectator relationship through familiar stories. Rather than focusing
on the plot, Tiyatrotem focuses on the dynamics of the stage-spectator relationship. They use traditional
performance forms not to reproduce them but to make the sense of sharing and playing together in these
forms relevant today.

20Selen et al,, “Ill. Rigird Faciasl”, 121-122.
21Beliz Giichilmez, “Tiyatrotem Yapimlarinda Oyuncu-Rol-Kukla iliskisi Uzerine Kaba-Taslak”, Mimesis Tiyatro/Ceviri-
Aragtirma Dergisi 18 (2011): 182.
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This article aims to reveal the theatrical tools used in the dramaturgy of the spectator, using examples
from Tiyatrotem’s adaptations of Ill. Ri¢cird Faciasi and Tartiif Bey. The group’s approach to classical
dramatic texts blurs the boundaries of representation and rejects the actor-role identification. Tiyatrotem'’s
actors transcend classical acting conventions, offering a presence that disperses the singular meaning of
representation and transcends everyday reality. In the theatrical approach in which the actor does not
"become" a character but rather the character "visits" the actor, pluralistic spaces of meaning are opened
up instead of ready-made meanings being created for the spectator. In this context, the spectator's role in
the performance is no longer passive or active; it is shared with the stage. Jinn, who takes on different roles
in each scene, prevents actors from identifying with fixed characters while keeping the spectator's ability
to identify with the story in suspense. In this way, the integrity of representation is fragmented, and the
spectator is invited into a shared space where multiple possibilities circulate, rather than a space where
meaning is fixed. Similarly, the puppet called “The Master” is not just a tool directed by the actor, but also
an active narrator and commentator within the dramaturgy of the performance. Like the jinns, the puppet is
positioned as an intermediate being that enters and exits roles, interrupts the source text, and reminds the
audience of the events unfolding on stage. The puppet's non-human body undermines the representation’s
credibility, which reinforces the egalitarian relationship with the spectator. In this extraordinary theatrical
universe constructed through jinn and puppets, the audience is encouraged to engage in sharing-oriented
interaction rather than identification. The multiple roles played by the jinns and puppets as narrators con-
stantly violate the boundaries of representation. This enables the spectator to become not only recipients
of meaning and potential partners in meaning production. This approach aligns with Ranciére's concept
of the emancipated spectator and avoids the pedagogical or ideological instrumentalization of theater.
Tiyatrotem's performance practice is not purely traditional or contemporary. Rather, it is shaped by a unique
dramaturgy that transcends these dichotomies and incorporates the spectator into the stage. In this context,
Tiyatrotem’s dramaturgical proposal for the spectator establishes an intellectual and esthetic foundation
for new relationships with audiences in Turkish theater.
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Introduction

Following World War Il, the global political landscape evolved into a different dimension, and especially
after the 1970s, the economic difficulties and the dissatisfaction caused by neoliberal policies paved the
way for transformations across various domains. One of these transformations is that populism has become
an effective discourse in modern democracies, both nationally and internationally. Mudde and Kaltwasser
define the modern version of populism in their work, Populism: A very Short Introduction, as “a folkloric style
of politics, which leaders and parties employ to mobilise the masses”." Within this framework, populism has
become a political style that appeals to the emotions of the people in order to achieve political advantage.
Historically, populist discourses, as seen in examples such as Hitler's Germany or Saddam Hussein’s Baath
regime, have become a tool frequently used not only by marginal movements but also by mainstream
political actors since the 2000s.

Following the 2008 global financial crisis, the inequalities and economic problems created by neoliberal
policies triggered a new populist era. While Donald Trump’s campaign with the slogan ‘America First’ high-
lighted the themes of national sovereignty and economic independence based on the anti-globalisation
movement and a nationalist doctrine, the slogan ‘Take Back Control’ during the Brexit process “shows how
constitutionalising policy choices, and accepting case law rather than political preferences to shape policy
decisions, carries a danger of shifting political contestation to another level”? According to Eatwell and
Goodwin, these developments on both sides of the Atlantic provide striking examples in terms of under-
standing the effects of populism on modern democracies. Trump’s statements on the Paris Agreement, which
he accused of weakening the US economy and threatening its sovereignty,®> and the effects of populism
across Europe, such as Marine Le Pen’s 33% of the vote in the 2017 French presidential election and the
widespread anti-immigration policies in Italy, can be argued as examples of the reflections of this trend in
Europe.* Finally, Donald Trump's second election victory in the 2024 elections was the peak of the rise of
populism.

