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ABSTRACT

Bertolt Brecht developed the theory of "Epic Theatre" in response to Aristotle's "Dramatic Theatre." Contrary to
catharsis and identification, Brecht advocated the concept of "alienation” (Verfremdungseffekt). Brecht profoundly
influenced both theater and cinema with a theatrical approach, which did not aim for catharsis. Directors have
utilized Brecht's aesthetic understanding to reflect the truth that what the audience is watching is a film, breaking
away from purification and identification. Many directors have been influenced by Brecht's aesthetic theory; and
one of them is Theodoros Angelopoulos. In his films, Angelopoulos combines Brecht's aesthetic theory concepts
with his own mise-en-scene. Like epic theaters, the audience undergoes alienation and the fact that what they are
watching is a film is emphasized. Using epic narrative techniques, Angelopoulos aims to instill a critical
perspective in the viewer. Long takes, monologues delivered directly to the camera, unsettling alienation effects,
the foregrounding of individuals, and addressing societal events in the background are all reflective of Brecht's
aesthetic influences in Angelopoulos' films. This study aims to define Bertolt Brecht's aesthetic theory and analyze
Theodoros Angelopoulos's film "O Thiasos" within the framework of the concepts present in Brecht's aesthetic
theory. The film “O Thiasos” was analyzed using document analysis, one of the qualitative research methods,
within the context of Brecht's aesthetic concepts.
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Introduction

Bertolt Brecht (1898-1956) is recognized as one of the most influential German playwrights of
the 20th century. Besides his contributions as a playwright, he was a prominent theater director
and theorist. As the founder and principal proponent of the "Epic Theatre" movement, Brecht
synthesized Aristotelian dramatic theater with aesthetic theory, significantly influencing the
evolution of theatrical discourse. His contributions extended beyond theater to cinema, where
he introduced novel narrative structures informed by his theoretical framework. Opposing the
traditional concepts of "catharsis" and ‘identification," Brecht formulated the notion of
"alienation" (Verfremdungseffekt), enriching it with elements, such as gestus, narrativity,
demonstrative acting, episodic structure, and parabolic storytelling.

Brecht critically engaged with the principles of dramatic theater, particularly the notions of
catharsis and identification, which he regarded as detrimental to audience agency. He opposed
the Aristotelian drama model as outlined in Poetics, contending that the emotional purification
and empathetic engagement fostered by traditional theater impeded critical spectatorship. In
response, he developed an aesthetic framework prioritizing perception, transformation, and

'This study has been prepared based on the master’s thesis titled "Theodoros Angelopoulos' Trilogies within the Framework of
Brecht Aesthetics" (master’s Thesis, Ordu University Institute of Social Sciences, Ordu, 2024).
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critical reflection over passive emotional immersion. Epic Theatre, in contrast to its dramatic
counterpart, repositioned the audience from a passive observer to an active participant,
compelling them to assess the narrative and its characters critically. Through the alienation
effect, Brecht sought to prevent the audience from becoming absorbed in the narrative, instead
encouraging a detached, analytical perspective reinforcing the constructed nature of the
performance.

Brecht's theoretical innovations shaped contemporary theater and exerted a lasting influence
on cinema. The principles of Epic Theatre found resonance in filmic narratives, particularly in
the works of Greek director Theo Angelopoulos. From his early films, Angelopoulos exhibited a
deep engagement with Brechtian aesthetics, incorporating its principles into his distinctive
cinematic language. This study explores the cinematic representation of Brecht's Epic Theatre,
examining how its aesthetic framework is transposed into the filmic medium. The Travelling
Players (O Thiassos) is selected as a case study, given its pronounced Brechtian influences
within this context. By analyzing Angelopoulos'’s film through the conceptual lens of Brechtian
theory, this study elucidates the extent to which Epic Theatre's principles are embedded within
cinematic discourse.

Method

This study aims to analyze Theo Angelopoulos’s 1975 film, The Travelling Players, through the
theoretical framework of Brechtian aesthetics, the document analysis methodone of the
qualitative research methodologies—was employed. Document analysis is a qualitative
research technique that allows for the systematic examination of written and visual materials,
such as books, interviews, photographs, journals, articles, videos, and scripts (Kiral, 2020, p. 173;
adapted from Wach, 2013). By utilizing existing literature and visual sources, this study sets out
to facilitate the analysis, interpretation, and examination of data. Within this framework,
Angelopoulos’s cinematic language, his use of epic narration, the reflections of Brechtian
influence in his films, and the core components of Brecht's aesthetic theory were examined
holistically.

Brechtian Aesthetics and Epic Theatre

Brecht developed his aesthetic theory from the early 1920s until his death. This theory, now known as
"Epic Theatre" or "Dialectical Theatre," was created by integrating Marxist and Leninist thought. Contrary
to the view that theater was merely bourgeois entertainment, Brecht introduced all elements of Marxism
into his theater through Epic Theatre, thus moving beyond conventional forms. Brecht brought realistic
and naturalistic perspectives into his works and developed the Epic Theatre movement in opposition to
the traditional dramatic theater that had existed for millennia.

The concept of Epic Theatre was shaped through Brecht's analysis of Marxist classical works and found
expression both in theory and in practice. The presence of dialectical elements at the core of his theater
makes it more appropriate to refer to Brecht's aesthetic theory as "dialectical theatre." However, Brecht's
theatrical form, in terms of the elements presented, embodied the characteristics of Epic Theatre rather
than dialectical theatre (Parkan, 2020, p. 33).

The term “epic” is derived from the German word for “narrative poetry.” This distinction between epic and
dramatic elements highlights the difference between theatrical works representing events and epic
literature narrating them. Brecht chose the term "epic" to reflect his approach to presenting events from
a broad perspective and with a critical viewpoint, as though telling the story from a third-person
perspective rather than constructing a dramatic plot (Sener, 2006, p. 267). According to Nutku (2015, p.
107), Brecht's use of the term 'epic is the presentation of events on stage without artificial barriers in the
narrative structure, space, time, or conflict, thereby enabling a systematic reflection of the events.

The formation of Epic Theatre was influenced by the principles of "realism," "expressionism," and "Chinese
theatre." Realism contributed both to the essence and form of Epic Theatre, while expressionism
influenced its style and narrative approach. Chinese theatre, in turn, influenced Epic Theatre through its
technical and aesthetic aspects. In Epic Theatre, the characters, scenery, and plot are depicted
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realistically. Expressionism steered the focus away from individualism to address social issues, while the
influence of Chinese theatre is evident in the emphasis on realism rather than illusion and the process of
alienation and critical engagement (Nutku, 2015, p. 110).

The starting point of Brecht's aesthetic theory was the traditional dramatic theater, which, for thousands
of years, had placed the audience in a passive position and failed to foster a critical perspective by the
end of the performance. In Aristotelian dramatic theory, the audience is encouraged to identify
emotionally with the plot and characters, thereby surrendering to the narrative (Karacabey, 2011, p. 176).
The key element that led Brecht to form his aesthetic theory was the concept of "catharsis." Brecht
regarded catharsis as a dangerous concept for the audience. In Aristotelian theater, the audience
experiences catharsis through the accumulation of emotions and experiences related to the characters
and their storylines, leading to an emotional release (Parkan, 2020, p. 34).

Aristotle’s dramatic theory is based on the audience's identification with the characters. The dramatic
structure aims to reveal the characters’ inner lives, allowing the audience to relate to their emotional
conflicts. This leads to the audience becoming emotionally attached to the characters and experiencing
a sense of illusion regarding the narrative. In this framework, the audience cannot develop a critical
perspective on the events and remains passive. The most apparent effect of Aristotle’s concept of
catharsis on the audience is that they empathize with the characters' misfortunes, leading them to feel
pity or fear, thus achieving catharsis through emotional exhaustion (Sener, 2006, p. 269). Brecht, however,
opposed this identification with characters and developed Epic Theatre to offer a new perspective. He
viewed the illusion created on stage as a reflection of life and as problematic for the audience. In contrast
to the individualistic nature of dramatic theatre, Brecht advocated for a reality-based, critical, and
dialectical approach to theatre.

The foundation of the Epic Theatre concept is an idea that the audience should make an evaluation and
pass judgment on the events depicted on stage. In his works, Brecht conceretely represented social
issues concretely and encouraged the audience to pass judgment on these issues (Oztiirk, 2007, p. 76).
In Epic Theatre, the audience is expected to actively engage with the narrative, think critically, and judge
the actions and characters. Through the process of alienation, the audience becomes aware that they are
witnessing a performance and is encouraged to engage in critical thinking, distancing themselves from
identification with the characters. In Epic Theatre, the goal is to prevent the audience's emotional
attachment to the story, thus allowing them to make an active contribution to the narrative.

