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Makale Tiirii

Bu ¢alismada Almanya’daki oyun ve tiyatro pedagojisi anlayisinin énciisti olan Hans-
Wolfgang Nickel 'in ¢alismalar: ve yaklasimlart incelenmigstir. Calisma, nitel arastirma
yvontemlerinden anlati arastirmast ile desenlenmistir. Anlati calismasi tiirlerinden ise
biyografi ¢calismasi yaklagimi kullamilmistir. Arastirmada oyun ve tiyatro pedagojisi
alaminda éncii olan Hans-Wolfgang Nickel ile ilgili yapilmig olan kaynak taramasinin
(bibliyografya ¢alismasimin) ardindan, giincel bilgilere birincil agizdan ulasabilmek
icin farkly veri toplama yontem ve tekniklerinden yararlamilmistir. Gériismelerde
elde edilen veriler, anlati analizi tiirlerinden, tematik analizle incelenmistir. Bu
arastirmadan elde edilen bulgular Hans-Wolfgang Nickel 'in oyun ve tiyatro pedagojisi
vaklasiminin, Almanya’da 60’ yillardan bu yana ¢alisilan; amaci 6gretmenler ile
ogrencileri etkin kilmak olan, pek ¢ok farkly alandan beslenen bir yaklasim oldugunu
gostermistir. 80°li yillardan itibaren kurulan iletisim ile de Tiirkiye 'de yaratici drama
alamnin gelismesinde onemli katkilart oldugu sonucuna ulasimistir.
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Giris

Hans-Wolfgang Nickel ¢ocuklugundan itibaren oyun ve tiyatro ile i¢ ige olan, dgretmen
olduktan sonra da bu alanlarin en dogru bi¢imde, egitim i¢in kullanilmas1 gerektigini diisiinen bir
egitimcidir. Geleneksel egitim anlayigindan uzaklagarak insanlarin eylem, etkilesim halinde oldugu bu
yaklasim daha saglikli, daha sanatsal 6grenme siiregleri ve daha insani iletisim bicimleri gelistirmeye
katki saglamay1 hedeflemektedir. Bu yaklasimin bir yaninda da Nickel, toplumsal olanla daima
ilgilenerek, insanlar1 gézlemleyerek ¢aligmaktadir. Bir egitimci olarak onu digerlerinden ayiran en
onemli 6zelligi; oyun ve tiyatro alanini, egitim catisi altina aldirmasi; bu alanin bir bilim dali olarak
ele alimmasim saglayan kisi olmasidir. Oyun ve tiyatro pedagojisi alani, Nickel’in ¢alismalariyla,
once yliksekokul olan, sonra iiniversiteye doniisen bir kurumun biinyesinde, ayri bir alan olarak
var olmustur. Oyunu ve tiyatroyu tiim bilesenleri ile egitimde bir ara¢ olarak gérmiis ve bilimsel
caligmalarla bunu kabul ettirmistir.

Aym1 yillarda Ingiltere’de Nickel’in ¢agdasi Peter Slade (1954); ‘cocuklarla yapilan drama’
kavramini ortaya koymustur. Buna goére lider cocugun yaptig1 dramayi hicbir bigimde yonlendirip
elestirmemelidir. Slade’in 6grencisi olan Brian Way (1967); yaratict dramanin sinifta kullanimi
tizerine Ogretmenler icin el kitabi niteliginde ‘Drama Yoluyla Gelisim’ kitabim1 yayimlamistir.
Dorothy Heathcote, 1970’lerde dramay1 yeniden tanimlamistir. Egitimde dramanin 6grenme igin
etkin bir yontem oldugunu sdylemistir. Slade’in aksine siireglerin, deneyimleri sorgulatacak bigimde
yapilandirilmast gerektigini ifade etmistir. Gavin Bolton da Heathcote ile ayni yaklasim iginde;
dramanin 6grenme icin bir ara¢ oldugu diisiincesini savunmustur (Adigiizel, 2018; Taylor, 2020).
Ingiltsere’de bu calismalar ve tartismalar siirerken, Nickel Almanya’da farkl1 bir adlandirmayla da
olsa benzer ¢aligmalar1 yapmis, slireci 0nemsemis, oyun ve tiyatro pedagojisini dnemli bir arag ve
sanat egitimi alani olarak gérmiistiir.

Tiirkiye’de drama calismalarinin yapilmaya baslandigr ilk yillarda, Tiirkiye’de yaratict
drama konusunda 6ncii ¢calismalar1 yapan Tamer Levent, Uluslararast Amator Tiyatro Dernegi AITA/
IATA Egitim Komitesi’nin diizenledigi kongreye katilmistir. Wolfgang Nickel de 1975 yilinda AITA
Egitimde Drama Komitesi’nin iiyesi olmugtur. Levent ile Nickel arasinda ilk temas bu kongrede
gerceklesmistir. Bundan sonra Nickel, Levent’i Berlin Sanat Yiiksekokulu’nun (HdK) diizenledigi
yaz kurslarindan birine atdlye yiiriitmek iizere davet etmistir. Bu siiregte Nickel, Ankara’da
1985°te yapilan ilk uluslararasi kongre i¢cin Levent’e fikir vermis ve boylece birlikte yapilacak
pek cok calismanin da 6nii agilmistir. 1. Egitimde Dramatizasyon (Drama in Education/Spiel- und
Theaterpadagogik) semineri adiyla anilan daha ilk seminerden itibaren Nickel’in Tiirkiye’de alanin
gelisiminde 6nemli katkilar1 olmustur.

Bucalisma, Almanya’da oyun ve tiyatro pedagojisinin dnciisii olan, Berlin Sanat Yiiksekokulu,
daha sonraki adiyla Berlin Sanat Universitesi ¢atis1 altinda tiyatro, miizik, devinim, sessiz-s6zsiiz
oyun, anlat1 gibi pek ¢ok farkli calisma alanini ve uzmani bir araya getiren Hans-Wolfgang Nickel’in,
1960’11 yillardan itibaren yaptig1 ¢aligmalart incelemek amactyla yapilmigtir. Nickel, Tamer Levent
ile karsilasmasindan sonra, ilk seminerin hazirlanmasinda ve gergeklesmesinde verdigi destek ve
sonraki yillarda da birlikte yiiriitiilen ¢aligmalarla alanin Tirkiye’de yerlesmesini saglamistir.
Ancak Tiirkiye’de egitimde drama ile ilgilenen pek ¢ok kisi Almanya’nin bu 6nemli temsilcisini ve
anlayigini tanimamaktadir. Nickel’in ¢aligmalarina yonelik yeterli ¢alismalar da Tiirkge kaynaklarda
bulunmamaktadir. Onun yaklasiminin, savundugu goriislerin yaratict drama egitimini uygulayan
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egitimciler tarafindan bilinmesi Tiirkiye’de yasanilan terminoloji sorununun ¢dziimiine de katki
saglayabilir. Hans-Wolfgang Nickel’in yasami Tiirkiye’deki alana iliskin yeri ve katkilari, oyun ve
tiyatro pedagojisi kavramlarina iliskin anlayisi ve bu anlayigin Tiirkiye’de yaratict drama alaninin
gelisimine iliskin katkilar1 bu arastirmanin problemini olusturmaktadir.

Yontem

Bu caligma, bir nitel arastirma ¢alismasidir. Nitel arastirma; gézlem, goriisme ve dokiiman
analizi gibi nitel veri toplama yontemlerinin kullanildigi, algilarin ve olaylarin dogal ortamda,
gercekei ve biitiinctil bir bigimde ortaya konmasina yonelik nitel bir siirecin izlendigi arastirma
olarak tanimlanabilir (Yildirim ve Simsek, 2006).

Arastirma, nitel arastirma desenlerinden biri olan anlati arastirmasi ile desenlenmistir.
Anlatilar, insanlarin bireysel deneyimlerini i¢sel slizgeclerden gegirerek bagkalarina aktarma yolu
olarak tanimlanmaktadir (Saban ve Ersoy, 2017, s.253). Anlat1 ¢aligmasi tiirlerinden ise; biyografi
caligmasi yaklasimi kullanilmistir. Anlati aragtirmalari, insanlarin bir konuya veya duruma iligkin
deneyimlerini yasamis olduklari hikayeler ile inceler. Arastirmaci veri toplarken, anlaticinin
deneyimlerini yazili veya sozel olarak hikaye ederek, deneyimlerini ve bunlara yiikledigi anlamlari
inceleme konusu yapar (Gay, Mills ve Airasian, 2011). Arastirmaci, insan deneyimlerini amacli ve
sistematik bir bigimde inceleyerek, anlamli ve kronolojik bir bi¢imde sunar (Saban ve Ersoy, 2017,
s.243). Biyografik ¢aligma; arastirmactya anlatilmig veya arsiv materyalleri ve dokiimanlar igerisinde
yer alan, tek bir birey ve bu bireyin deneyimleri hakkinda bir ¢aligmadir. Arastirmaci baska birisinin
yasamindaki deneyimleri kaydeder ve yazar (Creswell, 2018, s.282). Arastirmada oyun pedagojisi
ve tiyatro pedagojisi alaninda 6ncii olan Hans-Wolfgang Nickel ile ilgili yapilmis olan kaynak
taramasinin ardindan, giincel bilgilere birincil agizdan ulasabilmek i¢in farkli veri toplama yontem
ve tekniklerinden yararlanilmistir.

Goriismelerde elde edilen veriler, anlati analizi tiirlerinden, tematik analizle incelenmistir.
Tematik analizde anlatim bigiminden ¢ok anlatilana, kaynagin paylastiklarina odaklanilir. Tematik
analiz yaklasimi bir dizi olay1 kuramsallastirirken kullaniglidir. Arastirma siirecinde verilerin elde
edildigi baglamdan ziyade elde edilen verinin igerigi dnemlidir (Saban ve Ersoy, 2017, s.244 ).

Veri Toplama Arac¢ ve Teknikleri

Anlat1 hikayeleri ¢esitli veri toplama teknikleri kullanilarak elde edilmektedir. Bunlarin basta
geleni miilakatlar olmakla birlikte gozlem, dokiimanlar ve diger nitel veriler de kullanilmaktadir. Nitel
goriisme; goriisiilen kisiye, bir konu hakkinda, nitelikle ilgili sorular sorarak ayrmtili bilgi almaktir.
Arastirmada tam yapilandirilmig goriismeler ve yari yapilandirilmis goriismeler yapilmistir. Sonda
sorularla goriisme ayrmtilandirilmistir. Sonda sorulari, konusma aninda sorulan ve gelisigiizel ortaya
¢ikan sorulardir. Goriismenin akisi bu sorularla ayarlanabilir. Sonda ayrintilar hakkinda daha ¢ok soru
sormak seklinde olabilir veya agiklama, 6rnek almak olarak diizenlenebilir (Merriam, 2018, s.8).

2009, 2011 ve 2012 yillarinda elektronik posta yoluyla tam yapilandirilmig goriismeler
yapilirken 2012 yilinda yar1 yapilandirilmis goriisme seklinde yapilan goriismelerde acik uglu
sorular yoneltilmistir. Goriisme bagliklar1 bir alan uzmaninin yonlendirmesi ile belirlenmis, sorular
arastirmaci tarafindan hazirlanmistir. Goriismeler kamera ile kayda alinmis ve bireysel goriisme
bi¢iminde uygulanmustir.
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2010 ve 2013 yillarinda, uzmanin Tiirkiye’de yiiriittiigii iki farkli atdlyesi de gozlemlenmis
ve atdlye notlari olarak icerige eklenmistir.

Dokiiman Inceleme

Arastirmaya Hans-Wolfgang Nickel’in kendisi tarafindan yazilan kitaplar ve makalelerin
incelenmesiyle baslanmistir. Farkli arastirmacilarin kendisi ile yaptigi soylesiler incelenmistir.
Daha sonra kendisi ve onciiliigiinii ettigi alan hakkinda yurt disinda kaleme alinmis ¢aligmalar
incelenmigtir. Yar1 yapilandirilmis sorularla yapilan goriismeler 14 Ocak 2012 ve 18 Subat 2012°de
gerceklestirilmistir. ilk temas 16 Haziran 2009 tarihinde gerceklestirilirken, 4 Aralik 2011-8 Mart
2012 arasinda elektronik posta yolu ile yapilan tam yapilandirilmis goriismeler kaydedilmistir.

Hans-Wolfgang Nickel’in kendi yazdig kitaplar ve makaleler ile kendisi ve oyun ve tiyatro
pedagojisi alan1 hakkinda yazilmis kaynaklarmn 6nemli bir boliimiine Berlin Sanat Universitesi
Volkswagen Kiitiiphanesi’nden ulagilmistir.

Verilerin Coziimlenmesi ve Yorumlanmasi

Arastirmaci tarafindan yapilan tam yapilandirilmis goriismelerde elde edilen veriler
Almancadan Tiirk¢eye gevrilerek analizi yapilmigtir. Yar1 yapilandirilmis gériismelerde alinan video
kayitlar1 oncelikle desifre edilmis, daha sonra Almancadan Tiirkgeye cevrilmistir. Atolye gdzlem
notlar1 da veri olarak kullanilmistir. Verilerin ¢6ziimlenmesinde igerik analizinden yararlanilmistir.
Igerik analizi, genellikle diger yontemlerle birlikte kullamlir. Ozellikle gdzlem ve goriismelerden
elde edilen verilerin analizinde kullanilan bir yontemdir. Metin veya metinlerden olusan bir kiimenin
icindeki belli sozciiklerin veya kavramlarm varligimi belirlemeye yonelik yapilir. Arastirmaci bu
sozciik ve kavramlarin varligini, anlamlarini ve iligkilerini belirler ve analiz ederek metinlere iliskin
¢ikarimlarda bulunur (Biiyiikoztiirk, Cakmak, Akgiin, Karadeniz ve Demirel, 2012).

Gortgme kayitlart aktarilirken, yar1 yapilandirilmig goriisme kayitlar: ve sempozyum notlart
kaynagin agzindan birebir aktarilmigtir. E-posta araciligiyla kayit altina alinmis tam yapilandirilmig
goriisme kayitlariin aktariminda ise kaynagin sorulara yanit verme bigimine bagli olarak, kendi
gortslerini ifade etti ise kaynagin agzindan birebir; baska bir dokiiman kullanarak yanit verdi ise
aragtirmacinin agzindan yorumlanarak aktarilmistir.

Bulgular

Hans Wolfgang Nickel’in Kisa Yasam Oykiisii

Hans-Wolfgang Nickel, 1933 yilinda Dortmund’da dogmustur. Tiyatroyla tanigmasi
okuldncesi egitim yaslarinda, kilise tiyatrosu araciligiyla olmustur. 1949 yilindan itibaren, okul
tiyatrosu ve amator tiyatro ile ilgilenmistir. Saarbiicken, Paris ve Viyana’da egitim yasamini
siirdirmiistiir. Saarbiicken ve Berlin’de konservatuar ve tiyatro egitimleri almistir. Paris’te National
d’Art Dramatique Konservatuari’nda konuk &grenci olarak bulunmustur. Burada aldig1 egitimler
sirasinda, ¢agdas tiyatro ve avangart tiyatro ile ilgilenmis ve tiyatrolarda oynamis; yeni, bilinmeyen,
unutulmus, eski, ya da belirli giincel temalarla, toplumsal tiyatro metinleriyle ¢aligmis, tiyatro
yapmistir. Bu ayn1 zamanda kendisinin 6gretim elemani oldugu yillardaki yaklagimini da etkilemistir.
Universitede de dgrenciler ile avangart, tematik tiyatro iizerine ¢aligmigtir. Viyana’da tiyatro bilimi,
Alman filolojisi, egitim bilimleri ve kiiltlir tarihi egitimleri gérmiistiir. Doktora sinavin1 Viyana’da
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Tiyatro Bilimi bdliimiinde vermistir. Doktora tezinin basligi ‘Paris’te Alman Tiyatrosu’dur.
1955’ten sonra, yiiksekdgrenim dgrencileriyle tiyatro ¢aligmalar1 yapmis; oyun ve reji konularinda
calismistir. Berlin’de &gretmenlik smavimi vermistir. Anadali Almanca Ogretmenligidir. Tlkokul
ve ortaokul 6gretmenligi yapmistir (2-10. siniflar aras1). 1958’den sonra Pommersfelden Sarayi,
Recklingshausen, Korbach, Scheersberg, daha sonra da Belgika, Hollanda, Avusturya ve Isvigre’de
oyun ve tiyatro pedagojisi atolyeleri yiirlitmiistiir. 1959-1966 yillar1 arasinda Berliner Lehrerbiihne
yani Berlin Ogretmen Sahnesi’nin kurulusu ve ydnetiminde gorev yapmustir. 1961°den 1964°e kadar
Smif Ogretmeni ve Miizik Ogretmeni olarak calismistir.

1964°de Berlin Pedagoji Yiiksekokulu’nda 6gretim gorevlisi olmus ve okul oyunu alaninin
kurulusunda gorev almigti. Almanya’da bulunan bu yiiksekokullar, Tiirkiye’deki fakiilteler
denkliginde akademik c¢aligmalara olanak tanimaktadir. Nickel, Pedagoji Yiiksekokulu’nda
Stiidyo Grubu da kurmus ve bu grupla deneysel tiyatro ¢aligmalar1 yapmistir. 1972°de ilk kitab1
‘Rollenspielbuch - Theorie und Praxis des Rollenspiels’ yani Rol Oyunlar1 Kitab1 - Rol Oyunlarinin
Teori ve Pratigi’ni hazirlamistir. 1973ten sonra da Oyun ve Tiyatro Yaz Okulu’nun planlanmasinda
caligmistir. 1974 yilinda Oyun ve Tiyatro Pedagojisi boliimiinde ¢alisirken profesdr olmustur. 1987-
1988 yillarinda Ziirih’te Kjtz Tiyatrosu, cocuk ve genglik tiyatrosunda ‘Krakepuku’ adli oyunun
reji calismasini, Ursula Lehner ve Urs Hiussermann ile birlikte yiiriitmiistiir. 1980-1981°de Isvigre,
Hollanda, Fransa ve Ingiltere’ye gretim ve arastirma gezileri yapmustir.

1981°den itibaren Berlin Sanat Yiiksekokulu, Oyun ve Tiyatro Pedagojisi Enstitlisii'nde
caligmistir. Caligmalarinin = agirlik noktast ¢ocuk tiyatrosu, mini-monodrama gruplarinin
yapilandirilmas1 ve yonetimi, animasyon tiyatrosunun bicimleri ve oyunlari olmustur. 1983-1992
yillar1 arasinda Eyalet Oyun ve Tiyatro Caligmalar1 Toplulugu (Landesarbeitsgemeinschaft Spiel
und Theater-LAG Spiel und Theater)’'nda baskanlik yapmistir. 1987-1993 yillar1 arasinda ayni
zamanda Almanya Oyun ve Tiyatro Calismalar1 Ust Catis1 (Bundesarbeitsgemeinschaft-BAG Spiel
und Theater)’'nda Yonetim Kurulu’'nda gorev almistir. 1985-1989 yillart arasinda Berlin Sanat
Yiiksekokulu (HdK Berlin)’nun baskan yardimciligim yiirtitmiistiir. Yurt ici ve yurt disinda genis
gruplarla oyun ve tiyatro atolyeleri yiiriitmiistiir. 1998’de emekli olmustur. Reji, Kibutz Tiyatrosu,
oyun ve tiyatro pedagojisi teorisiyle ilgili kitap projeleriyle ugrasmistir. Ayni zamanda doktora tez
danismanliklar1 da yapmistir. 1998 yilinda emekli olana dek Oyun ve Tiyatro Pedagojisi Enstitiisti’niin
yoneticisi olarak kalmistir.

‘Okul Oyunu’ndan ‘Oyun ve Tiyatro Pedagoji’sine

Tiyatro Pedagojisi’nin Arkeolojisi baslikli kitap i¢in Hentschel’in Nickel ile yaptig1 soyleside,
kendisine, okul oyunu ve tiyatro pedagojisi kavramlarinin nereden ¢iktigini, ilk kez zaman ne zaman
kullanildigim1 ve kim tarafindan ortaya stiriildiiglinii sordugunda su yaniti vermistir (Hentschel,
Poppe, Ruping ve Streisand, 2005, s. 60).

Aslinda bu gergekten arastirilmali. Berlin’de Pedagoji Yiiksekokulu’na baslarken biz ‘okul
oyunu’ kavrami ile baslamistik. Bu kavram benim i¢in ¢ok dnemliydi. Ciinkii bu kavramla
birlikte yasamin iyi olacagini kabul etmistim. Ve bu seyi nasil isimlendirdigimiz sorusu
bence ¢ok ge¢ zamanlarda ortaya ¢ikti, tiim her sey hazirlandiginda, Hans Martin Ritter
de oradaydi. Ilk kez bir 6gretim yili icerisinde, bizim i¢in miizik alistirmasindan daha
fazlas1 demek olan bir ¢alisma esnasinda bunun iizerine ¢ok diisiindiik. Kavramlar {izerine
denemeler yaptik ve oyun, tiyatro ve etkilesim pedagojisini birlestirdik. Biz bu ii¢ seyi

77



Tugba Tiiziin & Omer Adigiizel - Yaratict Drama Dergisi 2022, 17(1), 73-102

birbirine bagladik. Etkilesim bizim i¢in biitiin slirecte ¢ok onemliydi. Bu yiizden bunu da
eklemistik. Ve etkilesim pedagojisi, Berlin Sanat Yiiksekokulu, enstitii olduktan sonra tekrar
ortadan kaldirildi. Oyun tiyatro ve etkilesim pedagojisi kavramlarinin karismasi ¢ok kolaydi,
baslik olmak i¢in de ¢ok uzundu. Bu yilizden bu 6gelerden birini feda etmemiz gerekiyordu.
Biz ‘canlandirma oyunu’nu bazi Almanlar gibi ‘okulda oyun ve tiyatro’ alaninin yerine
gegebilecek bir isaret olarak gostermedik. Kavramin gelisimine tarihsel olarak bir kez daha
bakilmalidir. Kavramin o 6gretim yilinda dogent olan ve yar1 misafir olarak bizimle calisan,
Stankewitz ve Mobius’tan ¢iktigini diistiniiyorum. Mobius tiyatrodan geldi. Belki kavrami
one siiren o olmustur ama bundan emin degilim. Oyunu biz her zaman okul oyunu araciligiyla
kullandik. Okul tiyatrosu daha eski, tarihi bir kavramdir.

Oyun ve tiyatro pedagojisi adlandirmasi bana ait degil. Oyun ve tiyatro kavramlarini ¢ok
soyledik, ¢ok kullandik. Baslarda gercekten pedagoglarla ¢alisiyorduk. Okullarda ¢alisacak
olan 6gretmenlerle calisiyorduk. Ve boylece ‘Oyun ve Tiyatro Pedagojisi’ demis olduk. Bu
cok normaldi. Etkilesim daha yeni bir kavramdi. O zamanlarda bu kavram sosyal 6grenme
ile ilgiliydi. Okullarda ¢ocugun ilgisi, keyfi olmadiginda isler yolunda gitmez, 6nce sosyal
ogrenme gerekir, birlikte bir seyler yapmasi gerekir. Bu bizim i¢in isin merkeziydi. Bir
grupta birileri ile birlikte 6grenmek, arkadaslik etmek dnemlidir. Yani sosyal 6grenme i¢in,
bir bilimsel kavram olarak, iletisim ya da etkilesim kavramini kullanacaktik. Etkilesim biraz
daha yeni bir kavramdi. iletisim deyince de normalde konusma ya da isaretler akla gelir.
Ama etkilesim deyince daha gercek bir temas, bedensel bir hareket akla gelir. Ama durum da
vardir iginde (14 Ocak 2012 tarihinde yapilan goriismeden alinmustir).

Alan olusturulurken, okul oyunu alani iginde Almanya’nin yani sira, farkli ilkelerin,
farklh kiiltiirlerin ¢ocuk oyunlarindan biiyiik 6l¢iide yararlanilmistir. Aynmi sekilde farkli tilkelerle
de etkilesime gecilerek bilgi aktarimi ve paylasimi yapilmigtir. Wolfgang Nickel, bu temaslari su
bicimde betimler:

Ingiltere den, Britanya’dan ve Hollanda’dan ¢ok fazla &grendik. Kismen isvec’ten aldik,
ogrendik. Avusturya’ya, Israil’e, Isvigre’ye ve Tiirkiye’ye de pek cok sey aktardik, verdik.
Fransa’yla ¢ok az baglantimiz oldu. Cocuk oyunlarina baktik, inceledik. Onlar1 biraz
degistirmeye calistik. Baz1 ¢cocuk oyunlari kazanma iizerine fazlaca odaklamis durumda.
Bizim ig¢in ig birligi daha onemli. Bu yiizden oyunu kendi yoniimiize gore degistirdik.
Ingiliz bir grup vardi. Cocuk oyunlarmi kullandilar. Oyun kataloglarimiz vardi o dénem.
Bunlar oldukga erken zamanlarda olugmustu. Sonra yine profesyonel tiyatro vardi Almanya
Federal Cumhuriyeti’nde. Yeni basladigimiz donemlerde, yani yalnizken, is birligine goniilli
olabilecek insanlar arayisindaydik. Nerede ne var diye bakiniyorduk. Oyuncularin egitimi ile
temas halindeydik. Oyuncu egitiminin i¢inde de modern yaklasimlar vardi. Bunun iginde de
once oyunlarin, sonra rol oyunlarinin oldugu bigimler vardi. Moreno da drnegin; énce ¢ocuk
oyunlarmi gozlemledi. Sonra psikodrama yapti. Levine de mesela énce gdzlem yapt1. Iyi
ogretmenler, dnce ¢ocuklarin ne yaptigint gozlemler ve ¢ocuklardan dgrenir. Gozlemledigi
seyleri sagma olarak nitelendirmez. Mantikli taraflarini gérmeye c¢alisir. Cocuklar bu
oyunlar1 kendileri icat ediyorlar. Devam edebilmeleri i¢in yardim etmek gerekiyor. Egitimde
tiyatroyu da aslinda ¢ocuklar icat etti. Cocuklarin “Ben bunu gostermek istiyorum” demeleri
ile ¢ikt1 ortaya. Oyun bizim anne siitiimiiz, kaynagimiz gibi (14 Ocak 2012 tarihinde yapilan
goriismeden alinmustir).