This study examines My Country-A Work in Progress by Carol Ann Duffy and Rufus Norris and Building the
Wall by Robert Schenkkan. This study, therefore, explores Trump's presidential campaigns and the Brexit
process within their historical contexts, providing a detailed evaluation of the populist discourses employed
in these events. In addition, the similarities and differences between populist movements in the United
States and the United Kingdom are argued through a comparative approach. In this way, this study aims to
explore modern nationalism and the rise of populist discourses in the post-neoliberal era as reflected in
the selected texts.

Conceptual and Theoretical Framework of Populism and Its Ideological Connec-
tions

In contemporary political discourse, right-wing rhetoric and populism emerge as mutually supportive and
overlapping political strategies. Cas Mudde defines populism as an opportunistic approach used by policy
makers to please the public and gain political support, and he underlines that “most definitions of populism
have at least two points of reference in common: ‘the elite’ and ‘the people™.> Mudde continues his definition
by stating that populism is evaluated on its own, separate from other ideologies, but since it is accepted

1Cas Mudde and Cristobal Rovira Kaltwasser, Populism: A Very Short Introduction (Oxford: Oxford University Press, 2017), 7-8.

2Susanne K. Schmidt, “An Institutional Mismatch: Why ‘Taking Back Control’Proved So Appealing,” LSE Brexit, (2020): 3.

3“Trump White House Archive,” accessed May 15, 2025, https://trumpwhitehouse.archives.gov/.

“Roger Eatwell and Matthew Goodwin, National Populism: The Revolt Against Liberal Democracy (London: Penguin UK, 2018),
48.

5Cas Mudde, “The Populist Zeitgeist,” Government and Opposition 39, no. & (2004): 542.
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as a “thin-centred ideology”?® its significance emerges when combined with other ideological frameworks.
This characteristic also demonstrates its capacity to seamlessly align with various ideologies. Additionally,
Mudde emphasises that populist discourse revolves around the concept of “the people”, portrayed as
essentially pure and virtuous, as opposed to elites, portrayed as corrupt and morally compromised enemies.
These hostile distinctions form the basic tenets of how populism operates.’

According to Laclau, populism is a political strategy based on charismatic leadership, direct appeals to
the masses, and overcoming institutional constraints. Populism in the post-neoliberal era reflects the efforts
of leaders to imagine a more egalitarian and independent future in their political discourses. However, their
success depends on their ability to cope with internal tensions and contradictions in the economic, political
and cultural spheres. Today, the situation is increasingly complicated by the rise of radical populist policies.?
For example, “Peron closed newspapers; Fujimori shuttered Peru’s Congress and Supreme Court; Chavez fired
scores of judges and dissolved the Venezuelan Supreme Court; Orban forced the Central European University
to leave Hungary”.? All of these developments have taken place over the past two decades. These actions
have not only concentrated power in the executive branch but also weakened the capacity of opposition
parties and civil society to hold the government accountable. Strange systems have emerged, such as “what
Orban proudly calls an ‘illiberal democracy’."® As a result, democratic processes have been reduced to
elections and other institutions of democracy have been damaged.

Populism often challenges the procedural aspects of democracy by using majoritarian principles. Pop-
ulist leaders often claim the authority to circumvent established norms and institutions based on their
electoral victories. Authoritarian democracies often exclude minority voices and undermine deliberative
processes, as in Orban’s “illiberal democracy”.'" For example, in the United States, President Donald Trump's
administration has frequently disregarded established norms, including the peaceful transfer of power to
his rival and the elected president Joe Biden, culminating in the Capitol riots on January 6.2

Fukuyama highlights another significant impact of populism on modern democracies; its role in deep-
ening political polarisation. Populist discourse frequently thrives on narratives that depict society as
fundamentally divided between us and them. This polarisation can hinder constructive political dialogue
and lead to gridlock in legislative processes.? Furthermore, the rise of social media has amplified populist
messages, allowing leaders to bypass traditional partnerships such as journalists and appeal directly to
their supporters. While this approach has increased the visibility of populist movements, it has also
fostered echo chambers that have intensified social divisions. According to Clarke et al., populism tends
to oversimplify complex political issues. Such oversimplifications can distort the public’s understanding of
policy challenges and undermine the quality of democratic decision-making. By framing themselves as anti-
establishment, populist leaders often dismiss criticism as attacks from elites, thereby escaping potential
scrutiny.™ This expands the reach of populism and diminishes the role of opposition parties, the media,
and other accountability mechanisms in holding the government accountable. Therefore, the main effect

SMudde, “The Populist Zeitgeist,” 542.

’Mudde, “The Populist Zeitgeist,” 544.

8Ernesto Laclau, On Populist Reason (Beccles: Verso Books, 2005), 34.