In Aristotelian tragedy, characters experience personal tragedies that disrupt the established order. After
conflicts and chaos, they restore order, and the world moves toward peace. Aristotle’s view holds that
there is a final, harmonious resolution after tumultuous events. Brecht, in contrast, demonstrates that
there is no ultimate peace in theatre. His goal is to dismantle society’s stagnation and to mobilize it for
transformation, aiming to highlight contradictions and propose change through the presentation of reality
(Arici, 2006, p. 90).

According to Aristotle (1796/1987), epic is a broader narrative form than tragedy. It offers a wider
perspective, focusing on events rather than individual actions. In epic theatre, the subjects can be
extended indefinitely, whereas in tragedy, this is not possible. In tragedy, actors typically perform a single
event, while in epic theatre, multiple events can be represented, enriching the narrative. In epic theatre, the
audience is distanced and alienated from the subject, whereas in tragedy, the audience is drawn into the
narrative, and emotions are emphasized.

Aristotle highlights several key components in tragedy, including plot, spectacle, thought, dialogue,
character, and song, all of which play significant roles in the organization of the events. Aristotle
emphasizes that these elements should focus on human life experiences, peace, happiness, and sorrow.
In dramatic theatre, characters undergo specific conflicts, and the audience identifies with them, thus
experiencing catharsis. However, in this dramatic structure, the audience cannot develop a critical
perspective or objectively evaluate the events. Brecht, in developing his Epic Theatre theory, was
particularly concerned with the negative effects of identification and catharsis on the audience, drawing
inspiration from Aristotle’s works on tragedy. In Epic Theatre, the audience is encouraged to observe and
critically evaluate the performance, making their own judgments (Parkan, 2020, cited in Salman, 2022, p.
576).

Brecht (1967/2011) argued that theatre should not represent or imitate life through a realistic approach.
Instead, he believed that theatre should reveal the truth behind appearances. Brecht aimed to place the
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audience in the role of an observer, expecting them to make judgments after each scene.
Throughconcepts like historicization and alienation, he aimed to cultivate a critical stance among the
audience.

According to Oztlrk (2007, p. 74), Brecht's Epic Theatre revolves around themes, such as war, historical
events, contemporary issues, and human social actions. The concept of alienation is a central element in
Epic Theatre. Alienation is achieved through various elements, such as direction, music, set design, and
acting. The alienation effect prevents the audience from identifying with the narrative, prompting them to
critically engage with it. Brecht's goal is to direct the audience’s attention to the reality represented on
stage, encouraging them to reflect, evaluate, and understand that the narrative is merely a performance.
Therefore, Brecht's theatre aims to educate and encourage critical thinking, rather than creating emotional
attachment or promoting a single viewpoint.

In contrast to the bourgeois thought that centers on the individual, Epic Theatre addresses social
problems and seeks to provide solutions within contemporary conditions. It proposes a scientific
examination of historical development, focusing on the social and political dimensions of the world. Epic
Theatre presents a complex world view, aiming to provide a critical, educational, and instructive
experience for the audience. Brecht compares the essential elements of dramatic theatre and Epic
Theatre in Table 1 (Brecht, 1967/2011, p. 42).

Table 1 Comparison of Dramatic Theatre and Epic Theatre

At the Dramatic Theatre At the Epic Theatre

[t is worked with actions.

Narrative is resorted to.

The audience is immersed in the action on
stage.

The audience is kept as an observer.

The activity of the audience is spent and
consumed.

The audience is put into an active state.

Several senses are awakened in the audience.

The audience is made to make some judgments.

The audience is presented with a life.

A worldview is communicated to the audience.

The audience is immersed in the event.

The audience is held in front of the event.

Work is done by suggestion.

We work with evidence.

The emotions of the audience are retained as
they are.

By taking their emotions forward, the audience is provided
with access to some information.

The audience is in the middle of the event on the
stage, in an identification with the event.

The audience is in a position to examine the event in front of
the event on the stage.

The assumption that man is a known creature is
adopted.

Man is made the subject of scrutiny.

Man never changes.

Human being changes and is changed.

The audience's attention is focused on the end
of the play.

The audience's attention is drawn to the march of the play.

Each scene exists for the other.

Every scene is there for itself.

Events unfold in a straight line.

Olaylar egriler gizer.

Thought governs existence.

Social existence governs thought.

Emotion dominates.

Reason prevails.

The course of events involves an evolutionary
imperative.

Events must be bounced.

Man has a static quality.

[tis given in the process of human formation.

When examining Brecht's comparison in Table 1, the dramatic theatre, which emphasizes
emotion, draws its audience's attention to the final segment. The scenes are interconnected,
and the plot progresses in a linear fashion, with peaks resembling the classical narrative of
cinema. In this respect, the audience can identify with the events and characters. In dramatic
theatre, the audience undergoes catharsis, purging themselves emotionally, yet no change
occurs in their everyday lives. In contrast, in Epic Theatre, the audience focus on the progression
of the scenes. Each scene maintains its own integrity. The removal or addition of scenes does
not affect the overall story. The events are constructed with a jump-cut approach, both in terms
of space and time. The plot moves along slanted lines towards the climax. In this context, the
elements of Epic Theatre estrange the audience. Through the alienation effect, the audience is
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drawn into a critical evaluative process, without getting emotionally caught up in the narrative.
Throughout the play, the audience develops, moving from a passive position to one where they
actively assess, criticize, and question the events. In contrast to dramatic theatre, the audience
in Epic Theatre adopts different perspectives and becomes active participants.

In "Brecht's Aesthetic and Cinema" (Parkan, 2020, p. 35), Mutlu Parkan states that the foundation
of Brecht's aesthetic theory lies in "naivety," and at its core is the concept of "alienation.” She
also mentions that while these elements are not categorized the same way, they form a
dialectical unity in the theory. The eight fundamental concepts she identifies are "naivety," "fable
study,” "episodic narration,” "gestus," "alienation,” "historicization," "narrative structure,”" and
‘representational acting.”

non nwon nwon non

1) Naivete: This concept forms the foundation of Brecht's aesthetic theory and emphasizes the
truth behind what is visible.

Newton observed the falling of the apple as a "foreign" event and asked himself the
guestions, "Why does it fall?" and "How does it fall?" The seemingly self-evident phenomenon
of the apple falling to the ground revealed that it was merely one aspect of the truth, or rather,
its visible aspect. This attitude, which Brecht placed at the core of his aesthetic theory, is
akin to what could be called Newton’s “scientific naivete” (Parkan, 2020).

2) Fable Work: This is the first stage in the process of bringing a work from its written text to the
stage. Brecht characterized this process as 'fable work," in contrast to the "interpretation” in
bourgeois theater. Fable work involves the societal examination of the events to be depicted in
theater.

3) Episodic Narrative: Rooted in the epic concept that underpins Brecht's aesthetic theory,
episodic narrative stands in contrast to dramatic narration. As illustrated in Table 1, dramatic
narrative follows a linear trajectory where events unfold, develop, and culminate at a climax,
leading the audience to experience catharsis. In contrast, episodic narrative presents events to
the audience through non-linear developments, prompting the audience to engage with the
characters and take action. Unlike the identification-based dramatic narrative, identification
within the episodic narrative is purposefully controlled (Parkan, 2020, p. 40).

4) Gestus: According to Oztiirk (2007), gestus can be defined as the reflection of a naive attitude
at the level of performance. In his aesthetic theory, Brecht emphasizes that the element that
conveys the social meaning of the event to be presented is not verbal but a social form of
expression, namely behavior. Gestus refers to the concept that reveals the hidden meaning
behind verbal gestures and facial expressions. Epic Theater is based on the understanding of
theater grounded in gestus.

5) Narrative Structure: Brecht's concept of narrative structure prioritizes narration over
description, though it does not entirely dismiss the latter. Through the lens of narrative structure,
the ideologies held by the audience are brought into conflict with the lived realities portrayed on
stage, facilitated by descriptive elements. This conflict serves to elevate the audience’s level of
understanding. As a result, viewers are prompted to critically reassess the ideological narratives
they hold, ultimately achieving a more realistic coherence. In response to this type of narration,
the audience is encouraged to engage with the characters and actions more reflectively and
realistically, shifting toward authentic emotions and responses.

6) Demonstrative Acting: With this concept, the audience is prevented from identifying with the
characters. Through demonstrative acting, the audience is removed from a state of hypnosis
while the actor undergoes a transformation, freeing them from the responsibility of becoming
the character they are portraying.