Oyun kavraminin uzaklagmasiyla, rol oyunlart da gelisim siirecinde alandan uzaklagmistir.
Nickelrol oyunlarmin terapide, terapistler tarafindan ve kogluk (antrenérliik) egitimlerinde kullanilmig
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oldugunu, ancak aslinda tiyatro pedagojisinden kayboldugunu ifade eder. Rol oyunlarinin oyun ve

tiyatro pedagojisindeki yerini de soyle aciklar:
Rol oyunlarina iliskin iki kavram var. Tiyatro yapiyorsaniz, oyuncu bir rol oynar. Ve buna
da rol oyunu denebilir. Tiyatro oyuncusu bir role ¢alisirken, hazir olana kadar rol ¢alismalari
yapar. Bu anlamdaki rol oyunu elbette ki tiyatro pedagojisine aittir. Ama sadece kendisi
icin bir seyler oynayan, bunlar1 gosterme, sergileme amaci olmayan bir grupta da rol oyunu
vardir. Omegin 8 yasindaki bir cocuk posta oyunu oynar. Amag bir seyi gostermek degil,
sadece bir postacinin nasil posta dagittigini, mektubu, posta kutusunu 6grenmekse bir posta
oyunu oynanir. Bu da rol oyunu kavraminin baska bir yoniidiir. Bir sey gostermek icin, hayati
tanimak i¢in, kendini tanimak igin kullanilan bir bigimidir. Canlandirmaci oyun gibi. Ama
canlandirmaci oyun da iki tiirlidiir. Okulda canlandirmact oyun yaparken, canlandirmaci
oyunu kismen kendiniz igin yaparsimz. {lkbahari oynuyoruz drnegin, hepiniz gigeklersiniz,
simdi biiyiiyebilirsiniz, ¢icek agabilirsiniz, diyerek oynayabilirsiniz. Ama bazen de gostererek
canlandirmaci oyun oynarsiniz. Bazen de bu canlandirmaci oyun, yine tiyatro olur. Yani
birbirleri ile akrabalar. Ama rol oyunu tiyatroya donmek zorunda degil. Ama tiyatro rol
oyununa ihtiyag duyar. Baska tiirlii olmaz. Ilk yillarda, rol oyunu, oyun ve tiyatro pedagojisi
icinde, kendi bagina bir bi¢cimdi. Bu enstitii, artik ‘Oyun ve Tiyatro Pedagojisi’ degil, ‘Tiyatro
Pedagojisi’ adiyla aniliyor. Bu da rol oyununun kenara itildiginin bir isareti olarak goriilebilir
(18 Subat 2012 tarihinde yapilan goriismeden alinmistir).

Nickel (2010); okul oyunu alaninin kurulusunu 1964 olarak agiklar. Caligmalarina Berlin
Sanat Yiksekokulu’nda baslamistir. Okullarda oturarak, diisiinerek, yazarak, dinleyerek degil,
bedensel devinim, oyunsal, teatral tepkilerle, durumlarin denenmesiyle sahnelerin ve oyunlarin
gerilimiyle ¢ekici kilindig diisiincesini savunur. Nickel, okul oyununun, oyun, tiyatro ve etkilesim
pedagojisinin pratigi ve teorisini yapilandirmak i¢in ¢alismistir. Bunun i¢in ilk olarak oyunlar ve
rol oyunlari ilizerine calismalar ve arastirmalar yapmistir. Nickel i¢in, oyun kurallarii ve oyun
bigimlerini aragtirmak ve denemek, alan i¢in oncelikli 6nem tasimaktadir. Rol oyunlarinin tiirleri
ve calisma gruplari arastirilmig, denenmis ve sistematiklestirilmistir. Alanin igerik yapisi Nickel’in
yant sira; dil ve miizik konusunda ¢alisan Hans Martin Ritter, etkilesim konusunda ¢alisan danigman
goreviyle Barbara Riister tarafindan gelistirilmistir. Riister, pantomim ve figiir oyunlar1 daha sonra
da maske oyunlari {izerine ¢aligmistir. Ritter daha sonra Brecht’in dgretici oyunlart iizerine, Riister
ise psikodrama tizerine de ¢aligmalar yapmistir. Beden oyunlari, devinim olusturma konularinda da
daha en baglarda KoIn Spor Yiiksekokulu’ndan Wolfgang Tiedt gelmistir. Bu gelismelerle birlikte
tiim alanlara hakim olunamayacagi ortaya ¢ikmistir. Fakat bunlar, dogaglama oyun olarak, egitim
programi icindeki yerini hep korumustur. Benzer deneyimler, bir kez de esli akrobasi alaninda
yasanmistir. Akrobatik devinimler etkilesim agisindan ¢ok degerli bulundugundan, Akademi Utrecht
orneginden sonra birlikte yogun bir caligsma yapilmistir. Fakat bu ¢alisma da egitim siiresinin, akrobasi
idmanlar1 i¢in yeterli olmadigini géstermistir. Psikodrama denemesi de hizli bir bi¢imde bitirilmistir.
Oyun ve tiyatronun sagaltim olanaklari gézlenmistir. Az da olsa egitim programina eklenmis ve yarar
saglamistir. Daha sonra yogun bir maske ¢alismasi gelmistir. Uwe Krieger yillar boyu bu ¢alismalart
ylrtitmistir. Krieger, Bread ve Puppet Tiyatrosu’ndan gelmektedir. Ayn1 zamanda Klaus Hoffman’la
is birligi yapilmistir ve daha sonra da Berlin Sanat Yiiksekokulu’nun Oyun ve Sahne Atdlyesi ile
yani Hertha Schonewolf’la maddi olanaklarin kolaylastirilmasi adina is birligi yapilmistir. Bunca
uzun siiren ¢abaya ragmen maske egitiminin olusturulmasi saglanamamaistir. Fakat 6grencilerin ilgi
duyduklar1 alanda uzmanlasmas1 hep miimkiin olmustur. Ornegin cocuk tiyatrosu alanindaki okul

79



Tugba Tiiziin & Omer Adigiizel - Yaratict Drama Dergisi 2022, 17(1), 73-102

oyunundan geliserek hala varligini koruyan ¢ocuk ve genglik oyun atdlyesi kurulmus, daha sonra
da Mutabor, Theater Logo gibi kimi tiyatro gruplar1 olusmustur. Yetiskin tiyatrosunda ‘Transit’ aldi
bir tiyatro kurulmustur. Burasi ayn1 zamanda palyacolar i¢in bir egitim merkezidir. Anlati tiyatrosu
alaninda da ‘Ensemble Fabula Drama’ adli bir olusum bulunmaktaydi. Anlati basta bir dogaglama
tiirli olarak goriilmiistiir. Fakat sonra Kristin Wardetzky yogun bi¢imde ¢alismis ve bir ka¢ 6grenci
bu konuda profesyonellesmistir. Berlin Sanat Universitesi’nde anlati konusunda ileri egitim veren
bir program bulunmaktadir. Tiim bu ilerlemelerin yaninda okul oyunu alaninin temelinde var olan
oyun formu ‘tiyatro’ unutulmamalidir. Deneysel 6grenci tiyatrosundan ¢ok daha fazlasi1 dogaglama
big¢imleriyle ve ¢ocuk tiyatrosu, genclik tiyatrosu, okul tiyatrosu gibi 6zel hedef gruplar i¢in devam
etmistir. Hans Martin Ritter bu tiyatro ¢aligmalarina yogunlasmis ve gelistirmistir (Nickel, Bischoff
ve Brandi, 2010, s. 225 - 226). Nickel, etkilesimde bulunulan bu diger ¢alisma alanlarini sdyle aciklar:

Tiim disiplinler isin i¢indeydi denebilir. Oyun, grup dinamigi, psikoloji, rol oyunu, sosyoloji,
tiyatro, medya, tarih, beden, biyoloji... Ama biitiinsel bir yaklagim vardi. Tiim bilim dallarina
ihtiyag duyarsiniz. Tabi ki her seyi bilemezsiniz. Ama her seyi entegre edebilirsiniz. Bedeni
cokca kullaniyoruz. Bu yiizden bir oyun pedagogu, beden hakkinda bilgi sahibi olmali.
Dili ¢ok kullantyoruz. Dil hakkinda bilgi sahibi olmali. Miizigi kullaniyoruz o6rnegin.
Miizikten biraz anlamali. Nesnelerden ve optikten yararlaniyoruz. Biraz gorsel sanatlardan
anlamali. Bir oyun pedagogu 0grencilere oyunun, tiyatronun iginde diinyay1 agiklamaya
calisir. Bu yiizden diinyay1 da biraz anlamali. Her seyden 6nce insanin rolle nasil bir seyleri
anlayabilecegini anlamali. Nasil deneyim toplayabilecegini bilmeli. Baskalarma da yardim
etmeli ama once kendi deneyimini toplamay1 bilmeli. Baska tiirlii olmaz. Berlin Sanat
Universitesi’ndeki egitim elbette ki bunlar igin yeterli degil. Bes yasam ii¢ yiiz somestre
ihtiyag var tiim bunlar1 verebilmek i¢in. Ama buradaki 6grenciler, oyuncularla birlikte tiyatro
tarihi galistyorlar. Cocuk psikoloji hakkinda meslektaslarimizla galistyorlar. Onceden de
vardi, hala var: Biiyiik branslar i¢in teorik dersler ya da aligtirmalarla, alan uzmanlarindan
destek aliyoruz. Ama her seyi yapamayiz. En azindan her sey igin agik olmamiz gerektigini
gormeliyiz. Belirleyici olan daha c¢ok, cocuklar nasil oynar, gencler nasil oynar, konularini
gormek oluyor. Ne oynamak istiyorlar, oyunlarindan ortaya ne ¢ikar, oyunlarinin i¢inde neler
var, oyunlarin daha da derinlerine inme olanaklar1 ve tekrar oyunlardan ¢ikma olanaklari
iizerine yogunlagmak gerekir. Bunlar bu ‘yapma’ isinin merkezidir. Eylemin ne olduguyla
ilgileniyoruz. Biz oturmayiz. Hareket ederiz. Bagiririz, ¢agiririz, giileriz. Teorik olarak her
seyden biraz anlamamiz gerektigi ileri siiriilebilir. Bu tabi ki bir asir1 taleptir. Ama temelde
olmasi gerekir. Cocuklarla nasil bir proje yaptigmma goére de degisir, cocuklarla birlikte
yaparken de gelisir, kesfedersin. Universitedeki dgrencilerimiz ev édevi gibi, evde neyi nasil
yapabileceklerini diigiiniirlerdi. Kiigiik bir arastirma yaparlardi. Bir araya geldigimizde pek
cok deneyim edinirdik, farkli seyler denerdik, birlikte anlardik, bazen nesneleri devreye
sokardik, diinyayla ilgili bir seyleri 6grenirdik. Belki yeni sorular devreye sokar ve tekrar
denerdik. Iste biz de alan1 gelistirirken boyle birlikte gelisip kesfettik (14 Ocak 2012 tarihinde
yapilan goriismeden alinmistir).

Bu denemeler yapilirken, okul oyunu alani, ikinci segmeli alanken, esas alan haline gelmistir.
Okul oyununda ti¢ 6nemli nokta i¢in ¢aligilmigtir: uygulama kesfi, sistematigin gelistirilmesi ve alanin
reklami, tanitimi, digartya propagandasi. Bunlar i¢in, tatil kurslari, misafir 6gretim iiyeleri, arastirma
seminerleri, sempozyumlar, tiyatro oyunlari ve gosterimler gibi uygulamalardan yararlanilmigtir. Tatil
kurslarinda ¢ocuk tiyatrosu, genclik tiyatrosu, mini-mono drama, beden ve devinim, ses ve nefes, rol,
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kadin ¢alismalari, masal, maske, oyun, mekan gibi pek ¢ok konu iizerine yogunlasilmistir. Nickel,
bu tatil kurslari1 geleneginin baglamasinin ardindaki sebebi ve sonuglarini su bigimde 6zetlemistir:

Bu tatil okullart gelenegi biraz farklilagmakla birlikte hala siirmektedir. Gelenegin
baslamasindaki temel diisiince somestr siirecinin bazi yogunlagmalar i¢in yeterli olmamasiydi.
Bu kurslar sadece boliimdeki 6grenciler icin degildi, disariya agik bir kurs olmasi da istenmisti.
Boyle olunca da tiyatro insanlarmin, oyuncularin katildigi kurslar haline geldi. Boylece
de ¢ocuk tiyatrosu, genglik tiyatrosu, tiyatro ve iniversite, yiiksekokul, okul birlikteligi
saglanmig oldu. TUSCH (Theater und Schule/Tiyatro ve Okul) projesi de bu karsilagmalarin
bir sonucudur. Diisiince yaz kurslarindan gelismistir. Bu tatil okullar1 ilk zamanlarda
senede iki kez yapilirken, artitk maddi sebeplerden otiirii bir kez ve kis sdmestrinden 6nce
diizenlenmektedir (18 Subat 2012 tarihinde yapilan goriismeden alinmistir).

Sanat Akademisi ile ig birligi i¢inde hazirlanan birkag haftalik bir Cocuk Tiyatrosu Akademisi
ve hatta ¢ocuk tiyatrosu, genclik tiyatrosu ve oyun ve tiyatro pedagojisi egitimleri de verilmekteydi.
Ayn1 zamanda bunun 6ncesinde yeni kurulan ve okul oyunu ile bir sekilde paralel bir gelisim saglayan
Berlin ¢ocuk tiyatrolartyla da yogun isbirlikleri kurulmustu.

Yiiksekokulun, Berlin Sanat Universitesi’ne doniismesinden sonra béliim iki yillik egitim
veren iiniversitede okuyan 6grencilerle sadece oyun ve tiyatro yapilan bir bi¢cime yoneldi.
Bundan sonra her kis somestrinde yeniden biiyiik, gercek bir tiyatro gosterimi hazirladik.
Bu tiyatro oyunlar1 16. yy. eski okul tiyatrosunun 6zel metinlerinden hazirlanmaktaydi.
Boylece es zamanli olarak okul tiyatrosunun tarihi de kesfedildi ve yeniden ¢aligild1 (14
Ocak 2012 tarihinde yapilan goriismeden alinmistir). Bununla birlikte bolimde okuyan
ogrenciler uygulamalarini yapmak i¢in ¢ok farkli gruplarla calistilar. Tutuklularla, sokak
cocuklariyla, yashlarla vb. calisildi. Sokak ¢ocuklarinin iginde, evlerinden kacan da vardi.
Hep birlikte toplanmislardi. Ornegin bir 6grenci sokaklarda yasayan bu insanlarla ¢alist1, bir
digeri yaslilarla. Sonra bu gruplari bir araya getirip birlikte ¢alistilar. Giizel olan, bu ¢ocuklar
evlerine geri dondiiklerinde anne babalartyla ¢ogunlukla yine kavga ediyorlardi. Ama
biiylikanne, biiyiikbabalariyla, yani yaglilarla artik pek de kavga etmiyorlardi. Ve biiyiik anne
ve babalar da gocuklara kars1 daha anlayislilardi. Artik iyi anlasiyorlardi. Berlin’den uzak bir
kalede, bu yaslilar ve sokak ¢ocuklar birlikte bir gosteri yaptilar. Daha zor olan bir sey ise;
bes giin bu kalede kaldilar. Bunu kabul etmeleri pek kolay olmadi. Ogrenciler bu gruplart
kendileri aradilar ve buldular (18 Subat 2012 tarihinde yapilan gériigmeden alinmistir).

Boliim yetmisli yillarin yarisinda gézde bir hale gelmistir. O zaman igin, ii¢ yliziin tizerinde
Ogrencisi vardir. Berlin lizerinde, oyun ve tiyatro pedagojisi diisiincesi ve ugrasi, bolgesel olmaktan
cikan cergeve ile uluslararasi bir cerceve arasinda doner bir levha haline gelmistir. 2018-2019
kis donemi ile birlikte boliim, Sahne Sanatlart Fakiiltesi biinyesinde Tiyatro Pedagojisi/Tiyatro
Ogretmenligi ad1 altinda varligi siirdiirmektedir. Béliimiin amaci su ciimleleriyle agiklanir:

“Cocuklari, gengleri ve geng yetiskinleri tiyatroya 1sindirmak, kendi sanatsal gelisimlerini
korumak ve gelistirmek dnemli bir toplumsal gérevdir. Bu da her seyden dnce 6gretmenlerle
okullarda ger¢eklesir. Bolimiin amaci tiyatro 6gretmenligi igin birlestirilmis ortaokullar ve
liselerde, sanatsal, pedagojik ve bilimsel bilgi ve becerileri egitip yetistirmektir.”

Burada 6grenim gorenler, birlestirilmis ortaokullar, yani liselerde ders vermek isteyen
Ogretmenler, tiyatroyla ilgili bir b6liimden mezun olan kisgilerdir. Buradaki egitim sanatsal-bilimsel
bir egitimdir. Uygulamali alan (oyunculugun temelleri, dil egitimi, beden ve devinim, projelerde
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sahnesel caligmalar vb.), bilimsel alan (tiyatro teorisi ve tiyatro tarihi, dramaturji vb.) ve 6gretim
alan1 (grup caligmasi ve proje ¢alismasinin temelleri, tiyatro grubu olusturma, sahnesel tasarim
siireclerinin yonetimi vb.) ana basliklariyla egitim verilir. Kademeli bir lisans ve yiiksek lisans
egitimi mevcuttur. 6 dénemlik bir lisans egitimi buna ek olarak 4 donemlik bir yiiksek lisans egitimi
ile yiiksekogrenim amacina ulasir. Yiiksek lisans bir déonemlik bir uygulama dénemi de igerir. Bu
uygulama benzer egitim veren, 6gretmen yetistiren Berlin iiniversiteleri is birligi ile yapilir. 2021-
2022 kis doneminden itibaren de yiiksek lisans programina 6grenci alacaktir (https:/www.udk-
berlin.de/index.php?id=10821).

Yaratict Drama ve Almanya-Tiirkiye Baglantilar

1985 yilindaki 1. Egitimde Dramatizasyon semineriyle baglayan is birligi siirecinde Nickel’in
beraberinde getirdigi Dans ve Performans egitimcisi Ulrike Sprenger, Spor Akademisi’nden Wolfgang
Tiedt’in yan1 sira Marlies Krause, Dagmar Dorger ve Karl A.S. Meyer’de Tiirkiye’de ¢aligsmalar
yiiriitmiistiir. Bu baglantilar sayesinde Marlies Krause, Izmir Dokuz Eyliil Universitesi’nde; Karl
Meyer Istanbul Sehir Tiyatrolari’nda calismistir (Meyer, 2014, s. 54).

16-27 Kasim 1987 tarihlerinde yapilan ikinci seminer ‘Egitimde Drama II’ bashiginda
gerceklesmisti. Seminerin konusu ‘Yaratict Drama ve Yasamsal Onemi’dir. Seminerde Londra’dan
John Hudgson, Scott Richards ile Prof. Dr. Hans-Wolfgang Nickel, Dagmar Doérger ve Marlies
Krause atolye caligsmalar yiirtitmiigtii. Konferans, seminer ve agik oturumlarda Yaratict Oyunculuk’
ve ‘Dramatik Durumlarmn insan Yasamindaki Onemi’ iizerine durulmustur (Adigiizel, 1993, s. 198).
Semier; dramatizasyon ve o donem yeni kullanilmaya baglanan egitsel drama kavramlarmin yasamsal
O6nemini vurgulamaya yonelikti. 17-23 Nisan 1989’da yapilan {igiincii seminerde ‘Cocuklarla Oyun,
Cocuklara Oyun’ yontemleri, yeni oyun (drama) bi¢imlerini, anilari, 6zellikle ¢gocuk oyunlarini,
bunlardan yola ¢ikarak nasil yeni deneyimlere gegilebilecegini, hem egitsel hem de teatral anlamda
nasil 6zgiin ve yeni oyunlar kurabilecegi incelenmistir. Bu seminere miizik, dans, devinim gibi
yeni boyutlar da eklenmistir (San, 2003). 23-26 Nisan 1991 tarihlerindeki dordiincii seminerde
Berlin’den Hans-Wolfgang Nickel’in yani1 sira Dagmar Dérger, Marlies Kraus, Ingiltere’den Pamela
Bowell, Hugh Lovegroove da atdlye yiirlitmislerdir. At6lyeler ve tartismalarda ‘Oyun yonetmeni
icin neler 6nemlidir, drama siirecinde kullandigimiz malzemeler, 6gretmen egitiminde drama, sinifta
cocuklarla drama ¢aligmasi, yaratict drama bir giizel sanatlar egitimi mi bir egitim yontemi mi,
kiiltiirleraras1 etkilesimde drama’ gibi konular iizerine tartismali ¢alismalar yapilmistir (Adigiizel,
1993, s. 201). Bu seminerden iki y1l sonra Wolfgang Nickel, 5-10 Mart 1993 tarihlerinde istanbul’da
Tiyatro Arastirmalar1 Laboratuvar1 (TAL)’nda Alman Kiiltiir Merkezi ve Devlet Tiyatrosu Opera
ve Balesi Calisanlar1 Yardimlagsma Vakfi (TOBAV) is birligiyle ‘Animasyon Tiyatrosu’ konusunda
Dagmar Dorger ile birlikte bir atolye ylrltmustiir. 15-20 Mart 1993°te yapilan 5. Uluslararasi
Egitimde Yaratict Drama Semineri’nde yine Hans-Wolfgang Nickel, Ulrika Sprenger, Dagmar
Dorger, Pamela Bowell ve Naci Aslan; oyun kurma, dgretim bilgisi calismalari, hareket ve devinim,
drama ve toplumsal konular ile temel drama, kolektif oyun yazma, 6zel egitim ve drama ¢aligmalari
iizerinde durduklar atdlyeler yiiriitmiislerdir (Adigiizel, 2018). Bu seminer Hans-Wolfgang Nickel’in
onerisiyle ‘Drama ve Ogretim Bilgisi® bashgiyla diizenlenmistir. Bu seminer igin Tiirkiye’ye
gelen Hans-Wolfgang Nickel’e Cagdas Drama Dernegi fahri {iyeligi belgesi verilmistir. Seminer
kapsaminda Nickel’in Doérger ile birlikte yiiriittiigii 12 saatlik atdlye, drama uygulamalarimin
kuramsal baglamdaki tartigmalarini ve sistematigini irdelemekteydi. Atdlye kapsaminda daha ¢ok
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yazma calismalar1 yapilmistir. Bir oyunun yani drama ¢alismasinin, oyun kurallari, oyun yoneticisi
ve oyuncu grubundan olusan didaktik bir iiggen olusturdugu; bu ti¢genin nitelik ve igerik yoniinden
farkli oluslar1 dolayisiyla ne kadar degisebilecegi, 6znellikten nesnellige, demokratiklikten anti
demokratiklige vb. gecisler tizerinde durulmustur. Oyun eylemi iizerine durulmus, katilimeilarin
cocukluklarinda oynadiklar1 oyunlar1 animsamalari istenmistir. Nickel kolektif bir tiyatrosal oyun
metni yazilmasini, kahraman-engeller-eylem {igliisii i¢inde ve ‘oyun bagligi, oyun fabli, prolog,
gelisim ve son’ baglaminda ele almistir. Sonugcta alti-yedi kigsiden olusan bes grubun her birinden birer
oyun kismen biitiinii planlanmis, kismen sonu belirsiz olarak ortaya ¢ikmistir. Seminerin sonunda
Nickel’in ortaklasmaci oyun yazma atdlyesinde ortaya ¢ikan oyunlar; taslak olarak, fabl olarak ve
bir digeri de kiiciik bir eser bigiminde sunulmustur. Seminer kapsaminda bir panelde Nickel, Oyun
ve Tiyatro Pedagojisi Enstitiisii’nde “Reji-Yonetmen hangi sinirlar i¢inde oyuncularini hazirlar,
dogaclamadan nasil yararlanir?” konusunda bir Tiirk gencinin doktorasi ile ‘Oyun ve Tiyatroda
Dilin Rolii-Metinle Oyunun liskisi’ konusunda diger bir Tiirk gencinin ¢alismasinin siirdiigiinii de
ifade eder. Enstitlide lizerinde durulan en 6nemi konulardan biri de dramanin, kiiltlirleraras iliskiler
acisindan (6zellikle Tiirk-Alman iliskileri) katkisinin ne olabilecegi konusu oldugudur.

26 Subat-3 Mart 2001 tarihinde yapilan 8. Uluslararas1 Egitimde Yaratict Drama Semineri
‘Geriye Bakis ve Yeni Perspektifler’ basligiyla gerceklestirilmis Hans-Wolfgang Nickel, Renate
Breitig, Ulrika Sprenger, Dagmar Dorger ve David Davis siiregsel drama, zaman, devinim
konularinda atdlyeler yonetmislerdir. Nickel’in yonettigi atdlyenin basligi ‘Dogaglama ve Dogaglama
Tiyatrosu’dur. Bundan sonra Hans-Wolfgang Nickel bir siire kongre ve seminerlere katilmasa da
Alman liderler ile temaslar devam etmistir. Karl Meyer, Giinter Mieruch, Barbara Riister, Nadja
Raszewski, Ines Honsel gibi Almanya’dan gelen uzmanlar, alana destek vermeyi siirdiirmiistiir.

01-05 Eyliil 2011 yilinda istanbul’da diizenlenen 17. Uluslararasi Yaratici Drama Semineri
ve Kongresi’nde ‘Yaratict Drama Yoluyla Sosyal Bilinglenme ve Haklar Egitimi’ baslikli kongrede
Hans-Wolfgang Nickel ile Dagmar Dorger, Gerd Koch, John Sommers, Oxford Universitesi nde gérev
yapan Jamie McLaren, Bergen Universitesi Drama Boliimii’nde gérev yapan Mette Boe Lyngstad,
ayni liniversitede gorev yapan Janecke Thesen ve Tinnti Karpinnen atdlyeler yiiriitmiislerdir. Bu
kongre i¢in Tiirkiye’ye davet edilen Nickel’e alana sagladig1 katkilar i¢in, Cagdas Drama Dernegi
tarafindan Yasamboyu Basar1 Odiilii verilmistir. Kongre kapsaminda Nickel, ‘Sozciikler, Ciimleler,
Oykiiler, Sahneler: Anlat1 ve Animasyon Tiyatrosu’ baslhikli bir konusma yapmis, bununla birlikte
‘Anlat1 ve Animasyon Tiyatrosu’ konulu bir atdlye ¢alismasi yiiriitmiistiir.