9Takis S. Pappas, “Populists in Power,” Journal of Democracy 30, no. 2 (2019): 73.

19Pappas, “Populists in Power,” 79.

Pappas, “Populists in Power,” 77.

12BBC News Service, “Capitol riots timeline: What happened on 6 January 2021?,” bbc.com, August 2, 2023, https://www.bbc.
com/news/world-us-canada-56004916.

3Francis Fukuyama, Identity: The Demand for Dignity and the Politics of Resentment (New York: Farrar, Straus and Giroux,
2018), 43.

14Harold D. Clarke, Matthew Goodwin, and Paul Whiteley, Brexit: Why Britain Voted to Leave the European Union (Cambridge:
Cambridge University Press, 2017), 64.
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of populism political polarisation, disrupting democratic decision-making processes and weaken account-
ability mechanisms. The main purpose of this study is to discuss the theatrical reflections of this effect.

From TV Studios to the White House: Trump’s Populism in Building the Wall

Building the Wall is a play written by Pulitzer- and Tony-Award-winning author Robert Schenkkan just
before Donald Trump won the 2016 US presidential election. The play presents a dystopian fiction of the then
Republican candidate’s provocative and racist rhetoric, populist policies, and possible effects on American
immigration policy. The story revolves around only two characters: Rick and Gloria. Gloria is an African-
American historian, and Risk is the former director of a private detention centre for illegal immigrants in
West Texas. The audience immediately recognises the background of Rick, whose “thwarted ambition to
study architecture, a respect for order that led him to take a job in the military police and, eventually, to
oversee a vast, new private prison outside El Paso.” But all this is a prelude to the revelation that, after a
bomb attack in Times Square, Trump imposed matrtial law, leading to the roundup of hundreds of thousands
of supposedly illegal immigrants”."> Arrested and convicted for serious but unspecified crimes, Rick agrees
to interview Gloria for the first time while awaiting sentencing.

Between 2015 and 2025, the United States experienced a significant increase in populist movements, with
the political rise of Donald Trump and the rise of ‘the America First’ policy. This period heralded a radical
transformation in American political discourse, characterised by a definitive rejection of globalisation, a
renewed emphasis on nationalist rhetoric, and an increased emphasis on economic independence and
national sovereignty. Rick’'s words about Trump in the play reflect the spirit of this period:

Rick Working people. middle class We used to be something but Now, | had friends losing their
houses, their jobs. Furthermore, And neither party seemed to care. My dad had some health problems,
and and it turns out his insurance didn't cover much of anything, and and it ate up his retirement,
and and within a year, he was suddenly working suddenly he was working as a greeter at Walmart!
Seventy-something years old, standing on his feet eight hours a day working for less than minimum.
Meanwhile, all all our jobs were going to Mexico and China and places like that and then the illegals
here were taking what jobs were are left and gave nobody a damn. For a long time | wasn't paying
attention but then | woke up pretty fast because it was clear the country was going into the toilet."®

Rick’s frustration with job losses and outsourcing directly aligns with Trump’s promise to bring jobs
back from Mexico and China. Rick’s anger at both the Republican and Democratic parties reflects Trump’s
positioning of himself as an outsider fighting against a corrupt system. The phrase ‘We used to be something’,
like Trump’s slogan ‘Make America Great Again’, represents longing for the past and nostalgic nationalism.
Rick’s direct linking of job losses to undocumented immigrants reveals how Trump's rhetoric of economic
nationalism resonates with society and is embraced by the working class.

Donald Trump’s 2016 presidential election was a turning point in American politics, reflecting the
discontent of a broad swath of voters. Donald Trump, who started his adventure as a businessman operating
in the real estate sector and later crowned it with TV shows such as The Apprentice, has now become the
President of the United States. As Inglehart and Norris asserted, Trump’s campaign mobilised support by
exploiting economic concerns, cultural grievances, and widespread distrust of the political establishment.
His rhetoric targeted job losses, often linked to outsourcing, and the decline of American manufacturing,

5Michael Billington, “Building the Wall Review-Trump Imposes Martial Law and the Roundups Begin,” the Guardian, March
7, 2018, https://www.theguardian.com/stage/2018/may/07/building-the-wall-review-park-theatre-london-trump.
16Robert Schenkkan, Building the Wall, (New York: Simon and Schuster, 2017), 18-19.
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framing these issues as the betrayal of the elite class. Thus, Trump positioned himself as the defender of the
“forgotten” American worker'’. Inglehart and Norris also stated that the America First policy, which became
the cornerstone of the Trump administration, embodied his populist agenda. This slogan, which is based on
divisive sentiments from the early 20th century, has been reshaped by contemporary concerns. Trump’s ‘The
America First’ discourse aims to reduce dependence on foreign countries, renegotiate trade agreements, and
prioritise local industries. This approach is clearly seen in the Trump administration’s withdrawal from the
Trans-Pacific Partnership (TPP) and the replacement of the North American Free Trade Agreement (NAFTA)
with the United States-Mexico-Canada Agreement (USMCA)."8