7) Historization: This refers to the process of taking something contemporary and considering
it a product of a specific historical moment, removing it from its current context. By offering the
audience a perspective beyond the present, which is often confined and passive, it encourages
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them to understand that societal events do not represent an absolute truth and that these can
be critiqued. Historization is also an integral part of the concept of Alienation (Parkan, 2020).

8) Alienation: This is the foundational concept in Brecht's aesthetic theory. The notion of
alienation is positioned as the antithesis of identification. Rather than advocating for the
concept of catharsis, as seen in dramatic narration, Brecht introduced the concept of alienation.
Indeed, the core objective of Epic Theatre is rooted in this idea. The goal of alienation is to make
the audience aware that the performance on stage is not reality but merely a play and a narrative.
Alienation takes form through the alienation effect employed within the play. This effect is
realized through various theatrical elements, such as acting, gestus, set design, lighting,
makeup, character development, plot structure, external voices, and music. The alienation effect
is applied with the intention of preventing the audience from becoming fully immersed in the
narrative. Within this framework, the audience, through the alienation effect, is encouraged to
establish a critical cause-and-effect relationship in response to human behavior and the
dynamics of historical and social situations.

The concept of Epic Theatre and the alienation effect has influenced not only theatre but also
cinema. Brecht's aesthetic approach has played a significant role in the development of film
theory. The concepts of naive attitude, episodic narration, historicization, alienation, and gestus
in Brecht's aesthetic theory have been instrumental in encouraging the audience to take an
active role and adopt a critical stance. From this perspective, Brecht's ideas have provided an
option for filmmakers seeking new approaches in cinema (Monaco, 1977/2001, p. 56). Brecht's
cinematic vision was to present societal issues and historical processes in the most realistic
and profound way, thereby creating a political meaning (Pop-Curseu, 2022). From the early
1920s, the concept of Epic Theatre became Brecht's central cause. Directors who sought new
narrative forms after Brecht were influenced by his aesthetic theory and adopted a new form of
expression. Innovations in theatre, such as the narrative form, the activation of the audience,
and the substitution of catharsis with alienation, became applicable in cinema as well (Oztiirk,
2020, p. 107).

Brecht, with his aesthetic theory, influenced both theatre and later cinema. Those who followed
him continued this aesthetic approach. By replacing the illusionist stance created on the
audience with alienation, Brecht introduced a new perspective on narration. Instead of reflecting
the beautiful, his aesthetic aimed to reach beauty itself. By employing gestus, the alienation
effect, music, and historicization, Brecht prevented the audience from becoming enchanted
while watching the play or film, continually disturbing them to prevent enchantment. Brecht
sought an aesthetic theory that aimed to see, change, and transform reality rather than
individual aesthetics, applying this theory both in theatre and cinema. Directors who have
conveyed Brecht's aesthetic in their films are referred to as ‘Brechtian Directors.” Filmmakers,
such as Luis Bunuel, Pier Paolo Pasolini, Daniele Huillet, Michael Haneke, Rainer Werner
Fassbinder, Lars Von Trier, Todd Solondz, Jean-Luc Godard, Lindsay Anderson, Peter
Greenaway, and Theo Angelopoulos, have been influenced by Brecht's aesthetics.

Brecht Influence in Angelopoulos Cinema

Theodoros Angelopoulos is known as a Brechtian director. His cinema directs cinematic reality
through time and space and effectively reflects individual and societal issues, as well as
historical and contemporary contexts, like Brecht. Angelopoulos has a distinctive mise-en-scene
and is also recognized as an auteur director. His films frequently incorporate concepts, such as
episodic narration, naive approach, historicization, gestures, demonstrative acting, narrative
structure, and alienation. The events in his films exhibit a discontinuous structure, as seen in
Epic Theatre. Like Brecht, Angelopoulos often urges his audience to think critically, prompting
them to question and assess the events even during the interstitial moments (Parkan, 2020,
p.70). Many filmmakers exhibit traces of Brecht's aesthetic practices in their films. However, for
a director to be labeled as a Brechtian, it is not sufficient to simply reject identification and use
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the alienation effect. All elements constituting Brecht's aesthetic theory must progress within a
dialectical narrative framework, pushing the audience towards critical action in their critique of
both the individual and society. Among the directors reflecting Brecht's aesthetics in world
cinema, Jean-Luc Godard is the foremost, followed by the Greek director Theo Angelopoulos.
Both directors have effectively utilized Brecht's aesthetic theory in their cinema.

Angelopoulos is one of the pioneering directors of Greek cinema. The subjects in his films
typically address political discussions arising from the aftermath of World War Il and the Civil
War, coups, regimes of oppression, migration, refugees, economic crises, roads, hunger, and
similar themes. He frequently reflects on Greece's societal issues in his films. Angelopoulos
creates a distinctive mise-en-scene in his films by employing long takes, camera techniques,
monologues delivered while looking directly into the camera, metaphoric expressions using
mist, poetic narratives, and scenic compositions.

Angelopoulos placed greater importance on the mode of narration rather than content in his
cinema. In contrast to traditional cinematic narration, he provides his audience with a critical
perspective through episodic storytelling. His aim was to move the audience from the passive
role of traditional cinema to one where they could make critical judgments regarding characters
and events. By actively utilizing historicization and alienation, he addresses both individual and
societal issues. Through the alienation effect, he presents the truth of the past to his audience.
Angelopoulos’s narrative style is also influenced by Brecht's dialectical theatre and Epic Theatre
approach. In an interview with Dan Fainaru, he discusses the impact of this period as follows:

"At that time, the '‘Brechtian approach' was everyone's point of reference. Political cinema
was just emerging, and Brecht not only taught us how to make political films, but also how
to make them politically. That is, to go beyond the militant pamphlet. To express our ideas
while always keeping them within a perspective, never forgetting to view them with a critical
outlook" (Fainaru, 2006, p. 154).

Theodoros Angelopoulos divides his cinematic work into two phases: the first phase, influenced
by Marx, Godard, Freud, and Brecht, focuses on social and political issues with an approach that
contrasts with personal identification; the second phase centers on the individual and existential
problems. In his early works, Angelopoulos employs an epic approach to filmmaking. Although
in his later works he distances himself from epic narration, he still tackles the issues of the
individual and society through an epic lens (Genco, 2007).

Angelopoulos has four trilogies: The Trilogy of History, The Trilogy of Silence, The Trilogy of
Borders, and The Trilogy of Modern Greece. He divides his trilogy of films into three stages. In the
first stage, influenced by Brecht, his films engage with the social issues, politics, and turmoil of
the time using political and epic narrative styles. In this phase, he presents social events to the
audience through the concepts of alienation and historical contextualization. In the second
phase, he shifts towards depicting social problems more through the internal worlds of the
characters while still presenting social events in the background, always with historical
contextualization. In this stage, he emphasizes the characters, while the social events in the
background continue to shape the narrative. Angelopoulos allows the audience to reflect and
question the events through the gaps in each scene. In the third phase, he returns to the social
events and historical processes from the first phase, reflecting them in a similar way, integrating
both individual and societal perspectives (Parkan, 2020).

According to Bordwell (2000, p. 29), Angelopoulos is regarded as a director who expands,
changes and transforms the boundaries of cinema. With his unique mise-en-scéne and distinct
cinematic language, Angelopoulos is one of the most effective directors in reflecting Brecht's
aesthetic theory in his films. Through deep perspective shots, formal elements, and painterly
compositions, he successfully conveys the truth behind appearances to the audience. Horton
(2016) also notes that Angelopoulos maintains continuity between his films using formal
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elements like long takes, empty frames, glances, and camera techniques, thus creating his own
cinematic language.

Angelopoulos often addresses modern Greek history in his films. By exploring the marks left on
individuals and society by recent history, he conducts a memory study and uses alienation to
convey lessons that can be drawn from the past. In Angelopoulos' cinema, there is a recurring
sensation that the camera always shoots on the same scale. His cinema language deviates
from the conventions familiar to traditional cinema audiences. Viewers are repeatedly unsettled
by his camera use, long takes, gestures, demonstrative acting, and alienation techniques in
every scene. He reflects modern Greek history, inspired by the events in his own past (Ozturk,
2007, p. 201).

In his early works, Angelopoulos establishes a distance between the viewer and the film through
his camera techniques. He does not employ conventional narrative structures but instead
generates cinematic time in a way that keeps the audience both included and distanced from
the story, enabling them to adopt a critical perspective (Tukelay, 2010, p. 147). This cinematic
storytelling method reflects Angelopoulos’ commitment to engaging the audience in a reflective
and critical relationship with the unfolding narrative, consistent with Brecht's theatrical
influence.