Wolfgang Nickel Tiirkiye’ye son olarak 2013 yilinin Mayis ayinda gelmistir. 17-19
Mayis 2013 tarihleri arasinda gergeklestirilen, Oyun ve Tiyatro Akademisi Dernegi (OYTAD)’ nin
diizenledigi 1. Oyun ve Tiyatro Pedagojisi Sempozyumu’nda ‘Oyun Liderinin Oyun Y 6netimindeki
Rolii ve Islevi’ baslikl1 bir atdlye yiiriitmiis ve agilista sempozyuma katilan diger liderler ile birlikte
bir panelde ‘Almanya’da Oyun ve Tiyatro Pedagojisinin Gelisimi, Gelenek ve Kirtlmalar’ isimli
bir konusma yapmustir. Iki giin siiren atdlye calismasinda tiyatrocular ve dgretmenlerden olusan bir
grupla atolyesini gerceklestirmistir. Rol oyunlari, etkilesim oyunlari, anlatt ve dogaclama {izerine
caligmalar yapmustir.

Tiirkiye-Berlin baglantilarindan bir tanesi de 1980°li yillarin basinda Schaubiihne am
Halleschen Ufer’da bulunan Peter Stein dnciiliigiindeki Tiirk tiyatro toplulugudur. istanbul Sehir
Tiyatrolari’ndan Beklan Algan ve Ayla Algan da bu toplulugun iiyelerindendi. Bu insanlar sonrasinda
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Istanbul’da Tiyatro Arastirma Laboratuvari (TAL)’m1 kurmuslardir. Karl Meyer burada bursiyer
ogrenci olarak Tiirk tiyatro dgrencileri ile calismustir. ‘Istanbul’u dinliyorum-Ich hére Istanbul’ adli
miizikal performansi sergilemislerdir. Dagmar Dérger ve Hans-Wolfgang Nickel de bu laboratuvarda
mini-monodramalar sahnelemis, yani animasyon tiyatrosu oynamislardir. Bu ayni zamanda oyun
pedagojisinden ¢ikip Tiirk ¢cocuk tiyatrosuna bir sigrayis olmustur. O donemde Tiirk ¢ocuk tiyatrosu
kostiim, miizik ve dekor acisindan folklorik bir oyundur. Cocuklar sadece sahnenin karsisinda
oturup hayretle etrafa bakarlar. Nickel ve Ddorger’in ¢aligmalart sonucu sahneye taginan eserlerde
ise, bir anlat1 ile baglayip sonrasinda oyuna gegen, izleyicileri de hizli bir sekilde oyuna dahil eden,
basit ve sade oyun bigimleriydi. Bu bi¢imleri anlatmak i¢in Tiyatro Arastirma Laboratuvari’nda iki
atolye diizenlemislerdir. Bu ¢alisma kendileri i¢in de yeni bir gelismeydi. Ciinki tanittiklari oyun
formu Berlin Sanat Yiiksekokulu’ndaki orijinal oyun ve tiyatro pedagojisi bigimi degil Berlin Sanat
Universitesi tarafindan gelistirilen bir oyun ve tiyatro pedagojisi bigimiydi (Meyer, 2014, s. 55).

Bagka bir Tiirkiye-Berlin baglant1 noktas: da iiniversite iizerinden gelisendi. Universitede
hemen her sene Tiirk 6grenciler bulunmaktaydi. iki tiir Tiirk 6grenci tipi vardi. Bunlardan biri
Almanya’da dogmus ya da kii¢lik yaslarda Almanya’ya gelmis olan egitimini Almanya’da alip
sonra Berlin Sanat Universitesi (UdK)’ne basvuran Tiirk 6grencilerdi. Bu 6grenciler egitim sonrasi
genellikle Tiirkiye’ye donmiyorlardi. Diger tip ise; Tirkiye’de egitim goriip yurt disi tecriibesi igin
ya da lisansiistii egitim i¢in Berlin Sanat Universitesi’ne gidenlerdi. Bunlar da genellikle Tiirkiye’ye
doniiyorlardi. Bunlarm iginde Nickel’in doktora dgrencisi olan Ankara Universitesi Dil Tarih ve
Cografya Fakiiltesi Tiyatro Boliimii’'nde Ogretim Uyesi olarak gorev yapan Dog. Dr. Kadir Cevik de
bulunmaktadir (Meyer, 2014, s. 56). Ayrica 1996-1998 yillar1 arasinda Berlin Sanat Yiiksekokulu’nda
Kiiltiir Pedagojisi boliimiinde arastirma ve incelemelerde bulunan ve 1998 yilinda ayni fakiiltenin
(HdK) Oyun ve Tiyatro Pedagojisi Enstitiisii’niin programini1 tamamlayan Prof. Dr. Omer Adigiizel
de Berlin Sanat Universitesi’nde egitim alan Tiirk dgrencilerdendi.

Nickel’e bu Tiirkiye baglantilari soruldugunda Inci San’in &grencilerinden olan Omer
Adigiizel’in de yogun ve uzun siireler Berlin’de bulunarak gézlemlerini ve deneyimlerini tasidigini
aktarir. Bu baglantilarla Prof. Dr. Inci San’1n kuruculugunu ve uzun siire baskanligini yaptigi Cagdas
Drama Dernegi’nin daha sonra Prof. Dr. Omer Adigiizel baskanliginda pek cok organizasyon
yuriittiiglinii ifade eder. Dernegin Onciiliiglinde okullara ders programi, egitim programi, lisanstistii
egitim programi gibi pek ¢ok girisimde bulunulmustur (Meyer, 2014, s. 56).

Oyun ve Tiyatro Pedagojisi

Almanya’da okul oyunu, okul tiyatrosu ya da canlandirmaci oyun olarak farkli adlandirmalarla
anilan alan, Birinci Diinya Savasi 6ncesine kadar dayanan bir gegmise sahiptir. Okul tiyatrosu, 1.
Diinya Savasi sonrasinda genglik hareketleriyle de iliski i¢erisinde gelisme kaydetmistir. 2. Diinya
Savas1 sonrasinda daha da giliclenmistir (Meyer, 2008). Akademik kimlige kavugma ise Hans-
Wolfgang Nickel ile Berlin Yiiksekokulu’nda baglamistir. Nickel, drama kavrami yerine okul oyunu,
oyun ve tiyatro pedagojisi gibi kavramlarin kullaniminin nedenini su yaklasimiyla agiklar:

Drama kavraminin kdkeni Yunanca dran sozciigiinden gelir, bu sdzciik etmek, eylemek
anlamlarina gelir. Fakat bu giiglii, diistiniilen bir eylemdir. Kokeni tam da egitimde drama
olarak anilabilen disiplindeki eylemi, etkinligi karsilar. ingilizcedeki drama sdzciigiindeki
anlami ise yine diisiiniilen, oyunsal bir eyleme, hatta bir —mi1s gibi yapma etkinligine isaret
eder. Tiyatro ile drama arasindaki fark da; tiyatro halk i¢in ve halkin 6niinde oynanan oyunsal
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bir harekettir, drama ise bir grup icinde yapilan seyircinin olmadig1 yine oyunsal bir harekettir.
Fakat grubun ¢ogunlukla bir kismi yaparken diger kismi izler. Bu da bir sekilde tiyatroya gegis
olarak goriilebilir. Dramayla tiyatro arasindaki farklar; drama ¢ogunlukla dogaglamalarla
ya da kisa anlasmalar, konugmalarla ilerler, tiyatro ise pek cok kez provaya ihtiya¢ duyar.
Bununla birlikte dogaglama tiyatro (improvizasyon tiyatrosu) da vardir. Fakat Almancada
drama sozciigii sadece tiyatro metinlerini isaret etmek i¢in Schiller dramalari, Firtina ve Cosku
(Sturm und Drang) dramatigi gibi yapilar icerisinde kullanilmaktadir. Tiyatro sézciigii ise;
seyircinin, halkin dniinde yapilan dogaglamalardan, dogaglama oyunlarindan s6z ederken,
beden oyunlarindan, beden alistirmalardan, rol oyunlarindan, etkilesim oyunlarindan sz
ederken kullanilir (27 Temmuz 2009 tarihinde yapilan goériismeden alinmistir).

Bununla birlikte Nickel, yaratict drama ya da informal dramanin pedagojiden geldigini
sOyler. Cocuklarin sahneleri ya da cevrelerindeki yasantilar1 ya da kendilerine verilen Oykiiler ile
oynadiklar1 bir dogaglama yontemi olarak tanimlanir, cocuklar kendileri oynar ya da kukla oynatirlar.
Hazir bir metnin oynanmasiyla degil; sanat durumu iginde grup siireci ve bireysel olarak fiziksel
deneyimlerle ilgilidir. Dogaglamanin amaci, ¢ocuklarin yaraticiligini artirmak ve canlandirmaktir.
Sadece estetik yonden degil sosyal yonden gelisimi de hedefler. Sorunlarin ¢éziimiinden keyif almali
ve iliskilerin degisimini zevkli bulmalidir. Nickel’e gore, yaratici drama; yaraticilik (sanat ve ayni
zamanda sosyal hayal giicii alaninda), duyarlilastirma (giinliik hayatla ilgili dokunma, gérme, isitme
duyularmin egitimi), dogaclama doniisiim becerisinin egitimi, esneklik (hizli degisen olaylara siirekli
uyum), orijinallik (bireyin kendisini kesfetmesi ve gruba karismasi), terapotik etki (duygusal denge),
is birligi (grup calismasi), bedensel etki (beden c¢aligsmasi, bedenin olanaklarmin gelistirilmesi)
tizerine calisir. Nickel’e gore; Winifred Ward, yaratict dramanin en anlamli Onciilerinden biridir.
Ward’in ¢aligmalarinda, yaratici drama, ¢ocuklarla kullanmak i¢in bir ¢esit tiyatronun okuldncesi
egilimiydi (Nickel, 1984b, s. 346 - 347).

Wolfgang Nickel, ‘Uygulamali Tiyatro Arastirmalari’ isimli ¢alisma grubundan Volker List’le
yaptig1 soyleside kendisinin ilkokulda &grenciyken, dgretmenlerinin kiirsiide oturup dgrencilere
yonergeler verdigi bir egitim sisteminden geldigini aktarir. Ona gore bu egitim sisteminde igerik
iyi yapilandirilmistir. Kolaydan zora ilerlemektedir. Ama iletisim kolay iletisimden zora dogru
ilerlememektedir. Yiizeysel bir iletisimden yogun bir iletisime ilerlememektedir. Sinif icinde hem
ogrenci hem 6gretmen agisindan devinim yoktur. Kendi egitim yagaminda da i¢inde bulundugu bu
egitim sistemi Nickel’in oyun ve tiyatro pedagojisi yaklagimini gelistirmesinde 6nemli bir etkiye
sahip olmustur. Caligmalarinda etkilesimi, iletisimi, devinimi hep 6n planda tutmustur.

Wolfgang Nickel, oyun ve tiyatro pedagojisi ile ilgili en temel amacini ve uygulamalarindaki
yaklasimini su sekilde aktarir:

Oyun ve tiyatro pedagojisinde pek ¢ok seyi yapmaya calisiyoruz. insanlar diisiinebilmeliler,
yazabilmeliler, metin olusturabilmeliler. Ama hepsi dogaglama ile olmali, canli kalmali
yapilan sey. Hazir bir sey kullanilmiyor. Katilimcilar ¢ocuklar birlikte hareket edebilmeli.
Jestlere, mimiklere dayali oyun oynuyoruz. Cok az makyaj kostiim, maske vs. kullantyoruz.
Cocuklarin hemen siirece girmesi i¢in bu zorunlu. Cocuklarin muhtesem oyuncular olmasini
degil; diistinmeyi ve hissetmeyi 6grenmelerini istiyoruz. Kisisel olan1 objektif olandan daha
cok dnemsiyoruz. Is acik olmali ki herkes kendini katabilsin (18 May1s 2013 tarihli atdlye
notlarindan alinmstir).
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Nickel oyun, tiyatro ve etkilesimin toplumsal islevini ve iletisimle baglantisini ise sdyle
ifade eder:

Tiyatroyu ve oyunlart diisiinmek i¢in kullaniriz. Diistinmek i¢in arag sadece. Kisiler arasinda
oldugu gibi sosyal roller arasinda da etkilesim vardir. I¢inde oldugumuz bir toplum var ve
biz birbirimizi karsilikli olarak baski altia aliriz. Ozgiir bir toplum, iitopya... Oyun, terapi
acisindan ¢ok 6nemli bir aragtir. Dans, yine oyun ve tiyatro pedagojisinin i¢inde vardir.
Dil kullanim1 ve kabare kullanimi da vardir. Tiyatro politikanin ¢ok yakininda, savasmak
zorundayiz. Yalniz basina olmuyor, birlikte olunca gii¢leniyor insan. Tamamiyle rol oyununa
bakarsak dil, konugma, hareket, durus, tutumlar, aksesuar, kostiimler var. Her ayrintidan
biitiine dogru gidebiliriz. Aksesuarla 6rnegin bir sapkayla baslayabiliriz. Ya da baska basliklar
kullanabiliriz. Her baslikla baska bir rol s6z konusu olacaktir. Bir Alman tiyatro insani olan
Paul Gardner ii¢ kere {i¢ adinda bir dogaglama tiyatro bigimi gelistirdi. Bir gardiropta dokuz
baslik bulunur. Ug oyuncu gelir sapkalari takarlar ve baska baska kombinasyonlarla oynarlar.
Bir¢ok yol s6z konusu. Baslik daha somut bir sey, ama biz tamamen soyut baslayabiliriz.
Iktidar-giigsiizliik, giiglii-zay1f karsithgindan baslayabiliriz. Oynayarak oyuna dokerek bunu
somutlagtirabiliriz. Binlerce yol var boyle. Sizin i¢in oyun lideri olarak 6énemli olan sey; siz
yapinin, iskeletin resmine sahip olmalisin. Boylece bir¢ok yolu deneyebilirsiniz ve bunlarin
bircogu tesadiifi olmaz. Paul Wattzlawick iletisim ve etkilesim iizerine ¢aligmistir. “Iletisime
gegmemek miimkiin degildir (sadece sozciiklerle olmasi gerekmez), ¢ilinkii her iletisim bir
davranigtir. Nasil ki insanin davranisi olmazsa olmaz, iletisim de olmazsa olmaz” demistir.
Bir mekandaki insanlarla konusmasan bile bir iletisim vardir. O &tekilestirildiginde bunu
hissedecek, ben de hissedecegim. ‘Istemiyorum istemiyorum’ deyip bakmasan bile bir itki
vardr. Iletisim ve etkilesim siirekli vardir. Bunlarn iyisi de kétiisii de vardir. Bazilar1 insan
hasta eder. Bazilari ise iyi hissettirir. Bu anlamda tiyatro ve oyun bir dildir (18 May1s 2013
tarihli at6lye notlarindan alinmuistir).

Nickel’in Oyun ve Tiyatro Pedagojisi yaklasimiyla ilgili olarak siklikla kullandig1 temel
kavramlar su sekilde agiklanabilir.

Okul Oyunu

1964°de Nickel, Berlin Pedagoji Yiiksekokulu’nda 6gretmen adaylari igin segmeli ders olarak
‘Oyun’ dersinin yani sira ikinci segmeli ders olarak ‘Okul Oyunu’ derslerini olusturmustur. Bunun
icin ayri bir kiirsii kurmustur. Dersin kabulii 1981°de Hans Martin Ritter ile birlikte Berlin Sanat
Yiiksekokulu catisinda Oyun ve Tiyatro Pedagojisi Enstitiisti’niin kurulmasinin ilk sinyali olmustur
(Meyer, 2014, s. 51). Nickel, Volker List ile yaptig1 soyleside, okul oyunu kavraminin, eski amator
oyun (Laienspiel) hareketinden geldigini aktarir.

Nickel okul oyununun, brans O0gretmenleri tarafindan da, siif Ogretmenleri tarafindan
da kullanilabilecegini sdyler. Bunun igin bir érnek olarak soyle bir ¢alismayr aktarir. Ogretmen,
ogrencileriyle bir temel sessiz-sdzsliz oyun (pantomim) ¢aligmasi yapar. Sinifta maskeler ya da figiirler
olusturur. Bunlardan oyunlarda yararlanilir. Ve sonunda velilere yapilacak gosteride kullanilir. Sinif
birlikte yasama sorunu lizerine canlandirmalar yapar. Bunun iizerine anne babalartyla bu konu iizerine
konusurlar. Sinifta iletisim yapilar {izerine arasgtirmalar ve ¢aligmalar yapilir. Oyunlar yardimiyla
iletisim yapilarinin iyilestirilmesi iizerine calisilir. Ornekten de goriilebilecegi bu calismalarin
yapilabilmesi i¢in farkli alanlarda bilgi sahibi olunmasi gerektigini belirtir. Metin, igerik, miizik,
sahne, sahne resmi, mekan1 olusturma, reji gibi konular bu alanlardandir. Her oyuncunun ve grubun
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oyunsal ifade becerilerini gelistirmek, grubu olusturmak ve bulmak yogun calisma gerektirir. Bu
alanda grup olusturma, ifadelerin ve algilarin gelisimi, iletisim ve etkilesim becerileri ¢alismalarinin
vurgusunda yatar. Oyun liderinin oyun, aligtirma bilgisinin fazla olmasi1 ve bunlarin etkilerinin grup
dinamigi ve psikolojik ag¢ilardan bilinmesi gerekmektedir (Nickel, 1979, s. 1 - 2).

Kendisine okul oyunu kavramina iligkin goriisleri soruldugunda agiklamasi su sekilde

olmustur:

aciklar:

Ben aslinda bir tiyatroseverdim. Hep tiyatro yaptim. Sonra Pedagoji Yiiksekokulu’nda
bitirme sinavini verdikten sonra 6grenciler i¢in dgretmen tiyatrosu yaptim. Okuldaki insanlar
da bunun iyi oldugunu gordiiler ve yapmak istediler. Fransa’dan Beckett ve Ionesco gibi
isimlerin modern oyunlartyla basladik. Bir sene sonra bunun ¢ok sagma oldugunu diisiinmeye
basladim. Burada okuyan &gretmenler ¢ocuklarla ugrasacaklardi. Beckett’la ne ilgileri
olabilirdi. Ogrenciler i¢in neyin gerekli oldugunu diisiinmeye basladik ve buldugumuz
seyi ‘Okul Oyunu’ diye isimlendirdik. Sadece tiyatroyla degil, tiyatroya hizmet eden beden
kullanimi, rol oyunlari gibi diger etkinlikleri de kullandik. Bu bugiine kadar benim 6ncelikli
baslangi¢ noktamdi. Oyle de kaldi. Sadece tiyatro yapmak degil, insanlarin biiyiimesini ve
gelismesini saglamak. Oyun, yapmak, eylemek... Sanat i¢in degil, insanlar i¢in olmali. Sanat
yine olabilir ama sadece grupta yapilanlar, gemberde olanlar 6nemlidir. Biz bunu o zamanlar
okul oyunu diye adlandirdik. Ogretmenler ya da 6gretmen olmak isteyenler, 6grenimleri
boyunca gelip 2-3 saat ya da belki biraz daha fazla alistirmaya katiliyorlardi. Sonra bir
ogrenim reformu yasadik ve okul oyunu bir alan haline geldi. Tek basina degildi ama Almanca
ve okul oyunu, Ingilizce ve okul oyunu ya da tarih ve okul oyunu gibi yan alan bigimindeydi.
Dolayistyla egitimde bir yontem olarak kullaniyorduk da denebilir. Biitiinsel olarak
bakildiginda okul oyununu pedagojik bir deneyim olarak degerlendiriyor, bir metot, yontem
olarak gérmiiyorum. Ciinkii metot, dolaysiz, dogrudan bir yoldur. Deneyim ise; iletisimsel,
denenen, kesfedilen, bilinmeyene gidilen, maceraperest bir yoldur. Okul oyununa, pedagojik
bir sanat bi¢imi de denebilir (14 Ocak 2012 tarihinde yapilan gériigmeden alinmuistir).

Oyun

Nickel, yaklagiminin 6nemli bir boliimiinii olusturan oyunla ilgili diisiincelerini ise su sekilde

Oyun bir insan davranisit bigimi olarak tanimlanir. Ancak hayvanlarda da en azindan
memelilerde de oyun davranisiin var oldugu bilinmektedir. Oyun ve pek ¢ok sanat formu
arasindaki akrabalik da aciktir. Kostas Axelos’a gore oyun temel giiglere aittir. Doga
filozoflar1 Manfred Eigen ve Ruthild Winkler oyunu evrensel bir model olarak kullanir.
Kiiltiir tarihgisi Johan Huizinga, kisa ve 6z bir saptama yapmaya cesaret ederek “Her sey
oyundur” demistir. Herakleitos “aionu” yani sonsuz yasam siiresini; ¢ocugun dama taslarini
oynattig1, sonsuzluk olarak adlandirmistir (Nickel, 1998, s.6). Benim temel inancima gore;
oyun bigimlerinin temellendirmesi, maymunlarda ve memeli hayvanlarda bulunur. Tim
cocuklar bunu beraberlerinde getirirler. Kendiliginden gelisir. Antropolojik olarak oradadir.
Bu gelistirilebilir. Muhtesem bir tiyatroya kadar, giizel sanatlara kadar gelisebilir. Ama her
¢ocuk resim ¢izer, bir seyler karalar. Bu da giizel sanatlardir. Bu da canlandirmadir (18 Subat
2012 tarihinde yapilan gériismeden alimmustir).

Nickel’e gore, oyunun genel 6zellikleri sOyle siralanabilir. Oyunun belirlenmis kurallari
vardir ve bu kurallar igerisinde kalmak kaydiyla 6zgiirliikler sunar. Oyun sadece ve sadece kendi
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amacina yoneliktir, kendi amaci disinda baska hicbir seyi hedeflemez. Kendi sinirlart igerisinde

sonsuzdur. Yani oyun tekrar edilebilen bir olgudur, bu yiizden dairesel bir yap1 gosterir. Ancak

kisir dongii yoktur. Her defasindaki oyundaki gerilim ve zevk birbirinden farklidir. i¢gsel anlamda

sonsuzdur. Oyun yapintidir. Oyun ve gergeklik arasindaki iliski sonsuzdur. Gerilimin, heyecanin,
merak unsurunun olmadig1 oyun oliidiir (Cevik, 2013, s. 54 - 55).

Scheuerl, oyunu devinimin ilk gorlingiisii olarak, alt1 temel belirtinin biitiinliigiiyle tanimlar.

Bu belirtiler kismen Roger Caillous’un listesiyle de aynidir.

1.

A I

6.

Ozgiirliik belirtisi

I¢sel sonsuzluk belirtisi

Hayali olma belirtisi

Degiskenlik belirtisi

Birlik belirtisi

Simdiki zaman belirtisi (Nickel, 1976a, s. 45).

Nickel; pedagojik oyunun ge¢misi tizerine uzun siireli bir arastirma yaptigini ifade etmistir.

Ozellikle Avrupa’da 16. ve 17. yiizyillardaki bicimlerini ortaya ¢ikarmaya, egitim ile oyun bigimlerinin

i¢ ige oldugu ylizyillardan sonra, bu denli eskiye dayali bir gelenegin sonmiis bulunmasina karsin,

cagcil olarak neler yapilabileceginin incelenmesine yonelmistir (San, 2003, s.9).

Wolfgang Nickel, oyunla ilgili ilk ¢calismalar1 yaparken beslendigi kanallardan biri olan Ed

Bermann’in alana etkisini su sekilde aktarir:

Oyun kavramini ¢ok 6nemsedigim igin ¢ocuk oyunlarindan ve Biiyiik Britanya’dan Ed

Bermann’in etkilesim oyunlarindan, 6zellikle oyun denemelerinden ¢ok etkilendim. Ed

Berman tiyatro iizerine degil temel etkilesim oyunlari {izerinde calismaktaydi. Oyuncu

degildi. Kiiglik bir topluluk igine, etkilesim oyunlarinin yardimiyla sosyal davranislari

diizeltmek igin calisti. Oyun yontemleri hakkinda calisti. Berman’dan pek ¢ok etkilesim

oyunu aldik. Bu etkilesim oyunlari rol oyunlar1 degildi. Ornegin, esinin gozii kapaliyken

elinden tutarak mekanda gezdirmek bir etkilesim oyunudur. Ya da mekanda topu firlatip

birinin ismini sdylemek de bir tiir etkilesim oyunudur. Bu gelismelerden sonra, baslangicta da

bizim i¢in 6nemli olan ¢ocuk oyunlarina tekrar baktik Cocuk oyunlarindan yarisma 6gelerini

¢ikarmaya ve oyunlari daha iletisimsel hale getirmeye ¢aligtik. Bu sekilde ¢ocuk oyunlari

etkilesim oyunlarina mitkemmel bir uyum sagladi. Ed Berman ¢ok erken dénemlerde bizimle

ve Ogrencilerimizle birlikte kurs da yiiriittii (18 Subat 2012 tarihinde yapilan goriismeden

alimustir).

Wolfgang Nickel, bir oyun kurmak istenildiginde oyun kurallari, grup liderleri ve oyun

gruplan faktorlerinden olusan didaktik {iggenin olusmasi gerektigini sOyler. Bu etkenler birbiriyle

uyumlu olmazsa, oyun iyi olmaz. Oyun gruplari; grup lideri tarafindan belirlenebilecegi gibi kurallarla,

rastlantisal olarak, serbest secimle, kisa siire icin ya da kisa siire icinde belirlenebilir. Onemli olan

grubun seklinin gruba ve bir sonraki oyuna uygunlugudur. Bir grup lideri ortami, atmosferi gormek

icin hem oynamali hem de disardan goérmek icin gézlem yapmalidir. Nickel’e gore;
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*  Her oyunda kendini ifade etme ve ileti verme s6z konusudur.
*  Her oyunda algilama siirecleri vardir; insanlar goriir, duyar, hisseder.
*  Opyunlarda genellikle birden ¢ok igerik bulunabilir (San, 2003, s.49).

Oyun, eglenceli, oyuncuyla baglantili bir aractir. Bundan dolay1 cazip, motive edici,
canlandiricidir. Oyun ¢ocuksu, olagan bir aractir. Her oyun beceri gerektirir, ¢iinkii baska tiirlii oyun
olmaz. Aynizamanda karmagik bir aractir. Oyuncunun dikkatini siklikla dar bir bigimde sinirlandirilmig
bir alana ydnlendirir. Etkinligi, onu biitiin bedeniyle katilima iter. Bunun yaninda Caillous’a gore;
oyunun islevi bir yetenegi gelistirmek degildir, oyunun amaci oyunun kendisidir (Nickel H. ,
1976a, s. 56 - 57). Oyun; insanla baglantili oldugunda biraz daha karisik hale gelir. Ancak sdyle
ozetlenebilir: Oyun rastlantilar ve kurallarla belirlenir. Insan oyunlar1, oyuncunun katilimi ve zaman
ile mekanin berrakligiyla ortaya ¢ikar. Oyun, keyiften yani oyuncunun kendi bedensel etkinliginin
keyfinden beslenir. Sonuctan degil siiregten motive olur. Oynayanin uygulamalari, oyunun soyut
kurallarini, oyuncu araciligiyla somutlastirir ve giincellestirir (Nickel, 1976a, s. 46). Oyun; hayal
ve diislince oyunlarini dikkate almadigimizda, somut bir aractir, nesnelere ya da igeriklere baglidir.
Bu ylizden nesneler ve igerikler araciligiyla 6grenme olanagi saglar. Oyun gergekligin tamamini
resmetmez, azaltir ve soyutlagtirir. Siklikla resimler ve isaretlerle oynar. Gergekte zor ya da tehlikeli
olan konularla ilgilenmeyi miimkiin kilar (Nickel, 1976a, s. 57).