Rick’s ideological perception of the outer world is quite sceptical. He thinks that they are at war with
Islam, and even he declares that he “understood that but you (his fellow citizens) tie yourself in Rnots trying
to explain things away when usually the simplest explanation is the truth”."® Rick accepts the war against
Islam without question. His statement that ‘the simplest explanation is usually the truth’ demonstrates
his tendency to simplify complex global issues and his adoption of an ‘us and them’ divide that aligns
with Trump’s populist rhetoric. This approach parallels Trump’s policies, such as the Muslim travel ban,
and reveals how national security rhetoric is intertwined with a culturally and religiously based threat
perception.

Borders are Rick’s red lines. The country’s borders are like fortresses to be defended against immigrants
and any other group that Rick perceives as an external threat: “A country has a right to protect its borders! If
we don’t have borders, then we don’t have a country. What's very hard about understanding that?".2° In this
scene, Rick directly links borders to national identity and security. In addition to economic policies, Trump'’s
populism was also deeply intertwined with nationalist rhetoric. His administration’s stance on immigration
emphasised national security and cultural homogeneity, as exemplified by the construction of a border wall
with Mexico and a travel ban on predominantly Muslim countries.?"

These policies reflected a broader trend of ‘us and them politics’ aimed at uniting an internal group
against perceived external threats, whether economic, cultural or security-related. As Smith reports, Donald
Trump continued to use the same rhetoric during his new election campaign and after his election. Trump’s
desire to make Canada the 51st state of the United States and to purchase Greenland and the Panama Canal
illustrate how populist leaders often prioritise the goal of expanding or strengthening national interests.
With such rhetoric, Trump aimed to mobilise his own supporters and increase his influence in foreign policy.
The idea of buying Greenland in particular had a wide repercussion internationally in 2019 and was met
harsh reactions from Denmark.?2 While the rhetoric about Canada becoming a part of America expressed the
desire of the US to further expand its economic and political influence over neighbouring countries, such
statements were also evaluated by critics as a populist move that pushed the boundaries of democracy,
sovereignty and international law. This rhetoric reveals that Trump’s political strategy is shaped by a populist
style not only in domestic politics but also in the international arena.

17Ronald F. Inglehart and Pippa Norris, “Trump, Brexit, and the Rise of Populism: Economic Have-nots and Cultural Backlash,”
Harvard Kennedy School Working Paper Series, (2016): 45.

8Inglehart and Norris, “Trump, Brexit, and the Rise of Populism: Economic Have-nots and Cultural Backlash,” 83.

19Schenkkan, Building the Wall, 23.

205chenkkan, Building the Wall, 15.

2"Mudde and Kaltwasser, Populism: A Very Short Introduction, 6.

22pavid Norman Smith, “The Agitator Supplies What the Base Demands: Trumpism Before and After Donald Trump,” Critical
Sociology 50, no. 4-5 (2024): 823.
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For Rick, supporting Trump is more than just a party affiliation or ideological stance:

Rick: Yeah, so | went to the rally and it was amazing. | felt—I felt—comfortable there.

Gloria Comfortable?

Rick I looked around and | saw a lotta people who looked like me, just ordinary people, people with
families.

Gloria White. White people.

Rick Yeah. | assume. Mostly. Sure.

Gloria Christian.

Rick What'’s wrong with that?

Gloria Nothing.?3

Chadwick states that Trump has solidified his image as a leader who understands and prioritises their
concerns by developing a sense of direct connection with his supporters. The rise of populism in the United
States under Trump cannot be fully understood without considering the broader socioeconomic context.?
In the wake of the 2008 financial crisis, many Americans remained sceptical of the economic elites and
institutions. Rising income inequality and wage stagnation have further fuelled disillusionment with the
political establishment. These dynamics have created fertile ground for Trump’s populist message, which
promises to “drain the swamp”?> and return power to the people. Trump’s presidency has also exposed deep
divisions in American society, particularly along the lines of race, class, and geography. His rhetoric has often
amplified these divisions, casting urban elites, immigrants, and international institutions as scapegoats for
the country’s challenges.