Angelopoulos focuses on the journeys and emotional and intellectual transformations of
characters, often within the context of migration. In his films, like in Epic Theatre, the characters
do not engage in self-reflection; instead, they are an integral part of the narrative structure. The
characters are shaped by events as they unfold (Gizel, 2016, p. 48). By leaving gaps in the
narrative, similar to the epic storytelling tradition, Angelopoulos offers the audience the
opportunity to reflect, evaluate, and form judgments. These gaps are often supported by the use
of music. Unlike traditional cinema, which uses different camera angles for each scene,
Angelopoulos shoots his scenes from a single angle, creating a sense of continuity in his films.
His films explore ongoing themes, such as borders, migration, societal issues, journeys,
refugees, and the pain and sorrow of a country that has been defeated and plagued by internal
conflict. These themes are consistently addressed both individually and collectively.

In his films, Angelopoulos employs a storytelling method reminiscent of Epic Theatre, where
events are portrayed as curves. Temporal and spatial flashbacks and jumps are frequently used,
giving the films a sense of progression that feels intertwined, with no definitive end. Through
temporal and spatial jumps, the audience is allowed to interpret reality. These jumps are
supported by dialogues and shots, offering the viewer a broader perspective. The events
depicted in these alienating shots, especially in scenes involving journeys into the past, reflect
the characters' present-day reality. Angelopoulos creates a distinctive signature using framing
techniques and a camera that captures the characters like a tool, crafting perspective-driven
scenes through long takes.

Angelopoulos’ first trilogy, the "History Trilogy," examines the 40 years of political turmoil in
Greece from 1936 to 1976. Through films, such as 36 Days (1972), The Company (1975), and
The Hunters (1977), he addresses societal issues in Greece's history, including the Civil War,
World War I, regime changes, the Colonels' Junta, and the dictatorship of Metaxas. The
common theme across these films is societal decay and crisis, depicted through epic and
political storytelling. In these films, Angelopoulos is heavily influenced by Brecht's aesthetic
theory, utilizing all the elements of Brechtian aesthetics effectively in his films.

Brecht's Reflections in the Company (1975)

The Company (Kumpanya), the second film in Angelopoulos' History Trilogy, serves as a
continuation of the narrative explored in 36 Days. The film is deeply influenced by Brecht's
aesthetic theory and incorporates many of its elements. It tells the story of a group of traveling
theater actors from 1939 to 1952, whose performance of the play The Shepherdess Golfo is
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constantly interrupted by various real-life events. The actors attempt to stage the play across
different regions of Greece, but they face constant obstacles: their performances are sometimes
cut short by gunshots, sometimes by murders, and at other times by arrests.

As the actors struggle to continue their performance, Angelopoulos uses their experiences to
reflect broader societal issues in Greece. The film mirrors the turbulence of the era through the
actors' journey and the struggles they face in their attempts to create art in an oppressive and
volatile context. The narrative is characterized by an epic storytelling style, featuring temporal
and spatial jumps and flashback. The actors' direct addresses to the camera, through
monologues, add another layer of Brechtian alienation, encouraging the audience to critically
reflect on the events unfolding in the story. This method of breaking the "fourth wall" enhances
the sense of estrangement and invites the viewer to engage with the film's political and social
themes more directly and critically (Fainaru, 2006, p. 19).
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Image 1 Company (1975) Movie Poster, www.imdb.com

In the opening sequence of the film, a theatrical scene unfolds. An announcer, holding an
accordion, steps to the center of the stage and announces the commencement of a play titled
The Shepherdess Golfo. The announcer’s direct address to the camera highlights to the audience
that they are spectators of a theatrical performance. However, before the play begins, the film
transitions to a different time and space with a wide shot. From its very first scene, the film
establishes that its narrative style will be shaped within the framework of Brechtian aesthetics.
The announcer's direct address to the camera, along with the jump-cut structure between
scenes, alienates the viewer, signalling that an epic narrative style will persist throughout the
film.

Image 2: The scene where the actors come to town (Company Film, 1975)
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In the scene where a temporal and spatial jump occurs, the Kumpanya actors are seen in front
of a theater building in the town of Aegion, and the year is 1952 walking towards the camera,
making eye contact with it. As shown in Visual 2, a narrator explains to the audience why and
how the actors have arrived in Aegion. This narrator is one of the characters in the film. The
narrator's recounting of events mirrors the style of Brecht's Epic Theater, where the narrative
developments are communicated and commented upon. This narration reflects the presence
of the narrative structure concept in Brecht's aesthetic theory. According to Oztiirk (2007, p.
146), Brecht's Epic Theater features two types of narrators: an external observer who evaluates
events from a third-person perspective, while the other narrator can be one of the actors in the
play. In this case, the characters within the play look directly at the audience and inform them
about the progression of the story.

_komunist asilere karsi zafer kazandiran
Kisiye oy vermis olacaksiniz.

Bu yuzden oylaﬁnlz Papagos i¢in olmall.

Image 3 The scene where the propaganda was made (Company Film, 1975)

In the next scene, the Kumpanya actors are seen walking through the streets of Aegion on their
way to their hotel. In the background, a loudspeaker broadcasts propaganda from the fascist
leader, Papagos. As shown in Visual 3, his propaganda is also visible on posters on the walls
and the ground. In a long shot with a wide angle, the actors move toward the town square, but
the scene cuts and makes another temporal and spatial leap. The actors are now shown in 1939,
the year of the German occupation. In this scene, the sound of a car passing by on the street
carries the propaganda of the dictator Metaksas. This transition between temporal and spatial
jumps also shows changes in the actors. As the film progresses with its epic narrative, the lack
of temporal continuity and the maintenance of each scene’s integrity reflect Brecht's aesthetic
practices. There are jumps between the years 1939 and 1952 throughout the film. The historical
processes the Kumpanya actors witness do not progress along a chronological timeline. The
characters move between the past and the present. Through the Kumpanya film, Angelopoulos
conveys significant events in recent Greek history that shaped the country. While one scene
depicts the period of 1952, when the Greek Civil War ended, another shows the 1939 German
occupation.

In these leap sequences, Angelopoulos uses the concepts of historicization and alienation from
Brecht's aesthetic theory. According to Brecht (1967), the use of the historicization effect in
aesthetic practices aims to create a critical perspective rather than a political impact on the
narrative. Through the historicization effect, Brecht attempts to instill a critical consciousness
in the audience. In the same way, Angelopoulos reflects political events of historical significance
to his audience through epic narrative techniques, utilizing temporal and spatial leaps. In this
process, the audience becomes alienated from the film, enabling them to evaluate and question
the events.
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Gun neden bu kadar aydinlik?

Image 4 The restaurant scene where the propaganda was made (Company Film, 1975)

In the following scenes of the film, the actors are seen eating at a restaurant in the town. While
they are eating, the sounds of a march by Metaksas’ supporters can be heard from outside, and
Metaksas' propaganda is being broadcast. Aegisthos whistles along with the march. This
causes discomfort in Pylades, who is bothered by Aegisthos’ response. Aegisthos approaches
Pylades and mocks his political views. In retaliation, Pylades begins to sing a counter-march.
Infuriated by this, Aegisthos climbs onto a chair and gives the Hitler salute while singing louder,
in line with the march of Metaksas' supporters.

This scene exemplifies the concept of gestus, one of the fundamental elements of Epic Theatre,
which always emphasizes the ideological aspect of the narrative. For the ideological stance to
have a stronger impact, it requires the presence of an opposing viewpoint. The emergence of
contrasting viewpoints is often reflected in gestus. According to Ding (2021, p. 662), in Epic
Theatre, gestus is shaped by both gesture and music. In gestus, there are contradictions and
oppositions, which serve the purpose of alienating the audience. The music used in these
scenes is referred to as gestus music, related to the ideological nature of Epic Theatre. In Epic
Theatre, the actors' role is not only to express emotions but also to reflect the characters'
tendencies. The ideological clash between Aegisthos and Pylades is portrayed through their
counter-marching in this scene. The marches act as a supporting element of this ideological
discord. The gestus created in this scene accentuates the alienation effect. The ideological
divide between the characters evokes the alienation effect in the viewer. Angelopoulos
addresses the political turbulence and divisions of the era through the characters of Aegisthos
and Pylades.