Rol Oyunu

Rol kavrami 1920’11 yillardan beri toplumun iglevini anlasilir kilmak i¢in sosyal bilim yapist
olarak kullanilir. Rol oyunu kavrami da, somut bir gergeklik; insani davranis bigiminin oyunsal bir
taklidi olarak tamimlanir (Nickel, 1976a, s. 72). Rol oyunu ¢ocuklarmn bedensel bir etkinligidir. Iki iig
yaslarindayken dogaglama bi¢imde ortaya ¢ikar. Giiniimiiz pedagojisinin bir icadi, modern ¢ocugun
kesfi degildir. Ornegin, kiiciik Friedrich Schiller de, mutfak sandalyesinin iizerine ¢ikarak bir papaz
oynamigtir. Harun Resit, cocuklart mahkeme oyunu oynarken gézlemlemis ve bir yargiya varmak i¢in
onlardan ilham almistir. Klasik Yunan vazolarindan ¢ocuk oyunlarini taniriz, Eski Misir’dan kalan
oyuncaklar hala korunmaktadir, ¢gocuk rol oyunlari ‘simdiye kadar hep’ vardi. Cocuk oyunlarinin
egitimciler tarafindan kullanilmasi da eski zamanlara dayanir. Didaktik yonetilen rol oyunlari, uzun
bir gelenege sahiptir. Ayrica modern sosyolojide rol kavramiyla toplumdaki insani rol davranisi,
sosyolojik rol teorisi ile agiklanmaya galigilir. Bu teori Jacob Levy Moreno ve Ralph Linton’un
erken donem caligmalari ile George Herbert Mead’in sembolik etkilesim anlayisina dayanir. Bu
yaklagimlar Talcott Parsons, Ralf Dahrendorf’tan Jiirgen Habermas ve Lothar Krapmann’a kadar
uzanan yaklasimlardir. Moreno, sosyodama ile farkli gruplarla dramatik-oyunsu tartigmalarini,
yiiz ylize goriismeyi ve oyun i¢inde agiklamaya calismay1 kastetmistir. Bu nedenle sosyodrama rol
oyunlarmin bir bigimidir. Her rol oyununda iiyelerin farkli sosyal gruplarin is birligi yapmasi, rol
oyunlarinin bilesenidir. Rol oyunlari ve rol alistirmalari, Moreno’ya gore, bir rol arastirmasi ve rol
degisimi deneyimidir. Bu oyunlarin i¢inde bir oyuncu grubu segilmis kosullar altinda se¢ilmis rolleri
dener. Oyuncular, oynadiklar rollerin, oyun alan1 disinda gergeklikte hos ve yararl olan etkilerini
inceler ve gozden gecirirler (Nickel ve Stohr, 1974, s. 1 - 2); (Nickel, 1976a, s. 74); (Nickel, 1983,
s. 446).

Nickel (1974), rol oyununu bir siire¢ olarak adlandirir. Rol oyunu, oyun mekaninda prova
yapmaktir. Rol oyunu, aktorlerin ayni anda i¢inde bulunduklari rollerin arasinda (kurgusal rolleriyle
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oyuncu olarak ve ger¢ek hayatlarindaki kisiler olarak) nadiren bulusmanin oldugu, birbirine bagh
olan oyunsal dogaclamalardir. Bu rol oyunlari, ¢ocuk oyunlarinda da spontan bi¢cimde ortaya
¢ikar. Cocugun yasi biiylidiikce, once yalniz basina sonra bagka oyuncularla birlikte, daha farkli
rollerin iistesinden gelebilir. Dogaglama olarak oynanan g¢ocuksu rol oyunu korkulari rahatlatir
ve problemleri aritir. En dnemli ¢ocuksu 6grenme araci ve besinidir. Fakat bazen de ¢ocuklar rol
oyunlarinda ¢evrelerinde gordiiklerinde ve deneyimlediklerinden, oyuncaklarin sundugundan, oyun
arkadaslarinin taleplerinden yola ¢ikarlar. Dogaglama rol oyunu degisken bir diinyada oynamak i¢in
pek uygun degildir, bilinmeyen ¢oziimler aramaya gotiirmez. Oyun lideri tam olarak burada devreye
girer. Oyun dnerileri didaktik amagli olabilir. Hem sahnede, seyircilerin 6niinde sahnelenecek teatral
bir role hazirlik i¢in, hem de yarinin degisken diinyasinda toplumsal bir rol i¢in olabilir. Gérdiiglinii
basitce taklit etmekle yetinmemeli, gerceklik oniinde sorumlulugu iistlenmelilerdir. Bedensel ve
ruhsal aydinlanma getirmelidirler. Bugiinkii ve gelecekteki diinya i¢in, kullanilabilir olan yetenekleri
paylasmalilardir (Nickel, 1972, s. 11). Etkilesim pedagojisi ve tiyatro pedagojisi yontemi olarak rol
oyunu, tiyatro ve rol oyununu ilk olarak bir el aleti olarak goriir. Bu el aletinin yardimiyla ger¢ekligin
onemli hamlelerini anlamak ister. Bunlar1 gerceklikle aciklamak ister. Nickel i¢in rol oyununun,
vatandas olarak mevcut toplumu iyilestirmek gibi bir amact da vardir. Calismanin insancillagmast,
silahlanma zorunlulugunun giderilmesi, basari fetisizminin giderilmesi, serbest dolasimin ¢cogalmasi,
0z yonetimin gii¢lendirilmesi gibi sosyopolitik konularda iyilestirme saglayabilecegini ummaktadir
(Nickel ve Stohr, 1974, s. 17).

Canlandirmact Oyun (Darstellendes Spiel) *

Koch ve Streisand (2003), canlandirmaci oyunu; 1970°1i yillara dayandirirken Wolfgang
Nickel ¢ok daha eskilere gider:

1933’ten dnce de kullanilan bir kavramdi. Okul oyunu kavrami gibi okullarda kullaniliyordu.
Bu ikisi de eski ve uzun siiredir kullanilan kavramlardir. 1920-30’larda tek tek insanlarin
yaptiklarmi sdyledikleri canlandirmaci oyun uygulamalari da olduk¢a farkliydi. Konuyla
ilgili egitimleri yoktu. 20. yy.in baslarinda bir 6zgiirlesme hareketi bagladi. 1960°da ilk gezici
grup Berlin Steglitz’e geldi. Biiyiik sehirlerden uzaklagmak istiyorlardi. Protest bir hareketti.
Bu sebeple Alman Genglik Hareketi haline geldi. 1933’e kadar siirdii. Tiyatro da yaptilar
bu gengler. Kendi aralarinda tiyatro oynadilar. Rol oyunlar1 da oynadilar. Halk i¢in degildi.
Kendileri i¢in yaptilar. Ama kiigiik amatdr oyunlar sergiledikleri de oldu. O zamanlarda
onlarin arasinda da canlandirmaci oyun kavrami vardi. Canlandirmaci oyun kavrami altinda
pek cok farkli yontem gizlidir. Bir tanesi sahneleme yontemidir, bir digeri oyun yontemidir.
Canlandirmaci oyunun i¢inde 6nceden Oykiiler okuduk ve bunlart oynadik. Bu noktada
da dogaglama oyundan soz ettik. 1920°’li 30’lu yillarda dogaclama oyun (Stegreifspiel)
kavrami, rol oyunu i¢in pek sik kullanilan bir kavram degildi. Dogaglama (Improvisation)
da kullanilmazdi. Emprovizasyon daha yeni bir kavram. Bugiin sozciik olarak, daha c¢ok
emprovizasyon kullaniliyor. 20’lerde 30’larda Stegreifspiel sozciigii kullanilirdi. Hala
bu sbzcigl kullananlar da var. Hala 6zdes anlami tasiyor. Ama bu kavramlar karisik.
Birbirinin igine girmis durumda. Neyin ne kastedilerek kullanilacagi bilinemiyor. Ornegin,
Stegreifspiel dendiginde, tam olarak ne yapildigi anlasilamayabiliyor. Ama bakildiginda,
incelendiginde, evet bunu yapiyor, denebiliyor. Biri uygulamasini tam olarak agikladiginda,
biraz daha anlasilabiliyor. Ancak s6zciik olarak bakildiginda, canlandirmaci oyun yapiyorum,

4 Darstellendes Spiel kavramimin Tiirkge kargiligi olarak Canlandirmact Oyun kavraminin kullanimi tercih edilmistir.
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dendiginde, pek bir anlama gelmiyor. Tiyatro yapiyorum, demek biraz daha belirgin. Ama
bazi insanlar tiyatro yapiyorum, diyorlar ve bunu sergilemiyorlar, kendileri i¢in yaptiklarim
sOyliiyorlar. Bu durumda ben bunun dogaglama oyun ya da rol oyunu oldugunu sdylerdim.
Bu yiizden insanlar net bir sekilde, bu kavramin altinda bunu anliyorum, diye sdylemek
zorundalar (18 Subat 2012 tarihinde yapilan goriismeden alinmustir).

Gilintimiizde canlandirmact oyun, okul tiyatrosunun énemli bir pargasidir ve Almanya’nin
bazi eyaletlerinde goniillii tiyatro ¢alismalari topluluklarinda geleneksel tiyatronun yerine ge¢mistir.
Tiyatro topluluklarindaki serbest bi¢cimle se¢meli ders olarak canlandirmaci oyunun farki, belli
bir 6gretim plan1 veya ¢erceve plan i¢inde okulun normal ders planlarinda ogretiliyor olmast ve
smiflandirmayla ve performans degerlendirme sinaviyla, okul hayatiyla birlestirilmis olmasidir.
[lkokul i¢in, birinci kademe I (5-10. Simiflar) ve ikinci kademe II (10-11-12-13 Smiflar) igin gecerli
olan 6gretim plani veya cergeve plan, estetik yetenek (alan 6gretim programi) ve sosyal ve kisisel
yetenekler noktalarinda farklilagir. Alan olarak canlandirmaci oyunun egitbilimi, bu yeteneklerin bir
tiyatro projesinde biitiinsel bir ¢alismayla kazanilabilmesi tizerinedir (Koch ve Streisand, 2003, s.
67 - 69); (Nickel, 1984b, s. 346).

Sanat bicimi olarak tiyatro ile ilgili bir tartisma siirer, ama canlandirmaci oyun hep es
zamanli olarak, sosyal davranig bi¢imlerinin uygulamasi ve kendine has kisiligin gelisimi i¢in gerekli
bir eylem ve deneyim alanidir. Canlandirmaci oyunda; tiyatro projesi, bir yonetmen veya tiyatro
Ogretmeni tarafindan yonetilen, gosteriyi ama¢ edinmis bir grubun merkezindedir. Canlandirmaci
oyun kendini ifade etme, alg1 becerisinin ve 6z bilincin gelisimi, grup stireci ve is birligi yapabilme
gibi kazanimlar1 barindirir. Ama bunlar terapotik siireglerle degil, merakli bir seyirciye yapilan
basaril1 bir sahne temsilinin estetik-sanatsal diizeniyle kazandirir.

Canlandirmaci oyun; proje odakli, uygulama odakli, {iriin odakli, beden odakli, devinim
odakli ve 6grenci odakli olmasi nedeniyle, pek cok farkli yontemle dersin ve okulun degisimine katki
saglar. Canlandirmaci oyunda smif birlikteligini ve grup dinamigini iyilestirmek gibi ve siddetin
onlenmesi gibi Onleyici hedefli olarak, sosyal kapsayici amaglar i¢in oyunlarin ve alistirmalarin
kullanimi son yillarda giincel bir egilimdir. Dil gelisimi ve okuma gelisimi de biitiinsel odakl tiyatro
caligmalarinin ayrilmaz ve merkezi konularidir. Canlandirmaci oyun sanatsal talebini, pedagojik
oyun, psikodrama, okul oyunu ya da jeux dramatiques gibi birbiriyle iliskili disiplinlerden ¢ikarir.
Canlandirmaci oyunu Biiylik Britanya ve Hollanda gibi iilkelerden egitimde tiyatro, egitimde drama
gibi kavramlar da beslemistir. 1980’lerin basinda canlandirmaci oyunu ilk yerlestiren eyaletler
Hamburg, Bayern, Berlin ve Bremen olmustur. Bremen’de ve Hamburg’da uzun yillardir bitirme
siavi canlandirmact oyun alantyla da verilebilmektedir. Son 20 yildaki bu gelismeler dgretmen
egitiminde de canlandirmaci oyunu beraberinde getirmistir. 1900’11 y1llardan beri hemen hemen tiim
eyaletlerde pek cok farkli alanda sunulan ileri 6gretmen egitimleri bulunmaktadir. Pek ¢ok tiyatro
Ogretmeni de bu egitimleri katilmaktadir (Koch ve Streisand, 2003, s. 67 - 69).

Oyun Pedagojisi

Oyunlar, kurallar ve ozgiirliikler tarafindan yonetilen siireclerin etkilesimi, is birligidir.
Sadece kurallardan olustugunda, her sonu¢ Ongoriilebilir, tanimlanmis ve belirlenmis oldugunda
oyunlar 6lidiir. Sadece 6zgiir siireglerden olustugunda ve akis biitiiniiyle 6zgiir oldugu icin akis
hakkindaki her bir tahmin, her bir varsayimin ger¢eklesmemesi gerektiginde de oyun 6liidiir. Oyun
pedagojisi bu durumu avantaja doniistiirebilir, 6zgiirliik ve kuraldan olusan bir karigima ydnelebilir,
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kurallar oyunu ¢ok fazla baski altina aldiysa 6zgiirliigiin yolunu agabilir ya da ¢ok fazla 6zgiirliik
oyuncular1 endiseli hale getirdiyse, oyunu kurallarla koruma altina alabilir. Oyun hesaplanabilir ve
sikici hale geldiginde yeni kurallar konabilir, oyun fazla zorlayic1 oldugunda da kurallar kaldirilabilir
(Nickel ve Salje, 1986, s. 32).

Oyun pedagojisinin ge¢miginde Weimar Cumhuriyeti, barok okul tiyatrosu ve antik retorik
gelenegi de bulunmaktadir. Oyunlarin tarihselliginde biyolojik-tarihi, toplumsal-tarihi ve bireysel-
tarihi yonleri ayirt edilir. Oyun tiyatro etkilesim pedagojisinin oyunlari, ¢ocuk oyunlarindan,
tiyatro oyuncusu egitiminden, oyun gruplarinin oyunsu buluslarindan, giinliik durumlarin bilingli
indirgenmelerinden, edebi (dramatik) metinlerden, oyun pedagojisi geleneginden gelistirilmistir
(Nickel, 19764, s. 60 - 61).

Hans-Wolfgang Nickel i¢in oyun pedagojisi, yonetilen ve eslik edilen oyundur. Oyun tasi,
oyuncu ve kural koyucu olarak, yasayabildigimiz ve deneyebildigimiz, diinyay1 formiile eden ve
degistiren oyunlardir (Dérger ve Nickel, 2005, s. 35). Iletisimi 6grenmektir, insanligin bilingli bir
deneyimidir (Nickel ve Salje, 1986, s. 30). Lider, mekan, zaman gibi birbirine bagli etkenler orgiisii
olustururlar (Nickel, 1976b). Nickel, 1985 yilinda Tiirkiye’de diizenlenen ilk kongrede yaptigi
konusmada oyun pedagojisine iligkin goriislerini aktarmistir. Ona goére, oyun pedagojisi, iletisim
ve insanlik araciligiyla grenmektir. Kurallarin esnekligine dayanir. insanlar olarak, eylemlerimizin
etkisi i¢in, sorumlulugu iistlenmemizin ifadesidir. Oyun pedagojisi, oyunda kurallarin serbest olmasi
olanagini kullanir. Oyun lideri, bundan sonra oyun grubu i¢in aracilik eder, daha sonra 6zerk ve kendi
sorumlulugunu kazanmis oyun gruplarina aktarir. Bu degisen kurallar i¢inde deneyimler miimkiin
kilinir. Belirli degildir, her zaman kuralin 6niinde, kuralin reddini ya da degisimini getirecek
Ozgiirliik yer alir. Cocugun kendini kesfettigi ve sonra bosa ¢ikardigi bir bilingsiz siire¢ yer alir. Siireg
oynayanlarin gelisimini bilingli hale getirir. Ve daha sonra bilingli bir siire¢ olarak devam eder. ilk
olarak oyun lideri, sonra grup, kurallarin oturmast i¢in sorumlulugu iistlenir. Onerilen kurallarin iginde
yikimin da olup olmadigini bilmeleri gerekmektedir. Oyun pedagojisi iki kez tekrarlanan zorlamadan,
iki kez tekrarlanan boyun egmeden: oyunun zorlamasina ve kural i¢inde zorlamadan kaginmalidir.
Oyun sadece bu sekilde gelisebilir. Sadece o zaman, yani kurala i¢ 6zgiirlik tanindiginda, eylemler
oyun olabilir. Gelisim yolu oyun grubuna, kurallarin i¢inde, diinyadaki kendi oyunlarindaki gibi
kural koyma oOzgiirliigii de getirir. Sonunda oyun alanindan yasamin gercekligine; kendimizle ve
diinyayla ger¢ek oyuna aktarimini da getirir (Nickel ve Krause, 1986).

Tiyatro Pedagojisi

Tiyatro pedagojisi, oyun, tiyatro ve pedagoji alanlarinin bir arada bulundugu bir disiplindir.
Oyun, daha ¢ok sahneye veya role doniiktiir. Okul tiyatrosu ve amatdr tiyatro, tiyatro pedagojisinin
ilk ivmelerini olusturur (Adigiizel, 2018, s. 274).

Ayrica tiyatro pedagojisi, tiyatro sanati ile ice iceligi dolayisiyla profesyonel tiyatro
insaninin, yonetmenin, sahne ve kostiim tasarimcisinin ve 6zellikle oyuncu-sanat¢i yetismesini de
saglayabilmektedir (San, 20006, s. 8).

Nickel (1971); tiyatro pedagojisinin bilimsel temellendirmesini yaparken, iligkili oldugu
bilim dallarini su sekilde siralar: felsefe, matematik, antropoloji, insan biyolojisi, psikoloji, sosyoloji,
iletisim bilimi, kibernetik, egitim bilimleri, basin-yayin bilimleri, edebiyat, dil, sanat bilimleri, tarih,
politoloji ve futuroloji. Bir tiyatro pedagogunun bu alanlarin hepsine hakim olmasini beklemenin
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dogru bir yaklasim olamayacagini, Berlin Sanat Universitesi (UdK)’nde de bu hakimiyeti saglayacak
bir egitim verilemedigini de belirtmekle birlikte en azindan temel diizeyde bilgi sahibi olmanin oyun
ve tiyatro pedagogunun isini kolaylastiracagini da eklemektedir. Pedagogun calisma alaninin insan
olmasindan kaynakli olarak boyle ayrmtili bir altyapiya ihtiyag duyulmakta, farkli alt alanlarda
uzmanlasan kisilerin de bu uzmanlagmaya bagli olarak bu sayilan bilimlerin bazilarinda daha fazla
bilgiye sahip olmas1 gerekmektedir.

Ozellikle tiyatro ve seyircisi arasinda dnemli sayilabilecek bir kopuklugun, iletisimsizligin
yasanmasl, egitimcileri ve tiyatrocular1 bir araya getirmis ve tiyatro pedagoglugu gibi bir meslek
dalinin ortaya ¢ikmasini saglamigtir. Tiyatro pedagogu; tiyatroya karsi meraki uyandiran sanatsal
bilgilere sahip, oynanacak oyunun se¢iminde s6z hakki olan, tiyatroya yeni seyircilerin gelmesi igin
projeler lireten ve uygulayan, tiyatro yonetimi, oyuncular, yonetmenlerle iliski iginde, seyirci ile
bunlar arasinda bag kuran, belli bir tiyatro oyununu konu alan atdlye ¢alismalart diizenleyen, ayni
zamanda tiyatronun disinda da etkin ve etkili olan, oyuncu ¢alistirma yontem ve yaklagimlarini bilen,
uygulayan, okullarda, sosyal merkezlerde ve tiyatronun yontemleri ile hemen her alanda kisilik
gelisimini saglamak amaciyla ¢alismalar yiiriiten kisidir. Tiyatro pedagoglugu meslegi Almanya’da
1990°da kurulan Tiyatro Pedagojisi Birligi (Bundesverband Theaterpadagogik/BuT) ve Berlin Sanat
Universitesi Tiyatro Pedagojisi Enstitiisii’niin ¢alismalari ile énemli bir yere gelmistir (Adigiizel,
2018, s. 275). Tiyatro pedagoglar1 planlayip uyguladiklari oyun oncesi ve oyun sonrasi atdlyelerle
seyirciler tarafindan oyunun daha iyi anlasilmasini, oyuna daha farkli gozlerle bakilabilmesini
saglamaya calisirlar. Bu sayede seyirciler sahneleme siireci ve oyunculuga iliskin de fikir sahibi
olabilirler. Bu atdlyeleri tiyatro binasi i¢inde yapabildikleri gibi tiyatro oyununu izleyen dgrencilerin
okullarinda da yapabilmektedirler. Atdlyeler cocuklar ve gencler i¢in diizenlenebildigi gibi yetiskinler
icin de diizenlenebilmektedir. Bununla birlikte Tiirkiye’de yaratict dramanin uygulanmasi gibi,
tiyatro pedagoglar1 okullarda ders olarak da tiyatro pedagojisini uygulamaktadir. Siire¢ sonunda bir
gosteri sunulabilecegi gibi grubun ihtiyaci olan gosteri yapmak degil sadece grup iginde oynamaksa
gosteriye doniistiirmek gibi bir zorunluluk da yoktur.

Nickel (2002); tiyatro pedagojisi disiplininin, diger disiplinlerin altinda indirgenerek
olusturulan ve 6zel becerilerle siirlandirilan bir bicimde yapilandirildigini ifade eder. Birbirini
etkileyen ti¢ faktor olan, oyun kurali, oyun lideri ve oyun grubunun, oyun ve tiyatro pedagojisini
yapilandirdigini belirtir.

Tiyatro pedagojisinin temel amaci; kiiltiirel ve kiiltiirler arasi egitim siirecinde ¢ocugun,
gencin ve yetigkinin egitimini, tiyatronun temel yontem ve bilesenlerinden yararlanarak; yaratici,
iletisim ve estetik degisimi saglamaya dontik olarak gelistirmektir (Adigiizel, 2018, s. 275). Gerd
Koch, tiyatro okulundan Mario Portmann’in, tiyatro pedagojisinin tiyatro aracilifiyla egitmedigini,
aksine i¢cimize, buluslarimiza ve yaraticiligimiza giren engelleri ve zorlamalar1 ortadan kaldirmak
istedigini soyler (Koch, 2008, s. 82).

Etkilesim Pedagojisi

Etkilesim insanca birlikte yasamanin zorunlu bir parcasidir. Etkilesim kavrami, insanca
birlikte yasama kavramindaki ‘birlikte’ sozcligli i¢in bir ifadedir. Karsilikli duran iki insan bir
etkilesim i¢inde olmaz, A kisisi B kisisini, B kisisi A kisisini etkiler. Etkilesim bir insanin bir digerine
gore kendini uydurmasi, karsilikli kosullandirmali davraniglarda birinin etkinligini digerininkinin
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izlemesi, ama ikincisinin etkinliginin ayn1 zamanda yine onun etkinliginden devinim kazanmasidir.
Bu uyaran-tepki semasi, bu karsilikli birbirine uyma, bu birinin etkinliginin digerinin etkinligini
takip ettigi karsilikli sartli davranis etkilesim olarak anilir. Ornegin, top oynayan iki kisiden birinin
‘Haydi tut’ diye bagirmasi bir sdzel uyarandir. Topu tutmak i¢in kollarini kaldiran, ellerini kullanan
ve yiiziindeki anlatim ile de bu eyleme katilan karsidaki kisi, dikkatini de yogunlastirarak sdzsel
olmayan uyaranlari da ise kosacaktir. Demek ki bir etkilesimde bdylesi sdzel ya da bedensel isaretler
bulunmaktadir. Bunlar karsilikli kullanilir, algilanip yorumlanir. Bu oldukc¢a karmasik bir diizenektir,
ama kuskusuz 6grenilen bir siiregler biitliintidiir (San, 2006; Nickel, 1976a).

Yasamda ve oyunlardaki temel yapilarin benzesmesi, oyundaki etkilesim ile toplumsal
gerceklikteki etkilesimin de temel yapilarinin benzer olmasi, oyunun egitimde kullanilmasinin
baslica etmeni olmustur (San, 2006).

Nickel (1972) etkilesim pedagojisini; rol teorisi ve tiyatro pratigi merkezli oyun grubu
pedagojisi olarak yorumlar. Grup dinamigi ile ilgili hem s6zsiiz hem sozlii etkilesim alistirmalari ve
temel etkilesim pedagojisi deneyimi, rol oyunundan ayrilir.

Etkilesim pedagojisi insani davraniglarin, insanlarin aksine, 6gretilebilir ve 6grenilebilirligini
amag edinir. Ogrenene, kendi araglariyla yardim sunmaya c¢alisir. Ancak bu alanda kitaplarla ve
okumalarla ¢ok az seyin diizenlenebileceginin farkinda olunmalidir. Davranis bigimleriyle ilgili
bir rehberin paylasilmasi da bu noktada yarar saglamaz. Yeni durumlardaki davraniglarin ortak
saptamalar1 6grenilmelidir, etkilesimler sinanmalidir. Bu denenen, agik, ortak bir bicimde dogrulanan
davranislar, baskalariyla birlikte 6grenirken, sadece otomatik denemeye izin verir. Boyle deneme
olanaklarina da ihtiya¢ vardir. Bu iliski i¢cinde oyun sosyal 6grenenin temel 6grenme materyalinden
hep daha fazlas1 olarak goriiniir. Kendi eylemine, gercek hayatta etkilesim halinde olunan kisiye,
“Sadece olagan dis1 davrandigimda ne olacagint gormek istedim” dendiginde kirilabilecegi hatta
kizabilecegi i¢in yapilamayan hatalara ve dolambach yollara izin verir.