As Kazin states, this polarisation was both a symptom and a driver of the populist wave, as it reinforced
the sense of a troubled in-group struggling to reclaim its rightful place. While his defeat in the 2020 presi-
dential election signaled a shift in political leadership, the populist forces he unleashed have continued
to shape American politics.26 The persistence of the America First narrative and the rise of populist figures
within the Republican Party have underscored the enduring appeal of this policy approach.

Brexit and Populism in My Country-A Work in Progress

My Country-A Work in Progress is a verbatim play and “was first staged in the Dorfman auditorium of the
National Theatre, London, on 28 February 2017, before a national tour”.?” As the Guardian informs, “Norris
and Carol Ann Duffy have edited interviews with people from Scotland, Wales, Ireland and all corners of
England to get a picture of Britain on the verge of leaving Europe — and perhaps of Scottish independence”.?®
In the immediate aftermath of the Brexit referendum, Norris and Duffy conducted one-on-one interviews
with people from all over the country, across a range of ages. During this process, they listened to
people’s thoughts about the country they call home, in a candid and direct manner. During the interviews,

235chenkkan, Building the Wall, 23.

24Andrew Chadwick, The Hybrid Media System: Politics and Power (Oxford: Oxford University Press, 2017), 282.

25Matthew ). Goodwin and Oliver Heath, “The 2016 Referendum, Brexit and the Left Behind: An Aggregate-Level Analysis of
the Result,” The Political Quarterly 87, no. 3 (2016): 450.

26Michael Kazin, The Populist Persuasion: An American History (Itacha: Cornell University Press, 2014), 36.

27Carol Duffy and Rufus Norris, My Country-A Work in Progress (London: Faber & Faber, 2017), 20-21.

28Susannah Clapp, “My Country: A Work in Progress Review—-A Laudable but Limp Look at Brexit Britain,” The Guardian, March
19, 2017, https://www.theguardian.com/stage/2017/mar/19/my-country-work-in-progress-dorfman-observer-review.
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they encountered humorous, emotional and sometimes quite harsh statements. These real-life narratives
became the main elements that formed the spirit of the play.

In the play, Brexit is told in all its aspects, with verbatim statements from different people. The most
interesting narrative about Brexit is, of course, the economic reasons that produced Brexit. Goodwin and
Heath point out that austerity policies implemented in the United Kingdom after the global crisis deepened
economic inequalities, especially in deindustrialised regions, paving the way for the populist campaigns
seen during the Brexit campaign.?® The play clearly addresses how the austerity policies implemented after
the global crisis deepened economic inequalities in deindustrialised regions and how this situation fed
the populist discourse in the Brexit campaign. The play contains direct statements about how economic
inequality is deepening and people’s living standards are falling:

Britannia (Farage) We are unashamedly the patriotic party. It's about priorities, isn’t it? My priority
would be to put our own people first. There’s an issue called the quality of life. The gap between rich
and poor is getting bigger and bigger. We've been through a decade now where for people earning
average salaries they're ten per cent worse off than they were back in 2007. That simply can’t be right.3°

This quote shows how economic hardships and income inequality were used in the Brexit campaign. It
highlights the impact of austerity on the working class and how workers are unable to cope with financial
hardship. On the other hand, Julie from East Midlands says “never think as a worker you can still struggle.’ So
sometimes | had to decide if I'm paying ten pounds to put in my car for oil or buying food.”3! This line clearly
illustrates the economic difficulties mentioned by Goodwin and Heath. The fact that workers can no longer
afford their basic needs has contributed to the strengthening of the pro-Brexit populist rhetoric. These
scenes directly support his analysis of the effects of austerity on the working class and the rise of populist
rhetoric. The anger felt by the working class in the play over economic injustice provides an important
context for understanding how Brexit became a backlash.

The play, My Country-A Work in Progress, includes scenes that show the sense of economic and political
exclusion felt by areas in long-term economic decline, such as the Midlands and Northern England, which
strongly supported Brexit. The deindustrialisation and economic decline experienced particularly in the
North of England and the Midlands are clearly felt in the speeches of the characters in the play. For instance,
the character named Caledonia (William) states that they have “got six million people up here. And you go
round — you go through Fife where the whole industry used to employ the whole village."3? Another character,
Jude from North-East, declares that the government treats random citizens “who maybe have worked all
their lives and for no, no fault of their own have been made redundant or, you know, something’s closed down
or they've been finished and they're tret like second-class citizens when they've paid tax all their lives”.33

According to Clarke et al., in the United Kingdom, areas experiencing long-term economic decline, such
as the Midlands and the North of England, provided strong support for Brexit, reflecting a sense of economic
and political marginalisation.?* These scenes directly support these findings. The play clearly expresses the
economic concerns and political exclusion of people in economically marginalised areas where Brexit has

29Matthew ). Goodwin and Oliver Heath, “The 2016 Referendum, Brexit and the Left Behind: An Aggregate-level Analysis of
the Result,” The Political Quarterly 87, no. 3 (2016): 335.