In another scene, the actors are seen rehearsing the play Golfo in the garden of the hotel where
they are staying. The camera remains static and wide in the shot. In this sequence, the audience
is in a position to sympathize with the characters. However, while the actors are rehearsing, the
camera performs a pan movement, interrupting the audience’s potential for emotional
identification with the characters. After the pan, the characters continue speaking while looking
directly into the camera. In this sequence, the presence of gestus acting and the alienation effect
is evident. The performance is characterized by a detachment both from the audience and from
the role being performed. Although the audience is given the opportunity to form a connection
with the characters, this emotional identification is obstructed by the alienation effect.
Angelopoulos prevents the audience from forming a deep identification with the events and
characters on stage, thus encouraging a more critical perspective.

The actors begin to perform the play Golfo for the first time in a town, in the garden of the hotel
where they are staying. The play begins with the continuation of a line from their rehearsal in the
garden. While performing their play, police officers suddenly enter the scene, disrupting the
performance, and the officers take Pylades away. This scene also reflects the influence of the
concept of alienation. As the audience starts to emotionally identify with the characters, the
disruption of the play leads to a sense of alienation from both the characters and the unfolding
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event. When Pylades is taken away by the police, the theater audience believes it to be part of
the play, while the film audience is reminded of the reality that what they are watching is indeed
a play/film. By alienating the audience from the film they are watching, the expectation is set
that the audience should take an active, critical stance towards the event that is taking place.
As seen in Figure 5, the characters speak directly to the camera. These three narrators are the
actors of the film.

Agustos 1922'ydi

Image 5 Monologues made while looking at the camera (Company Film, 1975)

In their monologues, the characters address historical events they have witnessed firsthand.
The characters speak directly to the camera, i.e,, to the audience. The purpose here is to show
the audience that the narrative they are watching is not just a film but also a reflection of
historical events from the past. Using three narrators in the film, Angelopoulos reflects on the
social issues Greece has faced throughout its historical processes. The character Agamemnon
in the first visual speaks about the problems Greece faced in 1922, known as the Asia Minor
Catastrophe, and the migration journey from Turkey to Greece. Pylades, the character in the
second visual, talks about the arrests and tortures carried out by soldiers during the Greek Civil
War. Elektra, the character in the third visual, discusses the political turmoil and social collapse
in the country after the German occupation. Angelopoulos allows the audience to see the truth
behind what is visible by addressing historical events in the background through the individual
issues of these three characters. The fact that the characters speak while facing the camera
also supports the alienation effect.

The film is carried out with a naive approach, which is one of the key elements of Brecht's
aesthetics. The goal is to search for the truth in the whole context of the events in the story.
According to Nutku (2015), Brecht's concept of naiveté is pursuing the truth behind
appearances. Indeed, in Kumpanya, Angelopoulos shows the audience that there is an
underlying truth, observable beneath the surface. Historical events are conveyed to the viewer
straightforwardly, and the journey in search of reality is depicted. In the later sequences of the
film, the actors again come to a town to perform the Golfo play. Their performance is once again
interrupted by the chaos of the civil war outside the theater building. The interruption of the play
once again disturbs the audience. Through the actors’ failure to perform Golfo, Angelopoulos
reflects Greek history. The interrupted play becomes a metaphor for a country grappling with
internal turmoil after wars. As in Brecht's Epic Theatre, the most effective way to tell the
problems faced by society is not through fiction but by showing the truth. In aesthetic theory, it
is important to depict historical events not through imitation or reenactment but in a form that
reflects reality. Similarly, Angelopoulos presents social problems to the audience through
elements of reality.

The audience witnesses historical events through flashbacks and time jumps throughout the
film. The characters are captured by German soldiers, taken prisoner by British forces, tortured,
and subjected to propaganda. Due to the events they experience, they are unable to perform
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Golfo throughout the film. The characters, through jumps between war and political debates,
return to the beginning in the final sequence of the film. The last scene of the film is, in fact, the
first scene of the film. The film progresses cyclically. With an epic narrative style, the film has
no clear beginning or end. Through this episodic narrative conveyed in the film, reality is
reflected, and the emphasis is placed on the idea that this reality will not end.

Result

In his films, Angelopoulos focuses primarily focuses on Brecht's concepts of alienation and
historicization, where characters are often at the forefront of the events, with ongoing social
issues forming the background. Kumpanya is one of Angelopoulos's films where Brecht's
influence is most evident. In Kumpanya, as in other films, the characters are influenced by
historical processes. Through the technique of historicization, the film encourages the
questioning of the truth behind what is visible. By addressing historical events within the
narrative, the film conveys societal attitudes toward these events to the audience. Social issues
in Greek history are explored alongside individual concerns.

In Kumpanya, Angelopoulos challenges traditional cinematic concepts, such as catharsis and
identification. The audience is often disturbed by the concept of alienation throughout the film.
With its naive approach, episodic narrative, and allegorical work, the film is shaped by concepts,
such as gestus, representational acting, narrative structure, historicization, and alienation,
reflecting the impact of Brecht's aesthetic theory. Each scene in the film exists for itself; the plot
does not progress in a linear fashion but moves in curves, employing flashbacks and
flashforwards to historicize and offer a broad perspective to the audience. Through long takes,
music usage, addressing ideological and historical events, and a direct approach to conveying
the realities of the era, the film clearly exhibits Brecht's influences.

The sequences where Brecht's influence is most intense are those involving temporal and
spatial shifts, monologues delivered directly to the camera, alienation effects that prevent
identification by disturbing the audience, and moments where the actors inform the audience
about the events. In this alienation, the audience, the characters, and elements supporting the
narrative are made to feel estranged from each other. These elements align with Brecht's
concept of Epic Theater. As the characters provide perspectives on their personal issues, they
also shed light on the social problems of their era. At each turn, the audience is reminded that
what they are watching is a film, thereby guiding them to explore the hidden social events behind
the individual problems experienced by the characters. In the spirit of epic narration, the film
allows the audience to critically evaluate, question, and engage in an active response to the
events depicted.

In this context, Kumpanya, part of Angelopoulos’s Trilogy of History, clearly reflects the elements
of Brecht's aesthetic theory. The film encompasses all of the features that constitute Brecht's
aesthetics.
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OZET

Bertolt Brecht, Aristoteles’in “Dramatik Tiyatro” teorisine karsilik olarak “Epik Tiyatro” kuramini gelistirmistir.
Brecht, katharsis ve 0zdeslesmeye karsit bir kavram olarak yabancilasma kavramini savunmustur. Brecht,
katharsisi amaclamayan bir tiyatro anlayisiyla hem tiyatro alanini hem de sinema alanini derinden etkilemistir.
Yonetmenler, seyirciye izledigi gortntilerin bir film oldugu gercedini yansitmak, arinmayi ve 6zdeslesmeyi kirmak
icin de Brecht'in estetik anlayisindan faydalanmiglardir. Bercht'in estetik kuramindan etkilenen pek c¢ok
yonetmenler vardir. Bunlardan biri de Theodoros Angelopoulos’'dur. Angelopoulos, filmlerinde Brecht'in estetik
kuramindaki kavramlarla kendi mizansenini birlestirerek sekillendirmistir. Seyirci, tipki Epik Tiyatroda oldugu gibi
yabancilasmaya ugrar ve izlediginin bir film oldugu gergegdi yansitilir. Angelopoulos, Epik anlatim bigimiyle,
izleyicisinin elestirel bir bakis kazanmasini saglamaya calismaktadir. Uzun plan-sekans kullanimi, kameraya
bakilarak yapilan monologlar, seyirciyi rahatsiz eden yabancilagma efektleri, bireyin 6n planda tutulmasi ve bireyin
arka planinda gergeklesen toplumsal olaylara dedinmesiyle filmlerinde Brecht'in estetik yansimalari
gorilmektedir. Bu galismanin amaci, Bertolt Brecht'in estetik kuraminin taniminin yapilmasi ve estetik kuraminda
yer alan kavramlar gergevesinde, Theodoros Angelopoulos'un Tarih Uglemesinde yer alan “Kumpanya (1975)"
filmi ekseninde ¢ozimlenmesini amaglamaktadir. Kumpanya filmi, nitel arastirma yontemlerinden biri olan
dokiman analiz yontemi ile Brecht'in estetigini olusturan kavramlar baglaminda ¢ozimlenmistir.