Beden alistirmalari ve beden oyunlari, etkilesim pedagojisine dahildir. Ciinkii beden yapmaya
hazir olmazsa etkilesim i¢inde olunamaz. Sinyal gonderilip sinyal alinamaz. Dilsel sinyaller olmadan
da bir beden alistirmalar1 yapilabilir. Ama konusma sanatini 6grenmek ve gelistirmek gerekir.
Retorik alistirmalar1 ve oyunlart da etkilesim i¢cin 6nemlidir. Zaman ve mekan da yine etkilesimin
igeriklerindendir. Etkilesimin olmasi icin kisilerin zamaninin olmasi ve uygun bir ortamlarinin da
olmasi gerekir. Cevrelerini iyi tanirlar, oyun materyalini iyi bilirler (Nickel, 1979, s. 15).

Mini-Monodrama

Mini-monodrama, az cabayla, profesyonel tiyatro oyunculari ya da tiyatro pedagoglari
tarafindan, siniflarda ya da kiiciik gruplar icin oynanabilecek olan kiigiik tiyatro oyunlaridir. Seyircileri
herhangi bir bi¢im i¢inde etkin hale getirip oyuna dahil ederler. Okulla profesyonel tiyatro arasinda
duran bir ara form sergiler (Dorger, 1985, s. 7).

Monodrama: bir canlandiricinin (oyuncunun), tiim bir oyunu ayrintili bir monolog bi¢ciminde
aktarmasinda 6nemli bir rol oynar. Tiyatroda bu haliyle siklikla yer almaz. Ancak siirekli denenir.
Tiyatro tarihinde de bir donem, lirik drama olarak ve enstriimantal miizik esliginde uygulanmistir.
Kahramanca ve igli ya da lirik monologlar bigiminde yer almistir. Rousseau bu bi¢imi 1792°de
Pygmalion’da uygulamistir. Bilinen diger 6rnekler de 1778’de Brandes tarafindan yazilan Ariadne
Naksos’da (Ariadne auf Naxos) ve 1778’de Goethe tarafindan yazilan Proserpina’dir. Sonrasinda
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monodrama okul oyunuyla baglant1 i¢inde kullanilir. Bir oyunun bir anlatici1 tarafindan, bir smif
ortami i¢inde, bir sinif i¢cin oynanmasi anlamina gelir. Monodrama ayni zamanda, bir tiyatronun
oynanma bi¢imidir. Bununla beraber siklikla 6grencilerin birlikte oynadigi, 6grenciler arasindaki
konugma ve tartismay1 da icine alan ¢ok yonlii grup calismasina bagh bir bi¢imdir. Monodrama
bunlarmn yaninda bir 6gretmenin her giin yaptig1 istir (Ogretmenin kendi kendine konusarak yaptig1 is
kastedilmez). Sadece ayakta durarak degisen konular1 dogaglamayla anlatan bir 6gretmen kastedilir.
Mono dramada dogru planlama ve dogru deneme onemlidir. Teatral olanaklarin kullaniminda ¢ok
daha zengindir. Ders ve tiyatronun oynanmasi arasinda karigik bir bicimdir. Tiyatronun bir siir
durumu, dersin farkli bir bi¢cimidir. Bir anlatic1 sikict olmaz. Kendisini farkli rollere sokabilir. Ses
bandini, araglari, duruslari igine alabilir. Farkli harcamalar olmadan sinif ortaminda her seyi olanakli
kilabilir (Nickel, 1979, s. 7 - 8).

Minidrama birkag¢ canlandiricinin (oyuncunun) oldugu gelistirilmis bir bi¢cimdir. Ama yine
bir izleyen gruba (bir sinif ya da geng bir grup) dayanir. Olanaklar gelistirilmistir. Daha fazla kisiyle
olusturulmus bir sahne teknik yardim araglar1 olmadan gergekgi bir hale getirilebilir. Ozellikle aktif
asama daha da yogun hale getirilebilir. Simif farkli gruplara ayrilabilir ve her grup bir anlaticiyla
calisabilir (Nickel, 1979, s. 7 - 8).

Bununla birlikte, minidrama, monodramay1 olusturur. Mekansal, dekor diizenlemesiyle ilgili,
teknik gerekler, her sinif ortaminda bulunabilecek olanlar gibi yoksuldur. Bunun yani sira dramatik
acidan giicliidiir ve 6gretmenin tiyatro yoniinde agilmasina olanak saglar (Nickel, 1979, s. 7 - 8).

Mini-mono drama, okul oyunu alani iginde Berlin Pedagoji Yiiksekokulu’nda Hans-Wolfgang
Nickel’in temel diislincelerini olugturmasiyla ortaya ¢ikmistir. 1977 yilinin yaz déneminde Oyun
ve Tiyatro Pedagojisi Enstitlisii’'nde teatral edim siireci iginde seyircinin katilimi i¢in denemeler
baglamistir. Hans-Wolfgang Nickel’in liderligindeki bir 6grenci grubuyla pek ¢ok somestr icinde
deneysel olarak gelistirilmis, tasarlanmis, denenmis, yazilmis ve gerceklestirilmistir. {1k dort somestr
icinde cok farkli bi¢imler ve programlar iizerine calisilmistir. Siire¢ iginde Recklinghausen’da,
Korbach’da Bad Segeberg’de Bremerhaven’da sunulmus ve Berlin’de de genis bir halk kitlesinin
gormesi saglanmistir. 1980 yili Ocak ayinda Hans-Wolfgang Nickel, Dagmar Dorger ve Glinter
Jannkowiak’in birlikteliginde ‘Berlin Oyun Atdlyesi’ adinda bir arastirmact ¢ocuk ve genglik
tiyatrosu kurulmustur. Almanya’nin yani sira Avusturya ve Isvigre’de de sik sik oyunlar oynanmis
ve bu tiyatro bi¢iminin kullanisliligi denenmistir (Nickel, 1979, s. 7 - 8); Akt. (Meyer, 2013, s.
207); (Dorger, 1985, s. 7). Wolfgang Nickel, mini-monodramaya iliskin ilk ¢aligmalar1 ve amacini
su sozlerle betimler.

Mini-monodrama; bir bigimde animasyon tiyatrosunun ilk bigimi gibidir. Dagmar Ddrger,
Pedagoji Yiiksekokulu’nda oOgrenci iken grup igerisinde ¢ocuklar i¢in oyun Oncesi
kullanilabilecek kiiclik bigimleri denedik. Bu ¢alismalar g¢ocuk tiyatrosu ve genclik
tiyatrosunun bir bi¢imiydi. Ama ayni zamanda dogaglama tiyatronun da bir bigimiydi ve
her zaman seyircinin paylasimina agikti. Adi: mini-monodrama idi. Ogrenciler szel olarak
katilabilecekleri gibi birlikte de oynayabiliyorlardi. Amag onlar1 6zendirmekti (animieren),
canli hale getirmekti. Bunun i¢in animasyon tiyatrosu kavrami ile deneyler yapilmaya
baslandi1 (18 Subat 2012 tarihinde yapilan goriismeden alinmustir).

Mini-monodramanin temel diisiincesi, dogaglama grubunun az sayida oyuncusuyla,
izleyicilerin fikirlerine ve yonergelerine gore oynanmasidir. Nickel’e gore seyircinin katilimi
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kacimilmaz bir bicimde oyuncunun dogaglamasini gerektirir (Nickel, 1993, Meyer, 2013, s. 207).
Dorger (1993)’e gore; spontanlik, gergek bir seyirciyle birlikte oynama deneyimine ulagsmak igin
kesinlikle ve mutlaka korunan bir esastir. Bu esasin iizerine birlikte oynamanin daha ileri diizey
islevleri gelistirilebilir.

Animasyon Tiyatrosu

Pedagoji Yiiksekokulu’nda Nickel’in Dorger ile birlikte denedigi, oyun dncesi bir form olan
mini-monodrama denenmistir. Cocuk tiyatrosu, genclik tiyatrosu ayni zamanda dogaclama tiyatronun
da bir bigimi olan form seyircinin katilimina agikti. Almanca 6zendirme, canlandirma anlamlarina
gelen animieren fiilinden tiiremis olan ‘animation s6zcligii iste bu bigimin, izleyicinin katilimin1 daha
da 6zendirmek icin gelistirilmis bir bigimidir, denebilir.

Dorger, animasyon tiyatrosuna iligkin yaklasimini su sekilde agiklar. Onun ig¢in, seyirci
tiyatronun i¢indedir ve tiyatroyu yapilandirici bir etmendir. Seyircinin bu etkin ¢aligmas1 duygusal
oldugu gibi biligsel alanda da yer alir. Animasyon tiyatrosu, fiziksel katilimin olmasini da ister,
seyircinin ig¢sel etkinlestirmesinin disariyla paylasilmasini ister. Animasyon tiyatrosunda iletisim
yapilart tiyatroda oldugundan daha karmagiktir. Animasyon tiyatrosu, seyircinin eylemlerini
goriilebilir ve duyulabilir kilmaya ve onlar1 pragmatik olarak igine almaya caligir. Animasyon
tiyatrosu kavrami seyretmekten Gte seyircinin katilimi demektir (Dorger, 1993, s. 34).

Hans-Wolfgang Nickel 1993 yilinda Istanbul’da Tiyatro Arastirmalar1 Laboratuvari’nda
Dagmar Dorger ile birlikte Animasyon Tiyatrosu atdlyesi yliriitmiistiir. Bu calismadan bir kag¢ giin
sonra Ankara’da diizenlenen 5. Egitimde Drama Semineri’nde diizenlenen panelde Animasyon
Tiyatrosu konusunun bir baska ilgi ¢eken ve analizinin yapilmasina ¢aligilan alan oldugu iizerinde
durmustur. O tarihlerde Oyun ve Tiyatro Pedagojisi Enstitlisti’'nde Dagmar Dorger’in ‘Animasyon
Tiyatrosu, Iletisimsel Yapisi ve Egitimde Kullanilabilirligi® baslikli doktora tezinin tamamlanmis
oldugu bilgisini aktarmistir (San, 2003, s.9).

Dagmar Dorger seyircilerin sadece izlemedigi, ayn1 zamanda katildigi, eyleme gectigi teatral
sonuclarin arastirilmasi gerektigini soyler. Bu eyleme ge¢me dncelikle ¢ocuk ve genglik tiyatrosunda
yer almigtir. Nadiren de olsa Boal ve Portner 6rneklerinde de oldugu gibi yetiskin tiyatrosunda da
yer alir. Bu siire¢ ‘oyuna katilma’ olarak adlandirilir. Oyuna katilma ya da oyuna katilma tiyatrosu
kavram olarak tanimlanmamuistir. Bu yiizden belirsizdir ve yanlig anlasilmaya uygundur. Bu yiizden
farkli yardimer yapilandirmalar kullanilmakta, birlikte yapma tiyatrosu, birlikte diisiinme tiyatrosu,
birlikte sarki sOyleme tiyatrosu, birlikte karar verme tiyatrosu gibi kavramlar kullanilmaktadir.
Bu yiizden Dagmar Dorger, Animasyon tiyatrosu kavramini benimsemistir. Nickel animasyon
sozciigiiniin Fransiz, Avusturya ve Italyan dil kullamimlarinda, oyuncularin seyirciler 6niinde yalin
bir sunum yaptiklari, halki eyleme gecgiren bir tiyatro pedagojisine iligkin bir amag i¢in yerlestigini
soylemektedir. Bu kavram gerekli tiyatro bi¢imlerini i¢ine almaya izin verir. Bunlar seyircilerin bir
gosteri tizerinden etkin hale geldikleri ve gok ¢esitli eylem bigimlerini kullandiklari ve uyardiklari,
tiyatro {izerinde siki anlamlar ¢ikaran tiyatro formlaridir. Ornek olarak Ingiltere’de egitimde drama
bigimleri vardir. Bunlar birlikte tiyatro oynama kavramini nadiren kapsar. Buna ragmen teatral ve
pedagojik kalitesi bu iliskiyi 6rnek olarak ortaya koyar. Ozetle animasyon tiyatrosu kavrami alani
gelistirmistir. Ayn1 zamanda bir iist kavramdir. incelenen teatral sonuclara, en kiigiik ortak payday1
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gosterir. Bu sayede daha kesin olunmasini ve daha az yanlig anlasilmanin olmasini saglar. Gerekli
tanimlamalarin yerine geger (Nickel, 1988a, s. 3 - 4).

Animasyon tiyatrosunun uygulama asamasinda, kurallarla 6zgiil bir yap1 belirlenir. Kural
paylagiminin hazirligi asamasinda seyirciler yokken tiyatro insanlari tarafindan c¢er¢eve koyma
caligmasi yapilir. Niyetleri ve dilekleri ile belirlenir. Seyirci grubuna karar verilir. Fiziksel olanaklar
ve iletisimsel olanaklar1 ¢erceve koyma siireci belirler. Kural paylasimi her temsilde halkla yapilan
iletisim kabuliiyle sonlanir. iletisimin yogunlastirilmasina ihtiya¢ duyulur. Ozel bir iklim gelisimi,
iletisim bicimleri ve yogunluklarinin belirlenmesi, izleyenlerden beklenen paylasim gosterisi igin
o6nemlidir. Yani birinci agama ¢erceve koyma seyirci yokken, ikinci asama 6zgiil kurallarin paylagimi
seyirci varken yapilir ve li¢lincli asama paylasilan kurallar iginde iletisim, yani oyun/tiyatrodur
(Dorger, 1993, s. 315 - 316).

Nickel 2010 yilinda 17. Uluslararast Egitimde Yaratict Drama Kongresi kapsaminda
‘Sozciikler, Ciimleler, Oykiiler, Sahneler — Anlati ve Animasyon Tiyatrosu’ bashkli bir atdlye
ylritmiistiir. Bu atdlyede sozciikler, anlatimlar {izerinde durmustur. Sozciiklerin yaptigi cagrisimlarla
bir dykiil olusturma ve canlandirma c¢aligsmasi yapmistir. Epik anlatim ile dramatik anlatim arasinda
farka deginmistir. Oykiiyii olusturan kisi once anlatirken kendi oynar, daha sonraki asamada dykiiyii
olusturan kisi anlatirken grup icerisinden baska bir kisi ya da kisiler de dogaglama olarak ya da
planlanmus, rol dagilimi yapilmis olarak oynar, sozlii canlandirma yapar. Oykii ve canlandirma
arasinda gecisler olur. Anlati tiyatrosuna iliskin farkli uygulama orneklerini atdlye icerisinde
aktarir. Oykiiye iliskin ayrintilarin dgrencilerden alinabilecegini ifade eder. Oykiiye baslandiktan
sonra 0grencilerin canlandirmanin i¢ine gekilebilecegini de sdyler. Anlaticinin olmadigi, rol i¢inde
bir kisinin canlandirma ile 6grencileri/izleyicileri oyunun/dykiiniin igine c¢ektigi bicimi daha ¢ok
animasyon tiyatrosu olarak tanimlar (Kirkar ve Yilmaz, 2015).

Anlat1 Tiyatrosu

Tiyatro pedagojisinin Berlin’de gelismeye basladigi ilk yillarda anlati tiyatrosu dogaglama
tiirli olarak goriilmekteydi. ‘Ensemble Fabula Drama’ adli bir olusum mevcuttu. Fakat zaman
icerisinde Kristin Wardetzky yogun bigimde bu alan iizerine ¢alismistir. Giiniimiizde Berlin Sanat
Universitesi’nde anlat1 iizerine ileri egitim verilmektedir (Nickel, Bischoff ve Brandi, 2010, s. 225 -
226). Wolfgang Nickel, anlatiya bakis acisini ve ilk caligmalart su bigimde anlatir:

Gelisim siirecinde biz de anlatiyr kullandik, 6gretmenlerin anlatiyr bilmeleri gerektigini
diisiiniiyorum. Ogretmen kiiciik bir 6ykii uydurabilmeli, 6ykii ile oynayabilmelidir. Wardetzky’den
egitim almis olan Maren Schmidt, Susan Weisse gibi kisilerin de caligmalariyla anlati yeni bir
uzmanlik, yeni bir meslek kolu oldu. Halka ac¢ik anlatimlar, organizasyonlar da diizenlenmektedir.
Tiyatrolarda ya da dezavantajli siniflarda anlati izerine caligmakta ve 6rnegin cocuklari sakinlestirmek
icin anlatiy1 kullanabilmektedirler (18 Subat 2012 tarihinde yapilan goriismeden alinmistir).

Wolfgang Nickel, forum tiyatrosu ve playback tiyatronun da anlat1 bicimleri oldugunu ifade
eder ve bu tiirlerle ilgili goriislerini ve temaslarini sdyle aktarir:

Playback tiyatroyu aslinda kullanmadik. Biraz daha sonradan geldi Playback. Aslinda ¢ok
basit bir uygulama. Ben kii¢iik bir 6ykii anlattyorum, 6rnegin sinifa gelip diyebilirim ki; “Bir cliceyle
karsilastim. Ayakkabilarini unutmus. Etraftaki insanlara ona bir ayakkabi bulabilirler mi ya da hediye
edebilirler mi diye soruyordu”. “Sen ciicesin, sen kimi oynamak istiyorsun, tamam hadi oynayalim,”
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diyerek oynanabilir. Burada anlati da var, playback de var, bu, 6ykiiyii oynamak. Ama Jonathan Fox
cok daha genis bir cercevede calist. Oykiiyii halkin oniinde oynayacak grup, birlikte alistirmalar
yapti, kiiglik gruplarla sahneleme ¢alismalar1 yapti. Bu da kiigiik bir dogaclama oyun bi¢imiydi,
tizerine uzmanlasildi ve boylece gelisti. Biz playback tiyatroyu bi¢im olarak kullanmadik ama temel
bi¢im olarak kullanmis olduk. Forum tiyatro da yine benzer. Yine bir uzmanlagma alani, bir genisleme
bi¢imi. Sen bir rolii oynuyorsun, baskasi gelip ayn1 durum iginde baska bir rol oynuyor. Bagka bir
oyuncu, baska bir strateji ile oynuyor. Augusto Boal’i ¢ok ¢ok erken zamanlarda bir tatil kursu igin
davet etmistik. Cok erken zamanlarda iletisimimiz olmustu. Ama biraz pahal ve gosterisliydi (18
Subat 2012 tarihinde yapilan goriismeden alinmistir).

Nickel, anlatinin sunulus tekniginden Ote, anlati ile ilgilenir. Ona gore; anlatilar yalnizca
anlatilanla ilgili degildir. Anlatic1 ve anlatilan bir biitiindtr. Her 6ykil i¢in iki soru sorulmalidir.
“Anlati, anlatic1 hakkinda ne sOyliiyor?” ve “Anlati, anlatilan hakkinda ne sdyliiyor?” sorularinin
yanitlar1 diistinilmelidir (Nickel ve Salje, 1986, s. 12).

Sonuc¢

Hans-Wolfgang Nickel, 6gretmenin tepeden baktigi, didaktik egitim sistemini degistirmek,
diinyay1 giizellestirmek gibi kaygilarla egitim ve tiyatro altyapilarini birlestirerek Oyun ve Tiyatro
Pedagojisi alaninin olugsmasini saglamis, alanlailgili ilk caligmalar1 yapmis olan Alman bilim insanidir.
1960’11 yillarda Nickel’in Berlin Sanat Yiiksekokulu ve sonrasinda Berlin Sanat Universitesi’nde
ogretmen egitimi igin kullanarak yapilandirdigi alan &gretmenlerin 6grencileri ile kullanmasiyla
yayginlagmistir

Arastirmada elde edilen bulgulara gore, tarihsel siralamaya bakildiginda Tiirkiye’de
yaratici drama atdlyelerinde kullanilan pek ¢ok oyun ve rol ¢calismasiin Nickel’le 1985°te kurulan
ilk baglantidan sonra alan uzmanlar tarafindan aktarilarak katilimeilara ulastigi ortaya ¢ikmustir.
Kendi anlatimlarinda da Tiirkiye’yle pek ¢ok kez baglanti kuruldugu ve 1960’11 yillardan itibaren
Almanya’da olusturulan birikimin yaratici drama alaninda c¢alismakta olan insanlara aktarildigi
somutlagmaistir.

Nickel i¢in, oyun ve tiyatro kavramlarinin her ikisi de kurallar1 olan ancak bu kurallar i¢inde
Ozgiirliik sunan yapilardir, Bu sebeple gelistirdigi yaklasim i¢inde bu kavramlari bir araya getirmistir.
Nickel, gelistirdigi alanin, tiyatro, miizik, dans gibi 6geler aracilifiyla sanatla yakin iliskisini kurar
ve toplumsal bir islevi oldugunu da ifade eder. Oyunlar1 ¢ocuklarin icadi olarak goriir ve oyunlari
siirdiirebilmeleri i¢in yardim etmek gerektigini diisiiniir. Oyunun ¢ocugun i¢inde zaten var oldugunu,
oyun ve tiyatro pedagojisi siiregleriyle sanat bi¢imlerini ekleyerek kaybolani yeniden olusturdugunu
soyler. Ogrencilerin oyun yoluyla var olan gergeklige yeniden ulasmasi 6nemlidir. Oyun, bir tiir
yasayarak ogrenme, sosyal 6grenmedir. Tiyatro ve oyun bir iletisim dilidir. Bu iki kavrami, ¢ocuk
ruhunun derinliginden gelen yasamsal bir gii¢ olarak betimler. Oyun ve tiyatronun ortak 6zelligi,
kurallar i¢inde 6zgiirliikk sunan yapilar olmalaridir. Nickel bu sebeple bu iki alani bir araya getirir.
Bununla birlikte farklilastiklari nokta ise; 6gretmenin, yonetmen gibi her seyi diizenleyen, yonlendiren
degil Ogrencilerin kendi ugraslarina olanak taniyan, ozgiirliiklerin paylasiimasimi saglayan bir
yaklasimda olmasidir. Siireglerinde atdlyenin g¢ergevesini belirler, bastan sona bir atélye plani
tasarlamaz. Ogrencilerin siireci nereye tasiyacagiyla ilgilenir. Gerektiginde kendisi de role girerek
Ogrencilere yardimei olur. Ona gore, oyun ve tiyatro pedagojisi oyuncuya 6zgiirliik tantyarak, baski

98



Hans Wolfgang Nickel’e Gére Oyun ve Tiyatro Pedagojisi: Bir Anlati Arastirmasi

yapmadan kendisini gelistirmesi i¢in yardim etmelidir. Cocuklarin kusursuz oyuncular olmalari
degil, diisiinmeyi ve hissetmeyi 6grenmelerini bekler. Oyun ve tiyatro pedagojisi bir tiir yasam okulu,
yasam sanatidir.

Oyun ve tiyatro pedagojisi, Nickel’in 6gretmenleri sinif igerisinde etkinlestirme istegiyle
gelistirdigi bir alandir. Etkin dgretmenin dgrencileri de etkinlestirecegini diisiiniir. Ogretmenlerin iyi
gbzlemci olmalart gerektigini, 6gretmenlerin de 6grencilerden dgrenebilecegini belirtir. Cocuklarin
eylemlerine iliskin gozlemlediklerini anlamsiz olarak nitelendirmek yerine mantikli yonlerini
gormeye calismalarini, ¢ocuklarin zaten kendi yaratimi olan oyunlarinda, cocuklarin tikandiklar
noktalarda eylemlerini siirdiirebilmeleri i¢in onlara yardim etmeleri gerektigini ifade eder. Wolfgang
Nickel i¢in oyun ve tiyatro pedagogu 6grencilere 6zgiirliik sunan ve bu 6zgiirliiglin herkes tarafindan
paylasilmasini saglayan bir kisidir.

Nickel, yontem sozciigiinii kullanmaktan kaginsa da, onun i¢in bu yaklasimin hem amag¢ hem
de arag¢ oldugu sdylenebilir. Kendisi uygulamalar ve tanimlamalar noktasinda ¢ok keskin yargilar
kullanmaz. Kullandig1 temel kavramlar1 da keskin ¢izgilerle birbirinden ayirmaz. Birlikte caligtigi
grubun duyussal, bilissel ve devinissel ihtiyaglaria dncelik verir. Bunun igin ¢alistigi grubu dinler
ve gozlem yapar. Kazanma-kaybetme duygusundan cok iletisim ve etkilesime yogunlastigi oyunlari
kullandigz stireclerde rol oyunlarina ve etkilesim oyunlarina agirlik verir. Oyunlari oyun ve tiyatro
pedagojisi i¢inde ¢cok dnemli bir yer tuttugunu ve siirecten ¢ikarilmamasi gerektigini savunur.

Alanla ilgili ilk ¢alismalar1 yaparken Nickel, okul oyunu ismini kullanir. Calismalar daha
kapsamli hale geldiginde, ¢aligma arkadaslariyla siire¢ devam ederken isim oyun, tiyatro ve etkilesim
pedagojisine evrilir. Bir siire sonra alanin ismi bu haliyle ¢ok uzun oldugu ve etkilesim kavrami biraz
karmasik oldugu i¢in etkilesim kavramiin kullanimindan vazgegilir. Uzun yillar oyun ve tiyatro
pedagojisi olarak anilmis, alanyazinda bu isim kullanilmistir. 2000°1i yillara gelindiginde oyun
kavrami da bagliktan silinir ve alan daha ¢ok tiyatro pedagojisi olarak anilmaya baglar. Canlandirmact
oyun ise, siireclerde tiyatro yapilan bir alan olarak varligini siirdiirmektedir.

Prof. Dr. Hans-Wolfgang Nickel’in Tiirkiye’de yaratici drama alaninin gelismesinde ¢ok etkili
izleri ve katkilar1 olmustur. Alanla ilgili ilk ¢caligsmalarin yapildigi 80’li yillardan bu yana kopmayan
iletisim, 6zellikle inci San ve: Omer Adigiizel’in baglantilar1 ve birikimi aktarma caligmalari ile
Alman ekolil, Tiirkiye’de gelisen yaklasimi 6nemli dl¢lide beslemistir.