30Duffy and Norris, 2017, My Country-A WorkR in Progress, 21.

31Duffy and Norris, 2017, My Country-A Work in Progress, 22.

32puffy and Norris, 2017, My Country-A Work in Progress, 21.

33puffy and Norris, 2017, My Country-A Work in Progress, 22.

34Harold D. Clarke, Matthew Goodwin, and Paul Whiteley, Brexit: Why Britain Voted to Leave the European Union (Cambrigde:
Cambridge University Press, 2017), 82.
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received strong support. Factors such as job loss, increasing economic inequality and the lack of a future
for young generations are cited as the main reasons for support for Brexit.

Politically, Brexit has also changed the dynamics within the constituent nations of the United Kingdom.
In Scotland, where 62% voted to remain in the EU, Brexit has reignited calls for independence. Keating states
that the Scottish National Party (SNP) argues that Brexit represents a significant change in circumstances
since the 2014 independence referendum and justifies a second vote on Scotland'’s future within the United
Kingdom because “the SNP doubled down on independence and remaining in Europe”.?> Similarly, in North-
ern Ireland, Brexit has increased tensions between the unionist and nationalist communities. Hayward and
Phinnemore asserted that the protocol’s requirement for customs checks in the Irish Sea has been a bone
of contention, with unionists seeing it as a threat to Northern Ireland’s place within the United Kingdom.3¢
Internationally, Brexit has forced the United Kingdom to redefine its role in the world.

Brexit in the United Kingdom is a process filled with significant populist rhetoric that played a critical role
in the decision to leave the European Union (EU). Populist narratives often appealed to emotions, national
identity and scepticism towards established political elites, and resonated with a significant portion of
the British population. The slogans and messages of the campaign, particularly ‘Take Back Control, were
some of the most prominent discourses of this populist approach. The play clearly demonstrates the
Brexit campaign’s strategy of appealing to voters through populist narratives, with its emphasis on national
identity and sovereignty. The following sections show how the characters in the play speak about national
pride, autonomy and distrust of the European Union.

Britannia (Cameron) underlines the fact that the British have had “the character of an island nation —
independent, forthright, passionate in defence of our sovereignty”.3” One of the key arguments of the Brexit
campaign was the idea that the United Kingdom should regain its sovereignty as an independent state. The
phrase ‘island nation’ reinforces the perception of a country that has historically stood apart from Europe
and made its own decisions. This rhetoric is a populist approach that supports the idea that the European
Union is restricting the United Kingdom'’s right to self-determination. The Brexit campaign’s most iconic
slogan, ‘Take Back Control, is featured directly in the play: “Britannia (Boris): Let’s take back control”.38 One
of the strongest arguments of the Brexit campaign was that it was unfair for elites in Brussels to make
decisions on behalf of the people of the UK. East Midlands (Panit) complains that “every day there’s an idiot
from Brussels, you can’t do this, you must do this, you must do this, you can’t — guys, it's very easy if you're
sitting in Brussels creating these policies”.*° The phrase ‘Idiot from Brussels’ reinforces the perception of
how bureaucrats in Brussels interfere with the daily lives of the British.

Kenny and Sheldon stated that populism in the United Kingdom has focused more on collective national
identity and sovereignty. The Brexit campaign, led by figures such as Nigel Farage and Boris Johnson,
appealed to voters’ sense of national pride and autonomy, emphasising the need to ‘take back control’ from
the European Union. The slogan ‘Take Back Control’ was central to the Leave campaign. This slogan, which
was the driving force behind the Leave campaign in Brexit, permeated various forms of public discourse
in the UK, including social media campaigns, vehicle wraps, television programs, t-shirts and consumer

35Michael Keating, “Taking Back Control?” Brexit and the Territorial Constitution of the United Kingdom.” Journal of European
Public Policy 29, no. 4 (2022): 498.

36David Phinnemore and Katy Hayward, “Brexit and the Future of Northern Ireland,” Institute Montaigne, May 12, 2021, 56,
https://www.institutmontaigne.org/en/expressions/brexit-and-future-northern-ireland.

37Dpuffy and Norris, My Country-A Work in Progress, 35.

38puffy and Norris, My Country-A Work in Progress, 32.

39Duffy and Norris, My Country-A Work in Progress, 17.
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products.*® Its widespread appeal gave hope to the British, who had been the main element of an empire
that had been declining for years, that a glorious past could be revived.