ANAHTAR KELIMELER

Brecht estetigi, Epik tiyatro, Katharsis, Yabancilasma, Angelopoulos.
Giris

Bertolt Brecht, 1898-1956 yillar arasinda yasamis 20. yuzyihin en onemli Alman oyun
yazarlarindan biridir. Ayni zamanda tiyatro yonetmeni ve kuramcisidir. Aristoteles¢i Dramatik
tiyatro anlayisini estetik kavramlarla harmanlayip tiyatronun degisimine etki eden “Epik Tiyatro”
akiminin kurucusu ve bas temsilcisidir. Calismalariyla hem tiyatro alanini hem de sinema alanini
etkilemistir. Estetik kuramindaki yeni kavramlarla tiyatroya ardindan da sinemaya yeni bir
anlatim bicimi getirmistir. “Katharsis” ve “0zdeslesme” gibi kavramlara karsit bir kavram olarak
“yabancilagsma” kavramini 6ne sUrmustur. Yabancilasma, naivete, gestus, anlatimci yapi,
gostermeci oyunculuk, mesel galismalar ve epizotik anlatimlarla kuramina estetik bir zenginlik
katmistir.

Brecht, dramatik anlatimda yer alan katharsis ve 0Ozdeslesmeyi seyirciler icin sakincall
bulmustur. Aristoteles’in Poetika adli eserinde yer verdigi Dramatik tiyatroya karsl gikmistir.
Dramatik tiyatroda seyircinin arinma yasamasina, olaylar ve karakterlerle bir 6zdeslesme
yasamasinin seyirci igin uygun olmadigini savunmustur. Buna karsilik olarak Brecht, bireyci
estetik yerine gercegi goren, degistiren ve donusturen bir estetik kuramini hem tiyatroda hem de
sinema alaninda hayata gecirmistir. Seyirci izledigi anlatiya karsi blyulenmez aksine olaylari ve
olaylar icerisindeki karakterleri de@erlendirir, sorgular ve elestirir. Dramatik tiyatroda pasif
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konumda olan seyirciyi, Epik Tiyatro anlayisiyla aktif bir konuma tasimistir. Seyircilerin, izledigi
oyuna veya filme yabancilagsmasini sadlayarak onlara izledikleri anlatinin yalnizca bir film veya
oyun oldugu gercgegini yansitmistir. Anlatiyi izleyenlerin buyulenmesini, karakterler ve olaylar
tzerinden bir 6zdeslesme yasamasina engel olmustur. izleyicinin 6zdeslesmesi, yabancilasma
efektiyle kontrol altina alinmistir.

Brecht, donemindeki ve kendinden sonra gelen yonetmenleri de bicim olarak etkilemistir. Epik
anlatim bicimi sinemaya da yansimistir. Ozellikle de Yunan yonetmen Angelopoulos, ilk dénem
eserlerinden itibaren Brecht'in estetik kuramindan etkilenmistir ve sinemasinda bu anlatim
bicimini kendi mizanseniyle yansitmistir. Calisma, tiyatroda onemli bir yeri olan Brecht'in
estetiginde zenginlesen Epik Tiyatronun sinemadaki temsili sorunsalindan yola ¢ikmaktadir.
Brecht'in estetik kuramini olusturan kavramlar neticesinde Angelopoulos'un Kumpanya filmi
dzerinden yorumlanmistir. Angelopoulos'un ilk donem eserlerindeki Brecht etkisinden yola
¢lkarak Brechtgi 6gelerin en yogun oldugu Kumpanya filmi érneklem olarak belirlenmistir.

Yontem

Brecht'in estetik kuramini olusturan ogeler Gzerinden, Angelopoulos'un 1975 yilinda ¢ekmis
oldugu Kumpanya filmini cozimlemeyi amag edinen ¢alismada nitel arastirma yontemlerinden
biri olan “dokiman analizi” yontemine basvurulacaktir. Dokiman analizi; yazili ve gorsel
belgelerin (kitaplar, gorismeler, fotograflar, dergiler, makaleler, videolar, senaryolar vb.) icerigini
sistemli bir agidan analiz etmeye yarayan nitel arastirma yontemidir (Kiral, 2020, s. 173; Wach
(2013)'tan). Mevcut literatlir ve gorsel kaynaklardan yararlanarak verilerin analizi, incelenmesi ve
yorumlanmasl mumkun hale getirilecektir. Bu baglamda Angelopoulos'un sinema dili, epik
anlatim bigimi, Brecht'in etkisinin filmlerindeki yansimasi ve Brecht'in estetik kuraminda yer alan
OQeleri bir butunluk gozetilerek incelenecektir.

Brecht Estetigi ve Epik Tiyatro

Brecht, 1920'lerin basindan vefatina kadar estetik kuramini calismalarinda olusturmustur.
Brecht'in estetik kurami gunimuzde “Epik Tiyatro” diger adiyla "Diyalektik Tiyatro” olarak
anilmaktadir. Epik Tiyatro anlayisini Marksizm ve Leninizm dustncesiyle harmanlayarak ortaya
cikarmistir. Brecht, tiyatronun birer burjuva eg@lencesi olarak gorilmesine karsi olarak Epik
Tiyatro anlayislyla Marksizmin tum ogelerini tiyatrosuna yansitarak kaliplarin disina ¢ikmistir.
Brecht, tiyatrosuna gergekgi ve dogalci bakis acisini yansitmistir. Binlerce yildir varligini sirduren
geleneksel tiyatro anlayisi olan Dramatik tiyatroya karsit olarak Epik Tiyatro akimini gelistirmistir.
Brecht, "Epik Tiyatro” kavramini Marksist klasik eserleri incelemesiyle teoride ve uygulamada
calismalarinda yer vererek gelistirmistir. Tiyatrosunun temelinde diyalektik unsurlarin yer
almasiyla Marksist tutumu, estetik kuramini diyalektik tiyatro olarak anilmasi i¢in daha uygun
hale getirmigtir. Lakin Brecht'in tiyatro bigimi, sergilenen 6geler bakimindan diyalektik tiyatrodan
ziyade epik tiyatro ile viicut bulmustur (Parkan, 2020, s. 33).

Epik s6zcugu, Almanca’da “anlatimli siir” anlamina gelmektedir. Epik-Dramatik tartismasindan
olusan bu anlam, olaylari canlandiran tiyatro edebiyati ile olaylari anlatan destan edebiyati
arasindaki farki belirgin hale getirmistir. Brecht, kendi eserlerini dramatik olay orglstnde
yaratmadigini, olaylara genis bir perspektif sunarak ve elestirel bir bakis agisi kazandirarak
dcuncu gozden hikayeyi anlatiyormus gibi sahneye sergilemek igin bu tiyatro anlayisina “epik”
sozcugund uygun gormdstdr. (Sener, 2006, s. 267). Nutku (2015, s.107)'a gore, Brecht'in “epik”
sOzcugu ile anlatmak istedigi sey; bigcimsel olay orgusuyle, mekan, zaman ve olaylar
catismasinda yapay engeller olmaksizin olaylarin sahnede dizgesel olarak yansitiimasidir.

Brecht, Epik Tiyatro kavramini gelistirmesinde, “gercekgilik”, “disavurumculuk” ve “Cin Tiyatrosu”
tiyatro anlayislarinin etkisi vardir. Gergeklik anlayisi, epik tiyatronun 6z ve bigim bakimindan etkin
olmustur. Disavurumculuk anlayigl, bi¢cim ve anlatim agisindan etkilemistir. Cin Tiyatrosu ise
teknik ve estetik yonunden Epik Tiyatroyu etkilemigtir. Epik Tiyatroda, karakterler, dekorlar olay
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orgusu gergekgidir. Disavurumcu anlayis, tipki sinemada oldugu gibi Epik Tiyatroyu bireysellikten
gok toplumsal sorunlara yonlendirerek etkilemistir. Duygudan ziyade dusundurmek,
0zdeslesmeden daha ¢ok olaylara ve kisilere karsi yabancilastirmak ve buydleyicilikten ¢ok
gergekgiolusu da Cin Tiyatrosu'nun etkisini yansitmaktadir (Nutku, 2015, s. 110).

Brecht'in estetik kuraminin ¢ikis noktasi, binlerce yildir varligini sdrdiren ve seyirciyi pasif
konuma getiren, oyun sonu bir elestirel bakis acgisini kazandirmayan Dramatik tiyatro anlayisi
olmustur. Aristocu Dramatik tiyatro anlayisinda, seyircinin olay orgust ve karakterlerle
0zdeslesmesi saglanir ve seyircinin kendisini anlatima teslim etmesi beklenir (Karacabey, 2011,
s.176). Bu baglamda da Brecht'in estetik kuramini olusturmasindaki en temel ¢ikis noktasi da
“"katharsis” (arinma) kavrami olmustur. Brecht, katharsis kavramini seyirci igin tehlikeli bir
kavram olarak nitelendirmistir. Katharsis kavramiyla seyirci sahnede kurdugu duygu ve yasanti
birikimiyle olay 6rglst boyunca bir katharsise ulasir (Parkan, 2020, s. 34).