Berlin’deki uygulamalar olduk¢a benzer olsa da giiniimiizde Almanya’da Nickel’in ilk
¢ikis noktasindan uzaklasilmis durumdadir. Nickel’in ¢ikis noktast Tirkiye’de yaratici dramanin
gecmisten bu yana kullanilma bigimiyle daha cok benzerlik gostermektedir. Nickel’in tiyatrosever
bir 6gretmen olarak, alanin kurulmasindaki amaci; 6gretmenlerin yaraticilik, etkilesim becerilerini
gelistirerek derslerde oyunu ve rol oynamayi kullanmalarini saglamaktir. Glintimiizde gelinen nokta,
tiyatro pedagoglarinin tiyatro catisi altinda gorev alarak 6grencileri oyunlar ve rol oyunlariyla tiyatro
yapmaya hazirlama noktasina daha yakindir. Daha ¢ok tiyatroya hizmet etmektedir, denebilir. Oyle
ki Berlin Sanat Universitesi’nde boliimiin ad1 da ‘Tiyatro Pedagojisi/Tiyatro Ogretmenligi’ olarak
giincellenmistir. Nickel’in agirlik merkezi olmamasi ile birlikte bu haliyle de alan 6ziindeki insanlarin
kendilerini ifade etme becerilerini gelistirme ve iletisim, etkilesim, empati becerilerini gelistirme,
bireysel ve toplumsal farkindalik, edebiyat, miizik gibi farkli sanat dallarin1 kullanma gibi temel
amaglar1 barindirmaktadir. Tiirkiye’de yaratici drama okullarda disiplin olarak ve yontem olarak
olduk¢a yayginlasmis durumdadir. Bununla birlikte alanda yaratici dans, yaratict okuma, yaratici
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yazma, okuloncesinde drama, anlati gibi farkli alanlarda uzmanlagmis kisiler bagimsiz atolyeler
diizenlemektedir. Ancak Ttirkiye’de heniiz Almanya’da oldugu gibi tiyatrolar biinyesinde gorev alan
tiyatro pedagoglari ya da yaratici drama egitmenleri bulunmamaktadir.

Wolfgang Nickel oyun ve tiyatro pedagoglariin beden, dil, miizik, kukla, sessiz-sozsiiz
oyun (pantomim), sosyoloji, tarih, tiyatro, psikoloji, gorsel sanatlar gibi pek cok alanda kendisini
yetistirmesi gerektigini diisliniir. Profesyonel anlamda olmasa bile dogaclama calismalar yapacak ve
ogrenciler icin gerekli itkiyi saglayacak kadar bu alanlar hakkinda bilgi sahibi olunmasi gerektigini
ifade eder. Yaratict drama ile oyun ve tiyatro pedagojisi disiplinler arasi ¢aligmalara bakis bigimleri
acisindan da benzerlik gostermektedir.

Hans-Wolfgang Nickel, ilkokul yillarinda aldig1 geleneksel egitimin ve genglik yillarinda
diinyanin i¢inde bulundugu iletisimsizlik ortaminin etkisiyle gelistirdigi oyun ve tiyatro pedagojisi
anlayisini, yasami iyilestirecek ve giizellestirecek bir alan olarak goriir. “Oniiniizde bir égrenci varsa
o biitiin diinyaduw. Siz o ¢ocukla birlikte ilerlerken de diinya yine etrafinizdadir. Siz onunla, diinyanin
icinde dolastyor olmalisiniz. I¢sel diinya ve dissal diinyadan sdz ediyoruz burada... Bunun icin tiim
bilim dallarina ihtiya¢ duyarsiniz. Baska tiirliisii olmaz. Cocuklarla ¢alismaya baslarsaniz ve onlarin
kendilerini ifade etmeleri i¢in 6zgiirliik tanirsaniz, diinyanin tiimiine sahipsiniz demektir” sézleriyle
oyun ve tiyatronun kendisi i¢in islevini 6zetlemektedir.
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Introduction

Hans-Wolfgang Nickel is an educator who has been intertwined with play and theater since
his childhood and thinks that these areas should be used for education in the most correct way after
he became a teacher. Nickel saw the play and the theater as a tool in education with all its components
and made this acknowledged with scientific studies. In all his works, he was always interested in
social things and made his productions by observing the people. The most important feature that
distinguishes him from others as an educator is to bring the field of play and theater under the
umbrella of education, and being a person who enables this field to be handled as a science. The field
of play and theater pedagogy has existed as a separate field within the body of an institution that
was first turned into a college and then turned into a university, thanks to Nickel’s work. With the
understanding of play and theater pedagogy that he pioneered, Nickel moved away from the traditional
understanding of education and adopted an approach where people are in action and interaction, and
aimed to develop healthier, more artistic learning processes and more humane communication styles.

In the same years, Peter Slade (1954), a contemporary of Nickel in England revealed
the understanding of ‘drama with children’. According to this understanding, an educator should
not direct or criticize the drama of the child in any way. Brian Way (1967); published the book
“Development Through Drama” for teachers on the use of creative drama in the classroom. On the
other hand, Dorothy Heathcote brought a new approach to the understanding of drama in education
in the 1970s and, a kind of, redefined drama in education. She said that drama in education is an
effective tool for learning. Contrary to Slade, she argued that processes should be structured in such
a way as to question experiences. Gavin Bolton also takes the same approach as Heathcote, and he
argued that drama is a tool for learning (Adigiizel, 2018; Taylor, 2020). While these studies and
discussions were continuing in England, Nickel carried out similar studies in Germany, albeit under
a different name, paid attention to the process, and saw play and theater pedagogy as an important
tool and field of art education.

In the first years of studies in the field of drama or creative drama in Turkey, author and
director Tamer Levent who made the pioneering work on this subject, joined the Congress organized
by the International Amateur Theater Association AIT / IATA Training Committee. Wolfgang Nickel
also became a member of the AITA Education Drama Committee in 1975. The first contact between
Levent and Nickel took place in this congress. Then, inviting Levent to one of the organized summer
courses at Berlin Acaademy of the Arts (HdK) to conduct workshops, and then giving an idea to
Levent for the first international congress in this area to be held in Turkey in 1985 has opened the
way. Since the 1st Dramatization in Education (Drama in Education / Spiel- und Theaterpddagogik)
Seminar in Turkey, Hans-Wolfgang’s work has had a positive effect on the development of the area.

This study was carried out to examine the work of Hans-Wolfgang Nickel since the 1960s
which brings together many experts from different fields of study such as theater, music, movement,
silent-nonverbal play, narrative, under the umbrella of the Berlin Academy of the Arts, later known
as the Berlin University of the Arts., which is the pioneer of play and theater pedagogy in Germany.
Nickel has contributed significantly to the field to spread in Turkey. But many educators interested
in drama in education in Turkey do not recognize sufficiently this representative of Germany and his
understanding. There are not enough studies on the works of Nickel in Turkish sources either. The
fact that knowing his approach and the views he defended by educators who practice creative drama
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education may make some terminological problems less experienced. Hans-Wolfgang Nickel’s life
and his place and contributions in this field in Turkey, his understanding of the concepts regarding
play and theater pedagogy and his contribution for the development of creative drama in Turkey, is
the problem of this research.

Method

This study is a qualitative research study. Qualitative research can be defined as a study in
which qualitative data collection methods such as observation, interview, and document analysis are
used, and a qualitative process is followed to reveal perceptions and events in a realistic and holistic
manner in the natural environment (Yildinm & Simsek, 2006).

The research was designed with narrative research, which is one of the qualitative research
designs. Narratives are defined as a way of transferring people’s individual experiences to others
through internal filters (Saban & Ersoy, 2017). The biography study approach was used among
narrative study types. Narrative research examines people’s experiences about a topic or situation
with the stories they go through. While the researcher collects data, he narrates the experiences of
the narrator in written or verbal form and examines his experiences and the meanings he attributes to
them (Gay, Mills, & Airasian, 2011). The researcher examines human experiences purposefully and
systematically and presents them in a meaningful and chronological manner (Saban & Ersoy, 2017).
Biographical work is a study about a single individual and the experiences of this individual, which is
told to the researcher or contained in archive materials and documents. Researcher records and writes
experiences in someone else’s life (Creswell, 2018). In this study, following the literature review on
Hans-Wolfgang Nickel, a pioneer in the field of play and theater pedagogy in Germany, different data
collection methods and techniques were used to access up-to-date information from the first person.

The data obtained from the interviews were analyzed by thematic analysis, which is one
of the types of narrative analysis. In thematic analysis, it is focused on the narrative rather than
the narrative style, and on what the source shares. The thematic analysis approach is useful when
theorizing a series of events. In the research process, the content of the obtained data is important
rather than the context from which the data is obtained (Saban & Ersoy, 2017).

Data Collection Tools and Techniques

A qualitative interview obtains detailed information by asking questions to the interviewee
about a subject and qualification. Fully structured interviews and semi-structured interviews were
conducted in this research. The interview was detailed with the probe questions. Probe questions are
questions asked at the moment of speaking and arise randomly. The flow of the conversation can be
arranged with these questions. Probe questions can be in the form of asking more questions about the
details or the explanation can be arranged as taking an example (Merriam, 2018).

While fully structured interviews were conducted via electronic mail in 2009, 2011, and
2012, open-ended questions were asked in the interviews held in 2012 as semi-structured interviews.
Interview titles were determined by the guidance of a field expert, and the questions were prepared by
the researcher. The interviews were recorded with a camera and applied as an individual interview.

In 2010 and 2013, two different workshops of Hans-Wolfgang Nickel conducted in Turkey
were observed and added to the contents of the workshop notes.
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Document Review

The research started by examining the books and articles written by Hans-Wolfgang Nickel
himself. The interviews made by different researchers with him were examined. Later, the studies
written abroad about him and the field which he pioneered were examined. Interviews with semi-
structured questions were held on January 14, 2012, and February 18, 2012. While the first contact
was made on June 16, 2009, fully structured interviews via electronic mail between December 4,
2011, and March 8, 2012, were recorded.

The books and articles written by Hans-Wolfgang Nickel and a significant part of the
resources written about him and the field of play and theater pedagogy have been accessed from the
Volkswagen Library of the Berlin University of the Arts.

Data Analysis and Interpretation

The data obtained in the fully structured interviews conducted by the researcher were
translated from German to Turkish and analyzed. The video recordings taken during the semi-
structured interviews were first deciphered and then translated from German to Turkish. Workshop
observation notes were also used as data. Content analysis was used to analyze the data. Content
analysis is often used in combination with other methods. It is a method especially used in the analysis
of data obtained from observations and interviews. It is done to determine the existence of certain
words or concepts within a text or a set of texts. The researcher determines the existence, meanings,
and relations of these words and concepts, and makes inferences about the texts by analyzing them
(Biiytikoztiirk et al. 2012).

While the interview records were transferred, the semi-structured interview records and
symposium notes were conveyed directly from the first person. In the transfer of fully structured
interview records recorded via e-mail, depending on the way the source responds to the questions, it
was transferred from the first person exactly, if he expressed his own views; and it was transferred
with the interpretation from the researcher’s words if he answered using another document.

Results

The Short Life Story of Hans-Wolfgang Nickel

Hans-Wolfgang Nickel was born in 1933 in Dortmund. His first encounter with the theater
was at the preschool age, through the church theater. Since 1949, he has been interested in school
theater and amateur theater. He continued his education life in Saarbiicken, Paris, and Vienna. He
studied conservatory, theater in Saarbiicken and Berlin. He was a guest student at the National d”Art
Dramatique Conservatory in Paris. During his education here, he was interested in contemporary
theater and avant-garde theater and played in theaters, and he worked with new, unknown, forgotten,
old or specific, contemporary themes, social theater texts, and made theater. This also affected his
approach during the years he was a lecturer. He also worked on avant-garde, thematic theater with
students at the university. He studied theater science, German philology, educational sciences, and
cultural history in Vienna. He got his Ph.D. exam in the Department of Theater Science in Vienna.
The title of his doctoral dissertation is “German Theater in Paris”. After 1955, he made theater

studies with higher education students, and he worked on play and direction subjects. He passed
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the teaching exam in Berlin. His main branch is German Teaching. He worked as a primary and
secondary school teacher (from grades 2-10). After 1958, he conducted plays and theater pedagogy
workshops in Pommersfelden Palace, Recklinghausen, Korbach, Scheersberg, and later in Belgium,
the Netherlands, Austria, and Switzerland. Between 1959-1966, he worked in the establishment and
management of the Berlin Teacher Stage (Berliner Lehrerbiihne). He worked as a Classroom Teacher
and Music Teacher from 1961 until 1964.

In 1964, he became a lecturer at the Berlin Academy of Pedagogy and took part in the
establishment of the school play department. These schools located in Germany give opportunities
for the studies with the equivalence to academic studies in faculties in Turkey. Nickel also established
a Studio Group at the Academy of Pedagogy and conducted experimental theater studies with
this group. In 1972 he prepared the Book of Role Plays - The Theory and Practice of Role Plays
(Rollenspielbuch - Theorie und Praxis des Rollenspiels). After 1973, he worked in the planning of the
Play and Theater Summer School. He became a professor while working in the Department of Play
and Theater Pedagogy in 1974. Between 1987-1988, he directed the play “Krakepuku” at the Kjtz
Theater, children’s and youth theater in Zurich, together with Ursula Lehner and Urs Haussermann.
He made teaching and research trips to Switzerland, the Netherlands, France, and England in 1980-
1981.

Since 1981, he has worked at the Berlin Academy of the Arts, Institute of Play and Theater
Pedagogy. The focus of his work has been children’s theater, structuring, and management of mini-
monodrama groups, forms, and plays of animation theater. Between 1983-1992, he chaired the State
Play and Theater Studies Society (Landesarbeitsgemeinschaft Spiel und Theater-LAG Spiel und
Theater e.V.). Between 1987-1993, he also served on the Board of Directors of the German Play and
Theater Studies Upper Roof (Bundesarbeitsgemeinschaft-BAG Spiel und Theater e.V.). Between
1985-1989, he was the vice president of the Berlin Academy of the Arts. He conducted play and
theater pedagogy workshops with large groups in Turkey and abroad. He retired in 1998. He has
worked on book projects under the concepts of Reji, Kibbutz Theater, play and theater pedagogy.
He also provided doctoral thesis advisory services. Until his retirement in 1998, he worked as the
director of the Play and Theater Pedagogy Institute.

From “School Play” to “Play and Theater Pedagogy”

In an interview with Nickel for the book titled The Archeology of Theater Pedagogy,
Hentschel asked where the concepts of the school play and theater pedagogy came from, and when it
was first used and by whom, he gave the following answer (Hentschel, 2005, p.60).

Actually, this really needs to be investigated. When we started the Academy of Pedagogy
in Berlin, we started with the concept of “school play”. This concept was very important to
me. Because I accepted that life would be good with this concept. And the question of how
we name this thing arose very late, I think, Hans Martin Ritter was there when everything
was prepared. For the first time in a school year, we thought a lot about this during a study
which meant more than just music practice for us. We experimented with concepts and
combined play, theater, and interactive pedagogy. We have linked these three words together.
Interaction pedagogy was eliminated again after the Berlin Academy of the Arts became the
Institute. The concepts of play, theater, and interaction pedagogy were easy to mix up and
were too long to be a title. So we had to sacrifice one of these items. The interaction was very

77



Tugba Tiiziin & Omer Adigiizel - Yaratict Drama Dergisi 2022, 17(1), 73-102

important to us in the whole process. That’s why we added this one too. We did not show the
“animation play” as a sign that could replace the “Play and Theater at School” field like some
Germans. The evolution of the concept must once again be looked at historically. I think
the concept originated from Stankewitz and Mobius, who were associate professors in that
academic year and worked with us as semi-guests. Mobius came from the theater. Maybe he
was the one who put forward the concept, but I’m not sure about that. We have always used
the play throughout school play. School theater is an older, historical concept.

It is not mine to call play and theater pedagogy. We said and used the concepts of play and
theater a lot. In the beginning, we were working with pedagogues. We were working with teachers
who would work in schools. For this reason, we have called “Play and Theater Pedagogy”. This was
very normal. The interaction was a new concept. At that time, this concept was about social learning.
In schools, things do not go well when the child’s interest and enjoyment are not right, they must first
learn socially, they have to do something together. This was central to the work for us. It is important
to learn and be friends with someone in a group. So, we would use the concept of communication
or interaction as a scientific concept for social learning. The interaction was a slightly new concept.
When talking about communication, speech or signs normally come to mind. But when it comes to
effective interaction, a more real contact, a bodily movement comes to mind. But there is also the
case in it. (taken from the interview held on January 14, 2012).

While creating the field, in addition to Germany, children’s plays of different countries
and different cultures were greatly benefited in the school play field. Likewise, by interacting with
different countries, information was transferred and shared. Wolfgang Nickel describes these contacts
as follows:

We learned a lot from England. From Britain and the Netherlands. We partially took, and learn
it from Sweden. We also transferred, gave so many things to Austria, Israel, Switzerland,
and Turkey. We have had little contact with France. We looked at and examined children’s
plays. We tried to change them a little. Some plays have focused a lot on winning plays.
Cooperation is more important for us. That’s why we changed the play in our own direction.
There was a British group. They used children’s plays. We had play catalogs at that time.
They were formed quite early. Then there was professional theater again in the Federal
Republic of Germany. When we were just starting, I mean when we were alone, we were
looking for people who could volunteer to cooperate. We were looking for what is in where.
We were in touch with the education of the players. There were also modern approaches
to acting training. In this, there were forms in which first plays, then role-plays in it. For
example, in Moreno; he first observed children’s plays. Then he did psychodrama. Levine,
for example, made observations first. Good teachers first observe what children are doing
and learn from children. He does not describe what he observed as absurd. He tries to see
its logical sides. Children invent these plays by themselves. It is necessary to help them to
continue. Children actually invented the theater in education. It came out with the children
saying “I want to show this”. The play is our breast milk, like our source (taken from the
interview on January 14, 2012).

With the divergence of the concept of play, role plays have also moved away from the field
in the development process. Nickel states that role plays have been used in therapy, by therapists, and
in coaching (coaching) training, but disappeared from theater pedagogy. He explains the role of role
plays in the pedagogy of play and theater as follows:

78



Play and Theater Pedagogy According to Hans Wolfgang Nickel: A Narrative Study

There are two concepts regarding role plays. If I'm doing theater, the actor plays a role. And
this can be called role play. While the actor works for a role, he does role work until he is
ready. The role-play in this sense, of course, belongs to theater pedagogy. But there is also
a role play in a group that only plays for himself, and does not have the purpose of showing
or exhibiting themselves. For example, an 8-year-old boy plays the postal service game. A
postal service game is played if the goal is not to show something, but only to learn how
a postman delivers mail, the letter, the mailbox. This is another aspect of the role-playing
concept. It is a form used to show something, to know life, to know oneself. It’s like an
animative play. But the animation play is of two kinds. While you are doing an animated play
at school, you do the animating play partly for yourself. We are playing spring, for example,
you can all play as being flowers, now you can grow, you can bloom. But sometimes you
play an animation play by showing. Sometimes this animation play becomes theater again.
So, they are relatives to each other. But the role-play doesn’t have to return to the theater. But
theater needs role play. There is no other way. In the early years, role play was a form of its
own in the pedagogy of play and theater. This institute is no longer called “Play and Theater
Pedagogy” but called “Theater Pedagogy”. This can be seen as a sign that the role-play was
being pushed aside (taken from the interview on 18 February 2012).

Nickel (2010); explains the beginning of the school play as 1964. He started his studies at
the Berlin Academy of the Arts. He argues the idea that learning in schools is made attractive not
by sitting, thinking, writing, listening, but by bodily movement, playful, theatrical reactions, and the
tension of scenes and plays, and by trying out situations. Nickel did not do theater in these works. He
worked to structure the practice and theory of school play, play, theater, and interactive pedagogy. For
this, he first made studies and research on plays and role-plays. For Nickel, researching and testing
play rules and play styles is of primary importance for the field. The types of role play and working
groups have been researched, tested, and systematized. In addition to Nickel, the important content
structure of the field was developed by Hans Martin Ritter, who studies language and music, and
Barbara Riister as an interaction consultant. Riister studied pantomime and figure plays and later on
mask games. Later on, Ritter studied on Brecht’s didactic plays and Riister studied on psychodrama.
Wolfgang Tiedt, from Cologne Sports College, had the subjects of body plays and creating motion,
at the very beginning. With these developments, it has been revealed that all areas cannot be
dominated. But these, as improvised plays, have always maintained their place in the curriculum.
Similar experiences have been experienced once in the field of paired acrobatics. Since acrobatic
movements are found very valuable in terms of interaction, intensive work has been done together
after the example of Academy Utrecht. However, this study also showed that the education time is
not sufficient for acrobatic training. The psychodrama trial was also completed quickly. Treatment
possibilities of play and theater were observed. It was added to the education program, albeit a little,
and benefited. Then an intense mask work came. Uwe Krieger has conducted these studies over
the years. Krieger comes from Bread and Puppet Theater. At the same time, cooperation was made
with Klaus Hoffman, and then with the Play and Stage Workshop of the Berlin Academy of the
Arts, Hertha Schonewolf, to facilitate the financial possibilities. Despite all these long efforts, mask
training could not be established. However, it has always been possible for students to specialize in
the field of their interest. For example, a children’s and youth play workshop, which has developed
from the school play in the field of children’s theater, still exists, was established, and then some
theater groups such as Mutabor and Theater Logo were formed. A theater that is called “Transit” was
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established in the adult theater. This is also a training center for clowns. There was also a formation
called “Ensemble Fabula Drama” in the field of narrative theater. The narration was initially seen
as a type of improvisation. But then Kristin Wardetzky worked hard and a few students became
professional on it. There is an advanced education program in the subject of narration at the Berlin
University of the Arts. In addition to all these advances, the play form “theater” that exists based
on the school play field should not be forgotten. Much more than experimental student theater has
continued with its improvised forms and for specific target groups such as children’s theater, youth
theater, school theater. Hans Martin Ritter concentrated and developed these theater studies (Nickel,
2010, p. 225-226). Nickel explains these other fields of interaction that were interacted as follows:

It can be said that all disciplines were involved. Play, group dynamics, psychology, role play,
sociology, theater, media, history, body, biology ... But a holistic approach. If there is a student
in front of you, he is the whole world. While you are standing with that child, the world is still
around you. You must be wandering around the world with the child. We are talking about the
inner world and the outer world. You need all branches of science. It wouldn’t be any other
way. Of course, you cannot know everything. But you can integrate everything. We use the
body a lot, yes. That’s why a play pedagogue must know the body. We use the language a
lot. You must know about the language. We use music for example. You should understand
a little of the music. We make use of objects. The student should understand a few visual
arts. A play pedagogue tries to explain the world to students within the play, the theater. So,
he should understand the world a little too. First of all, he should understand what kind of
things people can understand with the role. He should know how to gather experience. He
should help others, but he should know to collect his own experience first. There is no other
way. Of course, education at the Berlin University of the Arts is not enough for these. But the
students here are studying with the actors and different colleagues on the history of theater
and child psychology. It was there before, it still exists: we get support from field experts with
theoretical lessons or exercises for major branches. But we can’t do everything. At least we
should see that we have to be open about everything. What is more important is to see the
subjects of how children play, how young people play. It is necessary to focus on what they
want to play, what emerges from their plays, what is included in their plays, the possibilities
to go deeper into the plays, and the possibilities to exit the games again. These are the center
of this “do” work. We are concerned with what the action is. We don’t sit down. We move.
We shout we noise, we laugh. It can be argued that theoretically, we should understand a little
of everything. This is of course an extreme demand. But basically, it has to be. It also depends
on what kind of project you do with the children, and you develop and discover while doing it
with the children. Our students at the university used to think about what and how they could
do it at home, like homework. They would do a little research. When we got together, we
would have many experiences, we would try different things, we would understand together,
sometimes we would activate objects, we would learn about the world. Maybe we would
introduce new questions and try again. This is how we developed and discovered while we
improving the field (taken from the interview on January 14, 2012).

While these trials are being made, the school play subject has become the main subject
from the second elective subject. Three important points have been studied in the school play:
implementation discovery, development of systematics, and promotion of the field. For these,
practices such as holiday courses, guest lecturers, research seminars, theater plays, and displays were
used. The holiday courses focus on many topics such as children’s theater, youth theater, mini-mono
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drama, body and movement, sound and breath, role, women’s studies, fairy tales, masks, plays,
space. Nickel summarized the reason and consequences behind the start of this tradition of holiday
courses in the following sentences:

Although this tradition of holiday schools differs slightly, it continues. The main idea behind
the tradition was that the semester process was not sufficient for some concentrations. These
courses were not only for students in the department, they were also intended to be open to the
outside. As such, it became courses attended by theater people and actors. Thus, coordination
of children’s theater, youth theater, theater and university, college, and school was achieved.
The TUSCH (Theater and School) project is also a result of these meetings. The thinking has
evolved from summer courses. While these holiday schools were held twice a year in the
early days, they are now held once and before the winter season for financial reasons (taken
from the interview on 18 February 2012).

A few weeks of Children’s Theater Academy and even children’s theater, youth theater, and
play and theater pedagogy education were provided in collaboration with the Academy of the Arts.
At the same time, intensive collaborations were established with the Berlin children’s theaters, which
were established before this and developed in parallel with the school play.

After the college was transformed into the Berlin University of the Arts, the department
turned to a form where only plays and theater were performed with the students studying
at the university, which provided two-year education. After that, we prepared a large, real
theater performance every winter season. These theater plays were prepared from the special
texts of the old school theater from the 16th century. Thus, the history of the school theater
was discovered and reworked simultaneously (taken from the interview held on January 14,
2012). However, students studying in the department worked with many different groups
to make their practices. They worked with prisoners, street children, elders, etc. Among the
street children, some ran away from their homes. They all gathered together. For example,
one student worked with these people living on the streets, another with the elderly. Then
they brought these groups together and worked together. The good thing is that these children
often quarreled with their parents when they got back to their homes. But they were not
fighting much anymore with their grandmother and grandfather, in other words with the old
one. And grandparents were also more understanding towards children. They got along well
now. In a castle far from Berlin, these old people and street children demonstrated together.
The more difficult thing is that they stayed in this castle for five days. It was not easy for them
to accept this. The students searched and found these groups by themselves (taken from the
interview held on February 18, 2012).