A key element of the populist rhetoric of the Brexit campaign has been its emphasis on national identity.
The Leave campaign has often highlighted EU membership as a threat to British cultural and historical
uniqueness. Campaigners have argued that EU regulations and policies undermine traditional British values
and norms. According to Ford and Goodwin, this appeal to historical memory has helped to mobilise voters
who strongly identify with the notions of British exceptionalism and sovereignty. The campaign’s focus on
immigration and its alleged negative consequences is closely tied to national identity.*’

Ford and Goodwin report that Farage’s infamous ‘Breaking Point’ poster, depicting a queue of migrants
alongside the message that ‘we must get rid of the EU and take back control of our borders’, has been seen
in the media as evidence of this narrative. Such messages appealed to voters who perceived immigration as
a direct threat to their economic security and cultural homogeneity. While many of these claims have been
contested or refuted, they have nevertheless had a strong emotional impact, shaping public perceptions
and fuelling anti-immigration sentiment.“? The play features immigrants and their relations with the state
extensively:

Cymru (Jonathan) Last couple of years gone crazy like people coming over here to claim benefits —
Northern Ireland (Desmond) All the foreigners that are coming from all the countries

Cymru (Jonathan) India, Pakistan -

Northern Ireland (Desmond) Romania, Bulgaria

Cymru (Jonathan) Portuguese, Polish, like | get on with a lot of the Polish | don’t mind them —
Caledonia (Mary) Romanians, Slovakians, Bulgarians —

Cymru (Jonathan) All’em poor countries, cos they can get benefits, cos we’re seen as a soft target.*3

The anti-immigration stance of the Brexit campaign also triggered broader Eurosceptic views. EU insti-
tutions were portrayed as distant, unaccountable and overly bureaucratic entities imposing unwanted
policies on Britain. According to Clarke et al., the Leave campaign cleverly exploited this Euroscepticism by
framing the EU as an elitist project that ignored the will of ordinary people. Stories criticising EU regulations
and highlighting everyday situations such as restrictions on vacuum cleaner power or fishing quotas were
amplified by the media.** Hobolt stated that the general populist discourse during the Brexit campaign drew
heavily on economic arguments. While the anti-Brexit Remain campaign focused on the potential economic
risks of leaving the EU, the Leave campaigners responded with promises of economic renewal and prosperity
outside the union. For example, the claim that leaving the EU would free up £350 million a week to be spent
on the National Health Service (NHS) became one of the most controversial aspects of the campaign. While
this figure has been widely criticised as misleading, it has effectively reinforced the broader narrative of
taking back control over national resources and redirecting them towards local priorities.*>

“OMichael Kenny and Jack Sheldon, “When Planets Collide: The British Conservative Party and the Discordant Goals of
Delivering Brexit and Preserving the Domestic Union, 2016-2019,” Political Studies 69, no. & (2021): 970.

41Robert Ford and Matthew Goodwin, Revolt on the Right: Explaining Support for the Radical Right in Britain (London:
Routledge), 2014, 122.

“2Ford and Goodwin, Revolt on the Right: Explaining Support for the Radical Right in Britain, 123.

#3puffy and Norris, My Country-A Work in Progress, 24.

44Clarke, Goodwin, and Whiteley, Brexit: Why Britain Voted to Leave the European Union, 87.

45Sara B. Hobolt, “The Brexit Vote: a Divided Nation, a Divided Continent,” Journal of European Public Policy 23, no.9 (2016),
1269.
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The populist dimensions of the Brexit campaign were further strengthened by its critique of political
elites. Leave campaigners positioned themselves as representatives of the people against a distant and
disconnected establishment. This discourse targeted pro-EU politicians, business leaders and academics,
who were often accused of prioritising their own interests over those of ordinary citizens.

Distrust of the elites and the perception that the will of the people was being ignored played a significant
role in the Brexit process. The criticisms of politicians by the characters in the play support the foundations
of the populist discourse. Britannia (Gove) says, “the people in this country have had enough of experts. I'm
not asking the people to trust us. I’'m asking them to trust themselves."*¢ This statement, which was actually
made by Michael Gove, the UK Education Secretary at the time, during the Brexit campaign, shows how
populist movements have adopted anti-intellectual rhetoric.*” Gove openly voiced his distrust of experts.
He emphasises that people should make their own decisions, while implying that elites and academics are
the ones acting against the will of the people.