Aristoteles’in gelistirdigi Dramatik tiyatro anlayisi, seyircilerin karakterlerle 6zdeslesmesine
dayanmaktadir. Dramatik yapidaki olay orgusu karakterlerin i¢c dunyasini disarlya yansitmasini
hedeflemektedir. Boylece seyirciler kahramanin distigu ruhsal catismalarla 6zdeslesme yasar
ve duygusal bir bag kurarlar. Dramatik yapidaki 0zdeslesmeyle birlikte seyirci karakterlerle
duygusal acidan bir illizyona suruklenir. Seyirciler olaylar orgtstunde elestirel bir bakis acisi
kazanamaz, bir yargida bulunamaz ve seyircilerin pasif bir konumda kalmasi saglanir.
Aristoteles’in katharsis anlayisinin seyirciler dzerindeki en belirgin yani, seyircinin olaylar orgusu
icerisinde yUceltilen karakterin girdigi kotl durumlar neticesinde karakterin boyle bir catigsmayi
hak etmedigi dusuncesi olmustur. Boylece seyirci, karakterin basina gelen durumlardan dolayi
ona acimasi, kendisinin de gergcek hayatta boyle seyler yasayabilecedi dustncesiyle korku
duymasl ve bu dusunceler icerisinde heyecanini tuketerek bir arinma islevine girmesi
saglanmistir (Sener, 2006, s.269). Nitekim Brecht'te bu dramatik yapi igerisinde var olan
O0zdeslesmeye karsi gikarak Epik Tiyatrosunu gelistirerek tiyatroya yeni bir bakis sunmustur.
Yasamin, sahne uzerindeki yansimasi olarak ¢ikan bu illizyon durumunu Brecht, seyirciler icin
daima sakincali olarak belirtmistir. Dramatik tiyatronun buyuleyici ve bireyselciligine karsit olarak
gercege dayall elestirel ve diyalektik bir tiyatro anlayisini savunmustur.

Epik Tiyatro kavraminin temelinde, seyircinin sahnede sergilenen olaylar 6rgtistinin sonucunda
bir degerlendirme ve yargida bulunma dusuncesi yatmaktadir. Brecht, eserlerinde toplumsal
sorunlari somut bir sekilde yansitarak onlari canlandirmakta ve seyircilerin bu gercekler
dogrultusunda bir yargida bulunmasini hedeflemektedir (Oztiirk, 2007, s.76). Epik Tiyatroda
seyirci daima yarglya varilmasi beklenen bir konumdadir. Boylece seyirciden sahnedeki oyundan
gercekleri gormesi, dustinmesi, elestirmesi ve yargida bulunmasi beklenir. Seyirci Epik Tiyatroda
sadece izleyen degdil ayni zamanda bir eylemde bulunarak izledigi oyunun sadece bir oyun
oldug@u bilincine vararak pasif konumdan aktif konuma gecgerek 6zdeslesmeyi reddederek bir
yargida bulunur. Epik Tiyatroda seyirci Dramatik tiyatronun temelini olusturan katharsis
kavramina karsi gikar. Bu baglamda da Epik Tiyatronun amaci; seyirciyle sahne arasindaki duvari
yikarak seyircinin 6zdeslesmesini engellemesidir. Bu engelleme sayesinde seyirci de bir eylemde
bulanarak dustncesini ve elestirisini gergeklestirebilmektedir. Epik Tiyatroyla birlikte seyirci artik
izledigi anlatilara karsl daha bilingli hale gelmistir.

Aristoteles’in tanimini yapti§i tragedyada, karakterlerin yasamis oldugu trajedilerle duzenleri
mahvolur. Catismalar ve kargasalardan sonra da karakterin duzeni tekrardan kurulur.
Aristoteles'te dunyanin duragandan sonra mutlak huzurlu sona ulasilacagl dustncesi vardir.
Brecht ise gosterinin mutlak bir huzura variimayacagini gostermektedir. Brecht, toplumun
duraganhgini yok etmek ve harekete gegirerek degisime ve donusume ugratmayi
hedeflemektedir. Brecht, bu yonuyle tiyatrosunda gercegi gormeyi, fark edilmeyene dikkat
cekmeyi ve zitliklari gostererek degisimi dnermektedir (Arici, 2006, s.90).

Aristoteles (1796/1987)'e gore epik; tragedyadan daha genis bir anlatim bigime sahip yapidadir.
Bireysel olaylar yerine daha genis bir bakis acisi sunar ve olaylar 6n planda tutulur. Epik yapilarin
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konular istenildigi kadar uzatilabilirken tragedyada bu imkansizdir. Tragedyada oyuncular
sahnede tek bir olayl sergilemektedirler. Epik, bir anlati bi¢cimi oldugundan dolayi sergilenen
oyunda birden fazla olay gosterilmektedir. Epik anlatim bu agidan olaylar genisleterek
zenginlestirebilmektedir. Epik anlatimda seyirciler yabancilastirilarak konu verilir. Tragedyada da
insanlari konunun igine alir ve duyguyu vurgulayarak seyirciye yansitilir.

Aristoteles, tragedyada yer alan; 0ykd, gosteri, disunce, replik, karakter ve sarki dizeni 6gelerinin
olaylarin duzenlenmesindeki en dnemli evreler olarak belirtmektedir. Aristoteles, bu unsurlarla
tragedyanin insanlardan ziyade yasami, huzuru, mutlulugu ve huznd igeren duygulari taklit
etmesini one ¢ikarmaktadir. Seyirci, sahnedeki karakterle arasinda bir bag kurarak olaylar
orgusunde ve sonucunda katharsise ulasir. Dramatik tiyatro anlayisinda olaylar kahramani belirli
bir catisma ve kargasaya surukler ve seyirci bu olay orgustinde kahramanla 6zdeslesme yasar.
Bu acgidan da seyirci olaylarin ve karakterlerin etkisinde kaldidi igin anlatima karsilik olarak
elestirel bir bakis acisi kazanamaz ve objektif olarak dederlendiremez. Brecht ise Epik kuramini
olustururken Aristoteles’in tragedyalar Uzerindeki ¢alismalarinda on plana ¢ikan katharsis ve
Ozdeslesmenin seyirci Uzerindeki olumsuz dusuncelerinden hareketle estetik kuramini gelistirir.
Epik Tiyatroda, seyircinin gozlem yapmasina olanak saglanir ve seyircinin elestirel bir bakis acisi
kazaniimasini talep edilir (Parkan,2020, akt; Salman, 2022, s.576).

Brecht (1967/2011)'e gore tiyatro aslinda gorlnenin ardindaki gergedi gostermenin, taklit
etmenin ve canlandirmanin gergekgi bir yaklasimla olmayacagdini dusunur. Brecht, seyircinin
sahnede bir gozlemci olarak yer almasini hedeflemektedir ve onlardan her olay sonrasi bir
yargida bulunmasini talep etmektedir. Tarihsellestirme ve yabancilastirma kavramlariyla
gunUumuz orneklerini sunarak seyircinin kendi elestirel tutumunu saglamayi amaglamaktadir.

Oztiirk (2007, s.74)'e gore, Brecht Epik Tiyatrosunu; savas, tarihsel olaylar, gagdas sorunlar ve
insanlarin toplumsal eylemler sininnda olusturmustur. Epik Tiyatronun en onemli unsuru
yabancilasma kavramidir. Yabancilagsma efekti, reji, muzik kullanimi, dekorlar, oyunculuk gibi
unsurlarla bir bitinU olusturarak saglanir. Yabancilasma efektiyle seyircinin izledigi anlatiya
0zdeslesme sadlanmadan yabancilasmasi saglanmaktadir. Yabancilasma efektiyle Brecht'in
amaci, seyircinin sahnede sergilenen gergeklik Gzerinde durmasi, degerlendirmesi ve bir yargiya
varmasini bekleyerek izledigi anlatinin sadece bir oyun oldugu gergeginin bilincinde olmasini
hedeflemektedir. Bu baglamda da Brecht, seyirciyi heyecanlandirmak, onu bir illizyonun pargasi
haline getirerek belirli bir gortst asilamaktan ¢ok olaylari tarihsellestirerek ve yabancilastirarak
aciklayan bir tiyatro anlayisini benimsemistir.