The department became popular in the half of the seventies. At that time, it has over three
hundred students. The thought and pursuit of play and theater pedagogy on Berlin has come to a
state that extends to an international framework from the regional framework. With the 2018-2019
winter term, the department continues its existence under the name of Theater Pedagogy / Theater
Teaching within the Faculty of Performing Arts. The purpose of the department “I¢ is an important
social duty to make children, young people and young adults familiar to the theater, and to protect
and develop their artistic development. This happens above all in schools with teachers. The aim of
the department is to educate and train artistic, pedagogical and scientific knowledge and skills in
secondary schools and high schools combined for theater teaching”. Those who are educated here
are those who have graduated from a department related to theater, and the teachers who want to teach
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in unified secondary schools, that is, in high schools. The education here is artistic-scientific. The
education is given under the titles of the applied field (fundamentals of acting, language education,
body and movement, stage studies in projects, etc.), scientific field (theater theory and theater history,
dramaturgy, etc.), and teaching field (fundamentals of group work and project work, theater group
formation, stage design process management, etc.). There is a gradual undergraduate and graduate
education. A 6-semester undergraduate education, in addition to a 4-semester master’s education,
achieves the goal of higher education. The master’s degree also includes a one-semester application
period. This application is made in cooperation with Berlin universities that provide similar education
and train teachers. Starting from the winter term of 2021-2022, students will also be admitted to the
graduate program (https://www.udk-berlin.de/index.php?id=10821)

Creative Drama and Germany-Turkey Connections

In 1985, during the cooperation process that started with the 1st Dramatization in Education
seminar, Dance and Performance educator Ulrike Sprenger, Wolfgang Tiedt from the Sports Academy,
as well as Marlies Krause, Dagmar Dorger, and Karl A.S. Meyer, who came with Nickel, have carried
out studies for the theater pedagogy in Turkey. Thanks to these connections, Marlies Krause carried
out different studies at [zmir Dokuz Eylul University, and Karl Meyer also carried out different
studies in Istanbul City Theaters for a while (Meyer, 2014, p.54).

The second seminar was held on 16-27 November 1987 under the title of “Drama in
Education II”. The subject of the seminar is “Creative Drama and Its Vital Importance”. At the
seminar, John Hudgson from London, Scott Richards and Prof. Dr. Hans-Wolfgang Nickel, Dagmar
Dorger, and Marlies Krause conducted the workshops. In conferences, seminars, and open sessions,
“Creative Acting” and “The Importance of Dramatic Situations in Human Life” were emphasized
(Adigiizel, 1993, p.198). It aimed to emphasize the vital importance of the concepts of dramatization
and educational drama, which were newly used at that time. In the third seminar held on 17-23
April 1989, ‘Play with Children, Play for Children’ methods and the new forms of play (drama),
memories, especially children’s plays, how to start new experiences based on these, how to start
with new experiences in both educational and theatrical terms can be set up has been examined. New
dimensions such as music, dance, and movement were added to this seminar (San, 2003). Hans-
Wolfgang Nickel from Berlin, Dagmar Dorger, Marlies Kraus, Pamela Bowell, and Hugh Lovegroove
from England also conducted workshops in the fourth seminar on 23-26 April 1991. In workshops
and discussions, controversial studies were conducted on subjects such as “What is important for the
play director, the materials we use in the drama process, drama in teacher education, drama work
with children in the classroom, is creative drama a fine arts education or an education method, drama
in intercultural interaction” (Adigiizel, 1993, p.201). Two years after this seminar, Wolfgang Nickel
conducted a workshop together with Dagmar Dorger on “Animation Theater” at the Theater Research
Laboratory (TAL) in Istanbul on March 5-10, 1993, in collaboration with the German Cultural Center
and the State Theater Opera and Ballet Employees’ Charity Foundation (TOBAV). Hans-Wolfgang
Nickel, Ulrika Sprenger, Dagmar Dorger, Pamela Bowell, and Naci Aslan conducted workshops
where they focused on play-making, instructional studies, movements, drama and social issues, basic
drama, collective playwriting, special education, and drama (Adigiizel, 2010) in the Sth International
Education Creative Drama Seminar held on 15-20 March 1993. This seminar was organized under
the title of “Drama and Instructional Knowledge” with the suggestion of Hans-Wolfgang Nickel.
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Contemporary Drama Association has given an honorary membership certificate to Hans-Wolfgang
Nickel, who came to Turkey for this seminar. Within the scope of the seminar, the 12-hour workshop
conducted by Nickel together with Dérger was examining the theoretical discussions and systematics
of drama practices. More writing activities were carried out within the scope of the workshop. A play,
drama work, that is a play, forms a didactic triangle consisting of the play rules, the play director
and the actor group, and how much this triangle can change due to its different nature and content,
from subjectivity to objectivity, from democracy to anti-democracy and so on, are emphasized. The
act of the play was emphasized, and the participants were asked to remember the plays they played
in their childhood. Nickel discussed the writing of a collective theatrical script within the hero-
obstacles-action trio and in the context of “play title, play fable, prologue, development, and end”.
As a result, one play from each of the five groups consisting of six to seven people was partly
planned as a whole and emerged as partly the end was uncertain. The plays that emerged in Nickel’s
collaborative playwriting workshop at the end of the seminar are presented as a draft, as a fable, and
as a small work. In a panel within the scope of the seminar, Nickel expresses that, a young Turk’s
doctorate at the Institute of Play and Theater Pedagogy named “What boundaries does the director
prepare his actors and how does he benefit from improvisation?”, and another Turk’s study named
“The Role of Language in Play and Theater - The Relationship of Play with Text” continue. One of
the most important issues emphasized in the institute is what the contribution of drama in terms of
intercultural relations (especially Turkish-German relations) (San, 2003).

Hans-Wolfgang Nickel, Renate Breitig, Ulrika Sprenger, Dagmar Dorger, and David Davis
conducted workshops on the subjects of process drama, time, and motion at the 8th. Creative Drama
Seminar in International Education held on February 26-March 3, 2001 with the title of “Retrospective
and New Perspectives. The title of the workshop directed by Nickel is “Improvisation and Theater
Improvisation”. After that, although Hans-Wolfgang Nickel did not attend congresses and seminars
for a while, contacts with German trainers continued. Experts from Germany such as Karl Meyer,
Glinter Mieruch, Barbara Riister, Nadja Raszewski, Ines Honsel continued to support the field.

Hans-Wolfgang Nickel and Dagmar Dorger, Gerd Koch, John Sommers, Jamie McLaren,
who worked at the University of Oxford, Mette Boe Lyngstad, who worked at the University of
Bergen, and Janecke Thesen and Tinnti Karpinnen from the same university conducted workshops
with the title of “Social Awareness and Rights Education through Creative Drama” at the 17th
International Creative Drama Seminar and Congress held in Istanbul on 01-05 September 2011. Nickel
was invited to this congress in Turkey, and Lifetime Achievement Award is given by Contemporary
Drama Association to him for his contribution to the fields. Within the scope of the congress, Nickel
gave a speech titled “Words, Sentences, Stories, Stages: Narrative and Animation Theater”, and also
conducted a workshop on “Narrative and Animation Theater”.

Wolfgang Nickel has finally come to Turkey in May 2013. During the 1st Play and Theater
Pedagogy Symposium organized by the Play and Theater Academy Association (OYTAD) between
17-19 May 2013, he conducted a workshop titled “The Role and Function of the Play Leader in Play
Management” in the panel, he gave a speech titled “Development of Play and Theater Pedagogy,
Traditions and Breakdowns in Germany”. During the two-day workshop, he conducted his workshop
with a group of theater actors and teachers. He has worked on role-plays, interaction plays, narrative
and improvisation.
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One of the links of Turkey- Berlin is also the Turkish theater community, led by Peter Stein
in the Schaubiihne am Halleschen Ufer at the beginning of the 1980s. Beklan Algan and Ayla Algan
from the Istanbul City Theaters are included in this group. These people later established the Theater
Research Laboratory (TAL) in Istanbul. Karl Meyer studied here with Turkish theater students as
a scholarship student. They performed the musical performance “I am listening to Istanbul-Ich
hore Istanbul”. Dagmar Dorger and Hans-Wolfgang Nickel also staged mini-monodrama works in
this laboratory, that is, they played an animation theater. This also contributed to a leap from play
pedagogy to Turkish children’s theater.

Another link of Turkey-Berlin was developed over the university. There were Turkish
students at the university almost every year. There were two types of Turkish students. One of them
was Turkish students who were born in Germany or came to Germany at an early age, receiving their
education in Germany and then applying to Berlin University of the Arts (UdK). These students often
do not return to Turkey after education. The other type is the one who came to Berlin University
of the Arts to get educational experience abroad or postgraduate education after their education in
Turkey. They generally came back to Turkey. Among them, there is also Kadir Cevik, who is Nickel’s
doctoral student and a lecturer at Ankara University Faculty of Language, History, and Geography,
Department of Theater (Meyer, 2014, p.56). In addition, Omer Adigiizel, who conducted research
and examinations in the Department of Culture Pedagogy at the Berlin Academy of the Arts between
1996-1998 and completed the program of the Play and Theater Pedagogy Institute of the same faculty
(HDK) in 1998, was one of the Turkish students studying at Berlin University of the Arts.

When asked to Nickel about these connections to Turkey, he states that Omer Adigiizel, who
is one of the students of Inci San, transferred his observations and experiences with his intense and
prolonged stay in Berlin. With these connections, he states that the Contemporary Drama Association,
which is founded and chaired by Inci San for a long time, later conducted many organizations under
the chairmanship of Omer Adigiizel. It has been stated that under the leadership of the association,
many initiatives such as curriculum, education program, and graduate education program were made
to schools (Meyer, 2014, p.56).

Play and Theater Pedagogy

The field, which is referred to as school play, school theater, or animator play in Germany,
has a history dating back to the First World War. The school theater has also developed concerning
the youth movements after the First World War. It got stronger after World War II (Meyer, 2008).
Achieving an academic identity started with Hans-Wolfgang Nickel at the Berlin College. Nickel
explains the reason for using concepts such as school play, play, and theater pedagogy instead of
drama with the following approach:

The origin of the concept of drama comes from the Greek word drama, which means to act.
But this is a powerful contemplative action. It meets action and activity in the discipline
whose origin can be called drama in education. The meaning of the word drama in English,
on the other hand, refers to thoughtful, playful action, even an act of pretending. The
difference between theater and drama is that; theater is a playful activity for the public and
in front of the public, while drama is a playful movement performed in a group without
an audience. But mostly one part of the group watches, while the other part acts. This can
be seen as a transition to the theater in a way. The difference between drama and theater
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is that; drama often proceeds with improvisations or short agreements and talks, while
theater needs rehearsals many times. However, there is also improvisation theater. However,
in German, the word drama is used only in structures such as Schiller dramas and Sturm
und Drang dramatics to indicate theater texts. The word theater is used when talking about
improvisations, improvisation plays, the body plays, body exercises, role plays, interaction
plays (taken from the interview held on 27 July 2009).

However, Nickel states that creative drama or informal drama comes from pedagogy. It is
defined as an improvisation method in which children play scenes or their experiences around them
or the stories given to them, children play themselves or play puppets. It is not about playing a
ready-made text, it is about the group process and individual physical experiences within the state
of art. The purpose of improvisation is to increase and stimulate the creativity of children. It targets
not only aesthetic but also social development. The solution to the problems should be enjoyed and
the change of relations should be enjoyed. Creative drama works on creativity (in the field of art as
well as social imagination), sensitization (training of the senses of touch, vision, hearing in daily
life), improvisation, training of transformation skills, flexibility (continuous adaptation to rapidly
changing events), originality (self-discovery and intervention in the group) works on therapeutic
effect (emotional balance), cooperation (group work), bodily impact (bodywork, enhancement of
the possibilities of the body). According to Nickel, Winifred Ward is one of the most meaningful
pioneers of creative drama. In Ward’s works, creative drama constitutes a kind of preschool tendency
of theater to be used with children (Nickel, 1984b, pp. 346-347).

Wolfgang Nickel, in an interview with Volker List from the “Applied Theater Studies” working
group, states that when he was a student in primary school, he came from an education system where
his teachers sat on the rostrum and gave instructions to the students. According to him, the content is
well structured. It progresses from easy to difficult. But communication does not progress from easy
to difficult. It does not progress from superficial communication to intense communication. There is
no movement in the classroom for both students and teachers. This education system, which is also
included in his own education life, has had a significant impact on Nickel’s development of his play
and theater pedagogy approach. He always prioritized interaction, communication, and movement
in his works.

Wolfgang Nickel conveys his main purpose and approach in practice regarding play and
theater pedagogy as follows:

We try to do many things in play and theater pedagogy. People should be able to think, write,
compose texts. But all of them must be improvised, what is done must stay alive. Nothing
ready is used. Participants should be able to act together with children. We play games based
on gestures and mimics. We use very little makeup, costumes, masks, etc. This is mandatory
for children to get into the process immediately. We want kids not to be great actors but we
want them to learn to think and feel. We care more about the personal one than the objective
one. The job should be clear so that everyone can participate (taken from the workshop notes
dated May 18, 2013).

Nickel conveys the social function of play, theater, and interaction as follows:

We use theater and plays to think. It’s just a tool for thinking. There is an interaction between
people as well as between social roles. We have a society we are in and we oppress each other
mutually. A free society, utopia ... Play is a very important tool for therapy. Dance is also
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included in the pedagogy of play and theater. There is also the use of language and cabaret.
The theater is very close to politics, we have to fight. It does not happen alone, people become
stronger when they are together. If we look at the role play, there are language, speech,
movement, posture, attitudes, accessories, costumes. We can go from every detail to the
whole. We can start with an accessory, for example with a hat. Or we can use other hats. Each
hat will have a different role. Paul Gardner, a German theater person, developed an improvised
theater form called three times three. There are nine hats in a wardrobe. Three players come
and wear hats and play with other combinations. There are many ways. The hat is something
more concrete, but we can start completely abstract. We can start from the opposition of
power-weakness, strong-weak. We can make it concrete by playing it and putting it into play.
There are thousands of ways like this. What matters to you as the play leader, you must have
a picture of the structure, the skeleton. So, you can try many ways, and most of them will not
be accidental. Paul Wattzlawick worked on communication and interaction. He says “It is
impossible not to communicate (not just in words), because every communication is an act.
Just as human behavior is indispensable, communication is indispensable as well”. Even if
you are not talking to people in a place, there is communication. When he is marginalized, he
will feel it, and I will feel it too. Even if you say “I don’t want, I don’t want” and don’t look,
there is an impulse. Communication and interaction are constant. There are both good and
bad of them. Some make people sick. Others feel good. In this sense, theater and play are a
language (taken from the workshop notes dated May 18, 2013).

The basic concepts Nickel frequently uses regarding the Play and Theater Pedagogy approach
are stated respectively.

School Play

In 1964, Nickel created the “Play” course as an elective course for prospective teachers at
the Berlin Academy of Pedagogy, as well as the “School Play” course as a second elective course.
He has set up a separate platform for this. The acceptance of the course was the first signal of the
establishment of the Institute for Play and Theater Pedagogy under the roof of the Berlin Academy of
the Arts together with Hans Martin Ritter in 1981 (Meyer, 2014, p.51). In an interview with Volker
List, Nickel states that the concept of school play comes from the old amateur play (Laienspiel)
movement.

Nickel argued that school play can be used by both branch teachers and classroom teachers.
As an example of this, he cites the following study. The teacher does a basic silent-nonverbal game
(pantomime) study with his students. He creates masks or figures in the classroom. Plays are used
in these studies. And at the end, it is used in a show that will be made for parents. The class acts
on the problem of living together. Then they talk to their parents about this issue. Researches and
studies on communication structures are carried out in the classroom. Efforts are made to improve
communication structures with the help of plays. It can be seen from the example that it is necessary
to have knowledge in different fields to carry out these studies. Subjects such as text, content, music,
stage, stage painting, creating the space, directing are among these areas. It takes hard work to
develop the playful expressive skills of every actor and group, and to form and find the group. In this
field, group building, development of expressions and perceptions, communication, and interaction
skills lie in the emphasis of his work. The play leader should have more knowledge of plays and
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exercises and their effects should be known in terms of group dynamics and psychological aspects
(Nickel, 1979, p. 1-2).

When he was asked about his views on the concept of the school play, his explanation was
as follows:

I was a theater lover. I’ve always done theater. Then [ made a teacher theater for students after
I passed the final exam at the School of Pedagogy. The people at the school also saw that it
was good and wanted to do it. We started with modern plays of the names such as Beckett
and Ionesco from France. After a year, I started to think that was ridiculous. The teachers
who studied here would deal with the children. What could they have to do with Beckett?
We started thinking about what was necessary for the students and we named what we found
as “School Play”. We used not only theater but also other activities that serve the theater, such
as body use and role-plays. This has been my primary starting point to date. It remained that
way. It is not just about theater, but to make people grow and develop. Playing, doing, acting

. should be for people, not for art. Art may still exist, but only what is done in the group
matters in the circle. We called it the school play at the time. Teachers, or those who wanted
to be teachers, would come during their studies and participate in the practice for 2-3 hours,
or maybe a little more. Then we went through a learning reform and school play became a
field. It was not alone, but it was in the form of such as German and school play, English and
a school play or history and school play. Therefore, it can be said that we were using it as a
method in education. When it is viewed as a whole, I consider school play as a pedagogical
experience, I do not see it as a method. Because the method is a direct way. Experience is a
way that is communicative, tried, discovered, adventurous to unknown. The school play can
be called a pedagogical art form (taken from the interview held on 14 January 2012).

Play
Nickel explains his thoughts about the play as follows:

Play is defined as a form of human behavior. However, it is known that play behavior also
exists in animals, at least in mammals. The kinship between play and many art forms is
also clear. According to Kostas Axelos, the play belongs to the fundamental powers. Nature
philosophers Manfred Eigen and Ruthild Winkler use the play as a universal model. The
cultural historian Johan Huizinga defended the view that “Everything is a play”, daring to
make a concise statement. Heraclitus is named the “aion”, which is the eternal life span,
as the child moves the checkers called infinity (Nickel, 1998, p.6). According to my basic
belief, the groundwork for play styles is found in monkeys and mammals. All children bring
this together with them. It develops spontaneously. It is there anthropologically. This could
be improved. It can evolve up to a magnificent theater, to fine arts. But every child draws
a picture, draws something. This is also fine arts. This is also animation (taken from the
interview held on 18 February 2012).

According to Nickel, the play has established rules and offers freedoms with the condition of
staying within these rules. The play is for its own purpose only, it does not aim at anything other than
its own purpose. It is endless within its own borders. So, the play is a repeatable phenomenon, so it
shows a circular structure. However, there is no vicious circle. Each time the tension and pleasure
in the play are different. It is inherently infinite. The game is an artifact. The relationship between
play and reality is endless. The play without tension, excitement, and curiosity is dead (Cevik, 2013,
p.54-55).
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Scheuerl defines play as the first phenomenon of motion, with the integrity of six basic signs.
These symptoms are partially the same as Roger Caillous’ list.

1. Sign of freedom

2. Sign of inner infinity

3. Sign of being imaginary
4. Sign of variability

5. Sign of unity

6. Sign of present (Act. Nickel, 1976a, p. 45)

Nickel stated that he conducted long-term research on the history of the pedagogical play.
Especially in Europe, he has turned to reveal its forms in the 16th and 17th centuries, and after the
centuries when education and play styles were intertwined, despite the fact that such an old tradition
has been extinguished, he has turned to examine what can be done modernly (San, 2003).

Wolfgang Nickel conveys the influence of Ed Bermann, one of the channels he had been fed
on while doing the first studies on the play, on the field as follows:

As I care about the concept of play, I was very impressed by children’s plays and the
interaction plays of Ed Bermann from Great Britain, especially the play experiments. Ed
Berman was not working on theater but he was working on basic plays of interaction. He
was not an actor. He worked in a small community to correct social behavior with the help
of interaction plays. He worked on play methods. We took many interactive plays from
Berman. These interaction plays were not role plays. For example, it is a play of interaction
to hold your partner’s hand around the place with his eyes closed. Or throwing the ball in the
venue and saying someone’s name is a kind of interaction play. After these developments,
we looked again at the children’s plays that were important to us in the beginning, we tried
to remove the competition elements from the children’s plays and to make the plays more
communicative. In this way, children’s plays perfectly fit interaction plays. Ed Berman also
conducted a course with us and our students at a very early stage (taken from the interview
held on 18 February 2012).

Wolfgang Nickel says that when you want to set up a play, a didactic triangle consisting of
play rules, group leaders and play group factors must be formed. If these factors are not compatible,
the play will not be good. Play groups can be determined by the group leader or by rules, random,
free choice, and for a short time or in a short time. The important thing is that the shape of the group
suits the group and the next play. A group leader must both play to see the atmosphere and observe
to see from the outside. According to Nickel;

*  Plays are always a whole.

*  Every play is real.

*  Every play has values.

*  Expressing yourself and giving messages is a matter in every play.
*  There are perception processes in every play; people see, hear, feel.

»  Plays may usually contain more than one content (cited in San, 2003).
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The play is a fun, player-related tool. Therefore, it is attractive, motivating, uplifting. The
play is a childish, ordinary tool. Every play requires skill because there would be no other play.
It is also a complex tool. It often directs the player’s attention to a narrowly confined space. Its
effectiveness pushes him into participation with his whole body. Besides, according to Caillous; the
function of the play is not to develop a skill, the aim of the play is the play itself (Nickel, 1976a, p.
56-57). Play gets a little more complicated when it’s connected with humans. However, it can be
summarized as follows: The play is determined by coincidences and rules. Human plays emerge
with the participation of the actor and the clarity of time and space. The play is nourished by joy, that
is, the enjoyment of the player’s own physical activity. It is motivated by the process, not the result.
The practices of the player concretize and update the abstract rules of the game through the player
(Nickel, 1976a, p.46). Play is a concrete tool dependent on objects or contents when we ignore
imagination and thought plays. Therefore, it provides the opportunity to learn through objects and
contents. The play does not paint the whole of reality, it reduces and abstracts it. It often plays with
pictures and signs. It makes it possible to deal with issues that are actually difficult or dangerous
(Nickel, 1976a, p.57).

Role Play

The concept of role has been used in social science since the 1920s to make the function of
society understandable. The concept of role-playing is also is defined as a concrete reality a playful
imitation of human behavior (Nickel, 1976a, p.72). Role play is a physical activity of children. It
comes out with improvisation when they are two or three years old. It is not an invention of today’s
pedagogy and the discovery of the modern child. For example, little Friedrich Schiller also stood on
the kitchen chair and played a pastor. Harun Resit observed children, who are playing court games,
and was inspired by them to make a judgment. We recognize children’s plays from classical Greek
vases, toys from Ancient Egypt are still preserved, children’s role plays have always been existed
until now. The use of children’s plays by educators also dates back to ancient times. Didactic-directed
role plays have a long tradition. In addition, with the concept of role in modern sociology, human
role behavior in society is tried to be explained with sociological role theory. This theory is based on
the early works of Jacob Levy Moreno and Ralph Linton and George Herbert Mead’s understanding
of symbolic interaction. These approaches range from Talcott Parsons, Ralf Dahrendorf to Jiirgen
Habermas and Lothar Krapmann. By socio-drama, Moreno meant dramatic-playful discussions with
different groups, meeting face to face and trying to explain them in play. Therefore, socio-drama is
a form of role plays. The collaboration of different social groups of members in each role-play is a
component of role plays. Role-play and role exercises are a role study and role change experience
according to Moreno. Within these plays, a group of players tries again selected roles under selected
conditions. Actors examine and review the pleasant and beneficial effects of their roles outside the
play field (Nickel & Stohr, 1974.p.1-2; Nickel, 1976a. P. 74; Nickel, 1983. p. 446).

Nickel (1974) calls role play a process. Role play is rehearsing in the play space. Role play
is interdependent play-like improvisations in which actors rarely meet between the roles they are
in at the same time (as actors with their fictional roles and as people in their real lives). This role
play also occurs spontaneously in children’s plays. As the child grows older, he can tackle different
roles, first alone and then with other players. Childish role play, which is played as an improvisation
relieves fears, and purifies problems. It is the most important childish learning tool and nutrition. But
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sometimes children start from what they see and experience in their environment in role plays, what
the toys offer, and from the demands of their playmates. The improvised role play is not well suited
to play in a volatile world, it does not lead to the search for unknown solutions. This is where the play
leader comes into play. Play suggestions may be for didactic purposes. It can be both in preparation
for a theatrical role to be performed on stage, in front of the audience, and for a social role in the
changing world of tomorrow. They should not be content with simply imitating what they see, they
should take responsibility in front of reality. They must bring bodily and spiritual enlightenment.
They must share the capabilities that are available for the present and future world (Nickel, 1972,
p.11). As a method of interaction pedagogy and theater pedagogy, it first sees role play, theater, and
role play as a hand tool. It wants to understand the important moves of reality with the help of this
hand tool and explain them with reality. For Nickel, the role play also has the purpose of improving
the society which exists as a citizen. It hopes that the work can bring improvements in sociopolitical
issues such as humanization, elimination of armament requirement, elimination of success fetishism,
the proliferation of free movement, and strengthening of self-management (Nickel & Stdhr, 1974,

p-17).
The Performing Play (Darstellendes Spiel)

While Koch and Streisand are dating back (2003) the performing play to the 1970s, Wolfgang
Nickel goes way back:

It was a concept that was used before 1933. It was used in schools like the concept of the
school play. These are both old and long-used concepts. In the 1920s and 30s, the performing
play practices that individual people said they did were also quite different. They had no
education on the subject. A liberation movement started at the beginning of the 20th century.
In 1960, the first traveling group arrived in Berlin Steglitz. They wanted to get away from the
big cities. It was a protest action. For this reason, it became the German Youth Movement. It
lasted until 1933. These young people also did theater. They played theater among themselves.
They also played role games. It was not for the public. They did it for themselves. But they
also performed small amateur plays. At that time, there was also the concept of animating
play among them. Many different methods are hidden under the concept of animating play.
One is the staging method, the other is the play method. We have already read and played
stories in the performing play. At this point, we talked about the improvisation play. The
concept of improvisational play (Stegreifspiel) was not a commonly used concept for role
play in the 1920s and 30s. Improvisation was also not used. Improvement is a newer concept.
Today improvisation is used more as a word. In the 20s and 30s, the word Stegreifspiel was
used. Some still use this word. It still has the same meaning. But these concepts are mixed.
They are intertwined with each other. What is meant to be used for what is not known. For
example, when one says Stegreifspiel, it is not clear what exactly is done. But when we
look at it, when it is examined, it can be said that yes it does, it can be tried. When one fully
explains its implementation, it is a little more understandable. But when you look at it, when
you say, | am doing a performing play, it doesn’t mean much. It is more specific to say, I am
doing theater. But some people say I do theater, and they don’t exhibit it, they say that they do
it for themselves. In that case, I’d say it was an improvisation play or a role play. So, people
have to say clearly that, under this concept, I understand this (taken from the interview held
on February 18, 2012).
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Today, the performing play is an important part of the school theater and has replaced
traditional theater in voluntary theater work societies in some states of Germany. The difference
between the free form and the performing play as an elective course in the theater groups is that it is
taught in the normal lesson plans of the school within a certain curriculum or framework plan, and
it is combined with classification and performance evaluation exams with school life. For primary
school, the curriculum or framework plan, which is valid for first grade I (grades 5-10) and second
grade II (grades 10-11-12-13), differs in points of aesthetic ability (field curriculum) and social and
personal abilities. The pedagogy of the performing play as a field is about the acquisition of these
talents through a holistic study in a theater project (Koch & Streisand, 2003. p. 67-69; Nickel, 1984,
p- 346).