By framing the referendum as a battle between the ‘people’ and the ‘elite’, the Leave campaign success-
fully mobilised voters disillusioned with mainstream politics and seeking to challenge the status quo.
The combination of these populist themes—sovereignty, national identity, immigration, euroscepticism,
economic renewal and anti-elitism—created a powerful narrative that resonated with a diverse range of
voters. According to Curtice, the Leave campaign’s ability to combine these themes into a coherent and
emotionally engaging message was a key factor in its success in the referendum. In contrast, Curtice states
that the Remain campaign struggled to match this emotional appeal and instead relied on more technocratic
arguments about economic stability and the benefits of EU membership.*® The consequences of the populist
rhetoric used during the Brexit campaign have also extended beyond the referendum. The referendum has
reshaped British politics and has contributed to further polarisation and the rise of new political forces. The
success of the campaign demonstrated the power of populist messaging to challenge established norms and
mobilise voters around issues of identity and sovereignty. However, it has also raised concerns about the
divisive effects of such rhetoric, particularly in terms of its impact on social cohesion and trust in political
institutions.

Conclusion

Populism is a type of political stance that has dominated the global political universe in recent times.
Trump’s ‘America First’ agenda and the Brexit campaign’s emphasis on ‘taking back control’ highlight the
populist tendency to exploit public discontent with globalisation and perceived elite failures.*® My Country-
A Work in Progress and Building the Wall are powerful narratives that reveal how elements such as economic
insecurity, national identity concerns, immigration and anti-elite sentiment are used in the rise of populist
movements. My Country - A Work in Progress shows how voters were mobilised by economic uncertainty,
deindustrialisation and distrust of political elites during the Brexit process, while Building the Wall examines
the echoes of the Trump administration’s populist policies and anti-immigrant rhetoric in American society.
Both play stand as examples of how the citizens of the United Kingdom and the United States can be seri-
ously influenced by populist rhetoric on complex political issues. The central rhetoric of Brexit, ‘Take Back
Control’, and Trump’s 2016 election slogan, ‘America First, have found a response in society by referencing
nostalgic political positions.

“6puffy and Norris, My Country-A Work in Progress, 31.

“7Henry Mance, “Britain Has Had Enough of Experts, says Gove,” Financial Times, June 6, 2016, https://www.ft.com/content/3
be49734-29cb-11e6-83e4-abc22d5d108c¢.

“8John Curtice, “Why leave won the UK'’s EU referendum.” Journal of Common Market Studies 55, (2017): 19.

“%Inglehart and Norris, “Trump, Brexit, and the Rise of Populism: Economic Have-nots and Cultural Backlash,” 212.
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Building the Wall, like My Country - A Work in Progress, dramatically demonstrates how anti-immigrant
policies create an ‘us and them’ divide and how this divide is used by populist movements. Rick’s views
on border security and immigration policies, parallel to Trump's statements, define immigrants not only as
an economic threat but also as a national security problem. His line, “A country has a right to protect its
borders! “If we don’t have borders, then we don't have a country”>° shows how anti-immigration discourses
are intertwined with the concepts of national identity and sovereignty. Similarly, the claim that immigrants
are a burden on the economic and social system during the Brexit process is also seen in the statements of
the characters in the play My Country-A Work in Progress.

Both play dramatically reveal how individuals are drawn into political polarisation and how populist
movements gain legitimacy through individual experiences. In Building the Wall, Rick defends anti-immi-
grant policies while defining himself as an ordinary American and explains how the economic collapse, job
losses, and social change have affected him. Lines such as ‘Every day there’s an idiot from Brussels, you
can't do this, you must do this’ are based on the perception that the EU does not hear the voices of ordinary
citizens and is a technocratic structure. In this context, both plays reveal not only political processes but
also the impact of populist discourses on the lives of ordinary people. Rick’s individual journey stands as
a powerful example of how populist movements can influence large audiences by manipulating economic
and social concerns, just as they do by whipping up anti-EU sentiment among Brexit supporters.

The main argument of the article is that populist discourses cannot be explained only as reactions to
political elites; they are also directly related to the economic uncertainty, identity crisis and feelings of
exclusion experienced by individuals. The texts examined reveal how this emotional and experiential ground
is represented on stage, thus revealing that theatre can make a critical contribution to contemporary polit-
ical debates. Both Rick’s internal conflicts and the economic disappointment of the My Country characters
show that populism is experienced not only as an abstract political strategy but also as a concrete life
practice. This study opens up the political layers of contemporary theatre to discussion through its analysis
of the dramatic representation of populist rhetoric; it confronts the audience not only with the narrative
on stage but also with the socio-political reality behind that narrative. Thus, this study draws attention to
the potential of contemporary theatre as both an aesthetic and political tool in interpreting current social
fractures.
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