There is a debate about theater as a form of art, but performing play is always simultaneously
afield of action and experience necessary for the application of social behaviors and the development
of a unique personality. In the performing play, the theater project is at the center of a group that is
directed by a director or theater teacher, with the aim of the show. The performing play includes gains
such as self-expression, development of perception skills and self-consciousness, group process and
collaboration. However, it brings them not through therapeutic processes, but through the aesthetic-
artistic order of a successful stage representation made to an inquisitive audience.

The performing play contributes to the change of the course and the school with many
different methods as it is project-oriented, application-oriented, product-oriented, body-oriented,
movement-oriented, and student-oriented. The use of plays and exercises for socially inclusive
purposes, such as improving class cohesion and group dynamics in a performing play, and with
preventive goals such as preventing violence, has been a current trend in recent years. Language
development and reading development are also integral and central issues of holistic-oriented theater
work. The performing play draws its artistic demand from interrelated disciplines such as pedagogical
play, psychodrama, school play or jeux dramatiques. The performing play has also nurtured concepts
such as theater in education and drama in education from countries such as Great Britain and the
Netherlands. Hamburg, Bayern, Berlin, and Bremen were the first states to adopt the performing play
in the early 1980s. In Bremen and Hamburg, for many years, the final exam can also be given with
a performing playground. These developments in the last 20 years have brought along performing
play in teacher education. In almost all states since the 1900s, there are advanced teacher education
courses offered in many different fields. Many theater teachers also participate in these educations
(Koch & Streisand, 2003, p. 67-69).

Play Pedagogy

Plays are based on the interaction and collaboration of processes governed by rules and
freedoms. Plays are dead when they are just rules, when every outcome is predictable, defined, and
determined. Every guess about flow is dead when not every assumption should come true, as it is
made up of only free processes and the flow is completely free. Play pedagogy can turn this into
an advantage, move towards a mixture of freedom and rule, open the way to freedom if rules put
too much pressure on the play, or protect the play with rules if too much freedom has made players
anxious. When the play becomes predictable and boring, new rules can be set, and when the game is
too challenging, the rules can be removed (Nickel & Salje, 1986, p.32).
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The history of play pedagogy includes the Weimar Republic, the baroque school theater,
and the ancient rhetorical tradition. In the historicity of the plays, biological-historical, social-
historical, and individual-historical aspects are distinguished. The play has been developed from
theater interaction pedagogy’s plays, children’s plays, theater actor education, playful inventions of
playgroups, conscious reduction of daily situations, literary (dramatic) texts, play pedagogy tradition
(Nickel, 19764, p.60-61).

For Hans-Wolfgang Nickel, play pedagogy is a moderated and accompanying play. The play
stone is the plays that we can live and try as a player and rule-maker, which formulate and change the
world (Dorger & Nickel, 2005, p. 35). It is a learning of communication, it is a conscious experience
of humanity (Nickel & Salje, 1986, p.30). They form a web of interconnected factors such as leader,
space, and time (Nickel, 1976¢). Nickel, has conveyed his views on the play pedagogy in his speech at
the first congress held in Turkey in 1985. For him, play pedagogy is learning through communication
and humanity. It is based on the flexibility of the rules. It is an expression of our taking responsibility
as humans for the effect of our actions. Play pedagogy uses the possibility of free rules in the play.
The play leader then acts as a proxy for the play group, then transfers it to the autonomous and self-
responsible play groups. Experiences are made possible within these changing rules. It is not specific,
there is always freedom in front of the rule that will bring about the denial or change of the rule.
There is an unconscious process in which the child discovers himself and then breaks it down. The
process makes the development of those who play consciously. And then it continues as a conscious
process. First the play leader, then the group takes the responsibility for the rules to be settled. They
need to know whether the proposed rules include destruction or not. The pedagogy of play should
avoid twice repetitive forcing, twice repetitive submission; the forcing of the play, and forcing within
the rule. The play can only develop in this way. Only then, when the rule is given inner freedom,
actions can be plays. The path of development also brings the freedom to make rules within the rules,
as in their own plays in the world. Finally, from the playground to the reality of life, it also brings
transfer to the real play with ourselves and with the world (Nickel & Krause, 1986).

Theater Pedagogy

Theater pedagogy is a discipline in which the fields of play, theater, and pedagogy coexist.
The play is more oriented towards the stage or role. School theater and amateur theater constitute the
first accelerations of theater pedagogy (Adigiizel, 2018, p.274).

In addition, theater pedagogy can provide training of professional theater people, directors,
stage and costume designers, and especially actors-artists, due to the close connection between
theater art (cited in San, 2006, p. 8).

Nickel (1971); while making the scientific justification of theater pedagogy, he lists the
branches of science with which it is related as follows: philosophy, mathematics, anthropology,
human biology, psychology, sociology, communication science, cybernetics, educational sciences,
media science, literature, language, art sciences, history, politology, and futurology. He also states
that it is not a right approach to expect a theater pedagogue to master all of these areas and that
Berlin University of the Arts (UdK) cannot provide an education that will provide this dominance,
but he adds that having at least a basic level of knowledge of them will make the work of the
theater pedagogue easier. Due to the fact that the field of study of the pedagogue is human, such a
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detailed infrastructure is needed, and people who specialize in different sub-fields should have more
knowledge in some of these sciences depending on their specialization.

Especially the disconnection and lack of communication between the theater and its audience,
which can be considered as important, brought educators and theater actors together and led to the
emergence of a profession such as theater pedagogue. Theater pedagogue is a profession, who has
artistic knowledge that arouses curiosity towards the theater, has a voice in the selection of the play to
be played, produces and implements projects for the arrival of new audiences to the theater, establishes
a connection with the theater management, actors and directors, establishes a connection between the
audience and them, organizes workshops on a particular theater play, who is also effective outside
of the theater, knows and applies actor employment methods and approaches conduct studies in
schools, social centers and in almost every field with the methods of the theater to ensure personality
development. The profession of theater pedagogy has come to an important place with the work of
the Theater Pedagogy Association (BuT) established in Germany in 1990 and the Berlin University
of the Arts Theater Pedagogy Institute (Adigiizel, 2018, p.275). Theater pedagogues try to ensure
that the play is better understood by the audience and that the play can be viewed with different eyes
through pre-play and post-play workshops that they plan and implement. In this way, the audience
can have an idea about the staging process and act. They can do these workshops in the theater
building or in the schools of the students who watch the theater play. Workshops can be organized for
children and young people, as well as for adults. However, in Turkey, such as the implementation of
creative drama, theater pedagogues implement theater pedagogy as a subject in schools. At the end
of the process, performance can be presented, but if the group needs not to perform but only to play
in the group, there is no obligation to turn it into a performance.

Nickel (2002); expresses that the discipline of theater pedagogy is structured in a way that is
reduced to other disciplines and limited by special skills. He states that the three factors which affect
each other, the play rule, the play leader and the play group, structure the play and theater pedagogy.

The main purpose of theater pedagogy is to develop the education of children, young people,
and adults in the cultural and intercultural education process by making use of the basic methods
and components of theater in a creative, communication, and aesthetic way (Adigiizel, 2018, p.275).
Gerd Koch says that Mario Portmann from the theater school does not educate theater pedagogy
through theater, but on the contrary, he wants to remove the obstacles and constraints that enter our
inventions and creativity (cited in Koch, 2008, p. 82).

Interaction Pedagogy

Interaction is an essential part of human coexistence. The concept of interaction is an
expression of the word “together” in the concept of human coexistence. Two people facing each
other do not interact, but person A affects person B, and person B affects person A. Interaction is the
adaptation of one person to another, following the activity of one of the other in mutually conditioned
behavior, but the activity of the latter also gains momentum from its activity. This stimulus-response
scheme, this reciprocal cohesion, is referred to as mutual conditioned behavioral interaction in which
the activity of one follows the activity of the other. For example, one of the two ballplayers yelling
“Come on, catch it” is a verbal stimulus. The other person, who raises his arms to hold the ball,
uses his hands and participates in this action with his expression on his face, will also concentrate
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his attention and use non-verbal stimuli. So, there are such verbal or bodily signs in an interaction.
These are mutually used, perceived, and interpreted. This is a very complex mechanism, but it is
undoubtedly a learned process (cited in San, 2006; Nickel, 1976a).

The main factors of using the play in education have been the resemblance of the basic
structures in life and plays, the similarity of the basic structures of the interaction in the play, and the
social reality (San, 20006).

Nickel (1972), interaction pedagogy interprets as playgroup pedagogy based on role theory
and theater practice. Both non-verbal and verbal interaction exercises related to group dynamics and
the basic interaction pedagogy experience depart from role play.

Interaction pedagogy aims at the ability to teach and learn human behavior, unlike humans.
It tries to offer help to the learner with their own means. However, one should be aware that very
little can be organized with books and readings in this area. Sharing a guide on behavioral patterns
is also not helpful at this point. Common determinations of behaviors in new situations should be
learned, interactions should be tested. These attempted, open, commonly validated behaviors allow
only automatic testing while learning with others. Such trial possibilities are also needed. In this
relationship, play always appears as more than the basic learning material of the social learner. It
allows the person, who interacts in real life with, his own action, the mistakes, and detour that cannot
be made because it can be offended or even get angry when you say “I just wanted to see what
happens when I behave out of the ordinary.”

Body exercises and body plays are included in interaction pedagogy. Because if the body is
not ready to make it, you cannot interact. No signal can be transmitted and received. Body exercises
can also be done without linguistic signals. But it is necessary to learn and develop the art of speaking.
Rhetoric exercises and plays are also important for interaction. Time and space are also among the
contents of the interaction. For the interaction to take place, people must have time and a suitable
environment. They know their surroundings well and know the play material well (Nickel, 1979, p.
15).

Mini-Monodrama

Mini-monodrama is small theater plays that can be played by professional theater actors or
theater pedagogues, in classrooms or for small groups, with little effort. They activate the audience
in any form and involve them in the play. It exhibits an intermediate form standing between school
and professional theater (Dorger, 1985, p. 7).

Monodrama plays an important role in how an animator (actor) conveys an entire play in
the form of a detailed monologue. It is not often featured in the theater in this state. However, it is
tried constantly. It was used as lyrical drama accompanied by instrumental music for a period in
the history of the theater. It took place in the form of heroic and emotional or lyrical monologues.
Rousseau applied this format in Pygmalion in 1792. Other known examples are Ariadne Naxos
(Ariadne auf Naxos) written by Brandes in 1778 and Proserpina were written by Goethe in 1778.
Afterward, monodrama is used in connection with the school play. It means that a play is played by a
narrator, in a classroom setting, for a class. Monodrama is also the way a theater is played. However,
it is a form that depends on multi-faceted group work, which includes conversation and discussion
among students, often played together by students. Monodrama is also what a teacher does every day
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(It is not meant that the work that the teacher does by talking to herself/himself ). It is meant only a
standing teacher who improvises the changing issues. Correct planning and correct experimentation
are important in monodrama. It is much richer in the use of theatrical facilities. It is a mixed form
between the performance of the lecture and the theater. It is a frontier situation of theater and a
different form of a lecture. A narrator doesn’t get boring. S/he can put himself in different roles. S/
he can include the soundtrack, tools, postures. S/he can make everything possible in the classroom
environment without different expenses (Nickel, 1979, p.7-8).

Minidrama is an improved form with several animators (actors). But again, it is based on
an audience group (a class or a young group). The possibilities have been enhanced. A stage created
with more people can be made realistic without technical assistance tools. Especially the active phase
can be made more intense. The class can be divided into different groups, and each group can work
with a narrator (Nickel, 1979, p. 7-8).

However, minidrama makes up monodrama. The spatial, décor setting, technical requirements
are poor, as can be found in any classroom setting. Besides, it is dramatically powerful and allows the
teacher to open up in the theater direction (Nickel, 1979, p. 7-8).

The mini-mono drama emerged in the field of the school play, as Hans-Wolfgang Nickel
formed the basic ideas of the Berlin Academy of Pedagogy. In the summer of 1977, trials for the
participation of the audience started during the theatrical performance process at the Institute of
Play and Theater Pedagogy. It has been experimentally developed, designed, tested, written, and
implemented over many semesters with a student group led by Hans-Wolfgang Nickel. A wide
variety of formats and programs were studied in the first four semesters. During the process, it was
presented in Recklinghausen, Korbach, Bad Segeberg, Bremerhaven, and it was made to be seen by
a wide public in Berlin. In January 1980, researcher children and youth theater named “Berlin Play
Workshop” was founded by Hans-Wolfgang Nickel, Dagmar Dorger, and Giinter Jannkowiak. In
addition to Germany, plays have been played frequently in Austria and Switzerland and the usefulness
of this theater-style has been tested (Nickel, 1979, p. 7-8; cited in Meyer, 2003, p. 207; Dorger, 1985,
p- 7). Wolfgang Nickel describes his early work and purpose on mini-monodrama as follows:

Mini-monodrama is somewhat like the first form of animation theater. When Dagmar Dorger
was a student at the Academy of Pedagogy, we tried small forms that can be used in pre-play
for children in the group. These works were a form of children’s theater and youth theater.
But it was also a form of improvised theater and was always open to the audience. It was
called: mini-monodrama. Students could either participate verbally or play together. The aim
was to encourage (animieren) them, to make them alive. For this, experiments were started
with the concept of animation theater (taken from the interview held on 18 February 2012).

The basic idea of the mini-monodrama is that the improvised group is played with a small
number of actors, according to the ideas and directions of the audience. According to Nickel, the
participation of the audience inevitably requires the actor to improvise (Nickel, 1993, cited in Meyer,
2003, p. 207). According to Dorger (1993), because spontaneity is an absolutely preserved basis
for achieving the experience of playing with a real audience. More advanced functions of playing
together can be developed on this basis.
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Animation Theater

A form called mini-monodrama, which is a pre-play form that Nickel and Dorger tried, was
tried in the Academy of Pedagogy. Children’s theater, youth theater, and the form, which is also a
form of improvised theater, were open to the audience. It can be said that the word animation, which
is derived from the verb animieren, which means encouragement and animation in German, is a form
of this form developed to further encourage the participation of the audience.

Déorger explains his approach to animation theater as follows. According to him, the
audience is in the theater and it is a constructive factor for the theater. This effective work of the
audience takes place in the cognitive field as well as in the emotional field. The animation theater
also wants physical participation, it wants the internal activation of the audience to be shared with
the outside. Communication structures in animation theater are more complex than in the theater.
Animation theater seeks to make the actions of the audience visible and audible and to contain them
pragmatically. The concept of animation theater means the participation of the audience rather than
watching (Dorger, 1993, p.34).

Hans-Wolfgang Nickel conducted an Animation Theater workshop with Dagmar Dorger in
the Theater Research Laboratory in Istanbul in 1993. A few days after this workshop, he emphasized
that the subject of Animation Theater is another area that attracts attention and is tried to be analyzed in
the panel held at the 5th International Creative Drama in Education Seminar in Ankara. He informed
that Dagmar Dorger’s doctoral thesis titled “Animation Theater, Its Communicative Structure and
Its Usability in Education” was completed at the Institute of Play and Theater Pedagogy at that time
(San, 2003).

Dagmar Dorger says that the theatrical results that the audience does not only watch but
also participate and act should be investigated. This action took place primarily in the children’s
and youth theater. It rarely takes place in adult theater, as in the examples of Boal and Péortner. This
process is called “joining the play”. The theater of participating in the play or participating in the
play has not been defined as a concept. So, it is ambiguous and apt to be misunderstood. Therefore,
different auxiliary configurations are used, concepts such as cooperative theater, thinking together
theater, singing together, theater, and decision making together theater are used. That’s why Dagmar
Dorger has adopted the concept of animation theater. Nickel says that the use of the word animation
in French, Austrian and Italian languages are settled for the purpose of a theater pedagogy where the
actors make a simple presentation in front of the audience. This concept allows the inclusion of the
necessary theatrical forms. These are theatrical forms in which the audience becomes active through
a show and use and stimulate a wide variety of forms of action, giving a firm meaning to the theater.
For example, there are forms of drama in education in England. These rarely include the concept of
playing theater together. However, its theatrical and pedagogical quality sets out this relationship
as an example. In summary, the concept of animation theater has developed the field. It is also a
supreme concept. It shows the smallest common denominator of the theatrical results examined. In
this way, it ensures more certainty and less misunderstanding. It replaces the necessary definitions
(Nickel, 1988, p. 3, 4).

A specific structure is determined with the rules in the application phase of the animation
theater. During the preparation of the rule sharing, frame-setting work is done by the theater people
when the audience is absent. It is determined by their intentions and wishes. The audience group is
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decided. Physical possibilities and communicative possibilities determine the framing process. Rule
sharing ends with the acceptance of public communication in each representation. There is a need for
intensification of communication. A particular climate development, determination of communication
styles, and intensities are important for the expected show of sharing from the audience. In other
words, the first stage is framing, while there is no audience, the second stage is the sharing of specific
rules when the audience is present, and the third stage is communication within shared rules, that is,
play/theater (Dorger, 1993, p.315-316).

In 2010, Nickel conducted a workshop titled “Words, Sentences, Stories, Stages - Narrative
and Animation Theater” within the scope of the 17th International Congress of Creative Drama in
Education. In this workshop, words and expressions were emphasized. He made a workshop on
creating and animating a story with the associations made by words. He mentioned the difference
between epic narration and dramatic narration. The person who creates the story plays herself/himself
when telling the story, and at the next stage, while the person who creates the story is telling, another
person or people from the group also plays it improvised or in a planned, role distribution, and
verbally animates. There are transitions between story and animation. Transfers different application
examples related to the narrative theater in the workshop. Expresses that the details of the story can
be obtained from the students. He also says that after the story begins, the students can be drawn
into the animation. It defines the form in which there is no narrator and a person in the role draws
students/viewers into the play/story as an animation theater (Kirkar & Yilmaz, 2015).

Narrative Theater

In the early years when theater pedagogy started to develop in Berlin, the narrative theater is
seen as a genre of improvisation. There was a formation called “Ensemble Fabula Drama”. But over
time, Kristin Wardetzky has worked extensively in this field. Today, advanced education on narrative
is given at the Berlin University of the Arts (Nickel; 2010, p. 225). Wolfgang Nickel describes his
perspective on narrative and early works as follows:

We also used the narrative during the development process, I think teachers should know
the narrative. The teacher should be able to make up a small story and play with it. With the
work of people such as Maren Schmidt and Susan Weisse, who were educated by Wardetzky,
the narrative became a new specialty, a new profession. Public lectures and events are also
organized. They study narrative in theaters or disadvantaged classrooms and can use narration
to calm children, for example (taken from the interview held on 18 February 2012).

Wolfgang Nickel states that forum theater and playback theater are also narrative forms, and
conveys his views and contacts about these genres as follows:

We didn’t use the playback theater. Playback came a little later. It is actually a very simple
application. I'm telling a little story, for example, come to class and say; “I met a dwarf.
He forgot his shoes. He asked the people around if they could find a shoe for him or give
him as a gift”. It can be played by saying “You are a dwarf, whom do you want to play,
okay let’s play. There is a narrative here, there’s playback, that’s a playing of the story. But
Jonathan Fox worked on a much broader framework. The group, who will play the story in
front of the public, did exercises together, did stage work in small groups. This was also a
small form of improvised play, it was mastered and thus evolved. According to my basic
belief; The groundwork for play styles is found in monkeys and mammals. All children bring
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this with themselves. It develops spontaneously. It is there anthropologically. This could be
improved by itself. It can develop up to a magnificent theater, to fine arts. But every child
draws a picture, draws something. This is also fine arts. This is also animation. So, we did
not use playback theater as a format but used it as the basic format. Forum theater is also
similar. Again, it is a specialization area, it is a form of expansion. You play a role, someone
else comes along and plays another role in the same situation. Another player is playing
with another strategy. We invited Augusto Boal for a vacation course very, very early times.
We had contact in very early times. But it was a bit expensive and flashy (taken from the
interview on 18 February 2012).

Nickel deals with narrative rather than the presentation technique of the narrative. According
to him; narratives are not just about what is narrated. The narrator and narration are a whole. Two
questions should be asked for each story. The answers to the questions of “What does the narration
say about the narrator?” and “What does the narrator say about the narrated?”” should be considered
(Nickel, 1986, p.12).

Result

Hans-Wolfgang Nickel is a German pedagogue who has created the field of Play and Theater
Pedagogy by combining the educational and theater infrastructures with concerns such as changing
the didactic education system and beautifying the world, which the teacher looks down on. In the
1960s, the area that Nickel used for teacher education at Berlin Academy of the Arts and later at
Berlin University of the Arts became widespread with the use of teachers with their students.

According to the findings obtained in the research, it was revealed that many plays and role
works used in creative drama workshops in Turkey were transferred by field experts after the first
contact with Nickel in 1985 and reached the participants. In his own expressions, it became evident
that he had been contacted many times with Turkey and that the accumulation created in Germany
since the 1960s was transferred to people working in the field of creative drama.

For Nickel, both the concepts of play and theater are structures that have rules but offer
freedom within these rules. For this reason, he brought these concepts together in the approach he
developed. Nickel establishes a close relationship with art through elements such as theater, music,
and dance, and expresses that it has a social function. He sees plays as an invention of children and
thinks that they need to help them to continue their plays. He argues that the play already exists in
the child, and it creates the lost one by adding art forms through the processes of play and theater
pedagogy. It is important for students to re-reach the existing reality throughout the play. Play
is a kind of learning by experience, a kind of social learning. Theater and play are a language of
communication. It describes these two concepts as a vital force that comes from the depth of the
child’s psyche. The common feature of play and theater is that they are structures that offer freedom
within the rules. Nickel, therefore brings these two areas together. However, the point where they
differ is that the teacher has an approach that regulates not directing everything like a director but
allowing the students to pursue their efforts and ensuring the sharing of freedoms. He determines the
framework of the workshop in its processes and does not design a workshop plan from start to finish.
He is concerned with where the students take the process. He helps students by taking a role when
necessary. According to him, the pedagogy of play and theater should give freedom to the player and
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help him to develop without pressure. It expects children to learn to think and feel, not to be perfect
actors. Play and theater pedagogy is a kind of school of life, the art of living.

Play and theater pedagogy is a field that Nickel developed with the desire to activate teachers
in the classroom. He thinks that an effective teacher will also activate the students. He states that
teachers should be good observers and teachers can learn from students. He states that teachers
should try to see the rational aspects of children’s actions instead of describing them as meaningless
and that children should help them to continue their actions in the points where they are blocked, in
the plays of their own creation. For Wolfgang Nickel, the play and theater pedagogue is someone
who offers freedom to students and ensures that this freedom is shared by all.

Although Nickel avoids using the word “method”, it can be said that this approach is both
a goal and a means for him. He does not use very sharp judgments in terms of applications and
definitions. He does not separate the basic concepts he uses with sharp lines. He prioritizes the
affective, cognitive, and psychomotor needs of the group he works with. For this, he listens and
observes the group he works for. He focuses on role plays and interaction plays in the processes
where he focuses on communication and interaction rather than the feeling of winning and losing.
He argues that plays have a very important place in play and theater pedagogy and should not be
excluded from the process.

Nickel uses the name of the school play when making the first studies on the field. As the
work becomes more comprehensive, the name evolves into the play, theater and interaction pedagogy
as the process continues with colleagues. After a while, the use of the concept of interaction is
abandoned because the name of the field is too long and the concept of interaction is a bit complex.
It has been referred to as play and theater pedagogy for many years, and this name has been used in
the literature. In the 2000s, the concept of play is also disappeared from the title and the field begins
to be referred to as theater pedagogy. The performing play, on the other hand, continues its existence
as a field where theater is performed in the processes.

Prof. Dr. Hans-Wolfgang Nickel has been very impressive in the development of creative
drama in Turkey. Since the 80s when the first studies on the field were carried out, communication
that has not broken off, especially inci San and. With Omer Adigiizel’s connections and efforts to
transfer knowledge, the German school has significantly fed the developing approach in Turkey.

Although the practices in Berlin are quite similar, today in Germany, it has been moved away
from the first starting point of Nickel. Nickel’s starting point show more similarity with the use of
creative drama in Turkey since the past. The purpose of Nickel in the establishment of the field as
a theater-loving teacher enables teachers to use play and role-playing in lessons by improving their
creativity and interaction skills. Today, the point, that is reached in Berlin, is closer to the point
where theater pedagogues work under the roof of the theater and prepare students to perform theater
with plays and role-plays. It can be said that it serves more theater. So much so that the name of
the department in Berlin University of the Arts has been updated as “Theater Pedagogy / Theater
Teaching”. Along with the fact that Nickel is not a center of the subject, it has the main purposes
such as improving the self-expression skills of the people in the field and using different arts such as
communication, interaction, empathy skills, individual and social awareness, literature, and music.
Creative drama is fairly common condition schools in Turkey as a discipline and as a method. In
addition, individuals who specialize in different fields such as creative dance, creative reading,
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creative writing, preschool drama, and narrative organize independent workshops. However, there
is no on-site theater pedagogue involved in theater or creative drama instructor in Turkey as in
Germany.

Wolfgang Nickel thinks that play and theater pedagogues should educate themselves in
many fields such as body, language, music, puppet, silent-non-verbal play (pantomime), sociology,
history, theater, psychology, visual arts. It states that even if not professionally, it is necessary to have
enough knowledge about these areas to do improvised work and to provide the necessary impulse for
students. Creative drama and play and theater pedagogy are similar in terms of their perspectives on
interdisciplinary studies.

Hans-Wolfgang Nickel sees his understanding of play and theater pedagogy, which he
developed under the influence of the traditional education he received in primary school and the
lack of communication in the world in his youth, as a field that will improve and beautify life. He
summarizes the function of play and theater for himself with these sentences:

If there is a student in front of you, he is the whole world. While you are standing with that
child, the world is still around you. You must be wandering around the world with the child. We
are talking about the inner world and the outer world ... You need all branches of science for this. It
wouldn’t be any other way. If you start working with children and give them the freedom to express
themselves, it means you have the whole world.
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