Bireyi merkeze alan burjuva disuncesinin aksine Epik Tiyatro, toplumsal sorunlari, ginimuz
sartlariyla cozUmlemeyi ele almaktadir. Gergekgiligin bir nevi bilimsel incelemesi olarak tarihsel
gelisimini one strmektedir. Aristotelesci dram anlayisinda da zamansal olarak sinirli bir buttnltk
gorulur. Epik Tiyatro, toplumsal ve siyasal acidan dunyanin karmasik bir gorintisundn
sunulmasini hedeflemektedir. Yorumlamaya bagli, egitici ve 6dretici bir tiyatro anlayisi Brecht'in
Epik Tiyatrosunda mumkudn kiinmistir. Brecht, Dramatik tiyatroda ve Epik Tiyatroda yer alan
temel bilesenleri Tablo 1'de karsilastirmistir (Brecht, 1967/2011, s.42).

Tablo 1: Dramatik Tiyatro ve Epik Tiyatro karsilastirimasi

Dramatik Tiyatro'da Epik Tiyatro'da

Eylemlerle galisilir. Anlatiya basvurulur.

Seyirci sahnedeki aksiyona karistirilir. Seyirci gozlemleyici olarak tutulur.

Seyircinin aktivitesi harcanip tuketilir. Seyirci aktif duruma sokulur.

Seyircide birtakim duyularin uyanmasi saglanir. Seyircinin birtakim yargilara varmasi saglanir.

Seyirciye bir yasanti sunulur. Seyirciye bir diinya gordsu iletilir.

Seyirci olaya karistirilir. Seyirci olay karsisinda tutulur.

Telkinle is gordlur. Kanitlarla galisilir.

Seyircinin duygulari oldugu gibi alikonulur. Duygulartileriye goturilerek, seyircinin birtakim bilgilere
ulagsmasi saglanir.

Seyirci, sahnedeki olayin ortasinda, olayla bir Seyirci, sahnedeki olayin karsisinda, olayi inceler durumdadir.

Ozdeslesme igindedir.
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insanin bilinen bir yaratik oldugu varsayimi insan inceleme konusu yapillir.

benimsenir.

Insan hic degismez. Insan degisir ve degistirilir.

Seyircinin ilgisi oyunun sonu Uzerine toplanir. Seyircinin ilgisi oyunun yuriyUsU Uzerine gekilir.
Her sahne otekisiicin vardir. Her sahne kendisi igin vardir.

Olaylar diz bir gizgi Gizerinde gelisir. Olaylar egriler gizer.

Dusunce varolusu yonetir. Toplumsal varolug distinceyi yonetir.

Duygu egemendir. Akil egemendir.

Olaylarin akigi evrimsel bir zorunlulugu igerir. Olaylar sigramalidir.

insan duragan bir nitelik tagir. insan olusum siireci iginde verilir.

Brecht'in Tablo 1'deki karsilastirmasina bakildiginda Dramatik tiyatroda duygunun on planda
oldugu, seyircinin ilgisinin son bolume c¢ekildigi, sahnelerinin birbiriyle baglantili olmasi, olay
orgusunu duz bir cizgide ilerleyerek doruk noktalarinin olmasi klasik sinema anlatisina
benzemektedir. Bu yonden de seyirci olaylar ve karakterlerle 6zdeslesmeye
ugrayabilmektedirler. Dramatik tiyatroda seyirci katharsise ugrayarak kendini arindirir ve
gundelik yasaminda bir degisim olmaz. Epik tiyatroya bakildiginda ise seyircinin odak noktasi
sahnenin ilerleyisindedir. Her sahne kendi iginde bir butinlugu saglamaktadir. Sahnelerin
cikariimasi veya eklenmesi hikayeyi etkilemez. Olaylar igerisinde mekan ve zamansal olarak
sigramall bir kurgu anlayisi hakimdir. Olaylar doruk noktasina ulasana kadar egik cizgiler
dzerinden hareket etmektedir. Bu bakimdan da Epik Tiyatrodaki 6geler, seyirciyi yabancilastirir.
Yabancilasma efektiyle birlikte seyircinin izledigi anlatiya kendini kaptirmadan elestirel bir
degerlendirme surecine suruklenmesi saglanmaktadir. Seyirci, oyun baglangicindan sonuna
kadar olan ki strecte kendini gelistirmis olur. Dramatik tiyatronun aksine Epik Tiyatroda seyirci,
oyun boyunca farkl bir bakis acilari kazanarak pasif konumdan eylemde bulunan, olaylari
degerlendiren, elestiren ve sorgulayan bir konuma gecmis olur.

Mutlu Parkan (2020, s.35), "Brecht Estetigi ve Sinema” adli kitabinda Brecht'in estetik kuraminin
temelinde “naivite” bulundugunu ve ekseninde de “yabancilastirma” oldugunu sdylemektedir.
Ayni zamanda birbiriyle ayni kategoride olmasa da diyalektik bir butunlUk saglayan sekiz temel
kavramdan olustugunu belirtmektedir. Bu sekiz temel kavram, “naivite”, “mesel calismasi”,
“epizodik anlatim”, “gestus”, “yabancilasma”, “tarihsellestirme”, “anlatimci yap1” ve "gostermeci
oyunculuk” kavramlaridir.

1) Naivete: Brecht'in estetik kuraminin temelini bu kavram olusturmaktadir ve goriinenin
ardindaki gercedi vurgulamaktadir

Newton, elmanin yere disme olayini, “yabanci” bir olay olarak gozlemlemis ve “neden
dusuyor?”, “nasil dusuyor?” sorularini kendi kendine sormustur. Apagik bir gergek olan
elmanin yere dususu olgusunun, aslinda gergegin sadece bir ylzu oldugu, daha dogrusu,
gorunen yuzu oldugu ortaya gikmistir. Brecht'in estetik kuraminin temeline oturttugu bu
tutum, Newton'un, “bilimsel naivete” olarak adlandirilabilecek tutumdur (Parkan,2020).

2) Mesel Caligmasi: Bir yapitin metninin yazilmasindan sonra sahneye konmasindaki stirecin ilk
asamasidir. Brecht, bu streci burjuva tiyatrosundaki “yorumlama” olarak mesel ¢calismasi olarak
nitelendirmistir. Mesel calismasi, tiyatroda anlatilacak olaylarin toplumsal olarak irdelenmesidir.

3) Epizotik Anlatim: Brecht'in estetik kuramina adini veren epik kavramindan tlretilmistir.
Dramatik anlatimin aksine epik bir anlatim 6ne surdlir. Tablo 1'de goruldigu gibi dramatik
anlatida olaylar baslar, gelisir ve doruk noktasina ulasana kadar diiz bir ¢izgi Gzerinde ilerler ve
doruk noktasina ulasinca seyirci katharsise ugrar. Epizotik anlatimda ise olaylar egriler gizerek
seyirciye aktarilir ve seyircinin karakterler Gzerinden bir eyleme gegmesi saglanir. Ozdeslesmeye
dayall dramatik anlatima karsilik olarak epizotik anlatimda, 6zdeslesme kontrol altina alinmistir
(Parkan, 2020, s. 40).

4) Gestus: Oztirk (2007)e gore gestus, naiv bir tutumun oyunculuk dizeyindeki yansimasi
olarak tanimlanabilir. Brecht, estetik kuraminda anlatilacak olaylarin toplumsal anlami olan
meselin aktarilmasinda etkili olan 6genin sozlu degil de toplumsal bir anlatimi nitelendiren
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davranis oldugunu vurgular. Sozlu olarak ifade edilen jest ve mimiklerin ardinda gortilmeyen
anlami gosteren kavram gestustur. Epik Tiyatro gestusa dayali bir tiyatro anlayisidir.

5) Anlatimci Yapi: Brecht, betimlemeyi timuyle reddetmeden anlatmaya adirlik verdigi bir
kavramdir. Anlatimci yapi kavramiyla seyirci daha once edinmis oldugu ideolojileri betimleme
yoluyla yasamindaki gercekligiyle gatismaktadir ve bu gatisma da bilgi dizeyine ulastinr. Seyirci
bu catisma sonuncunda yasamsal gercekleriyle ideolojik betimlemeleri sorgulayarak realist bir
butlinluge sahip olur. Seyirci boyle bir anlatim karsisinda gergekgi duygulara ve eylemlere
yonelebilmektedir.

6) Gostermeci Oyunculuk: Seyircinin bu kavramla birlikte karakterlerle bir 6zdeslesme
yasamasinin ondne gecilmistir. Gostermeci oyunculuk kavramiyla seyirci, hipnoz durumundan
uzaklastirimakta ve oyuncu da degisim surecine girerek taklit edecegdi kisilige donusme
sorumlulugundan kurtulmaktadir.

7) Tarihsellestirme: Glncel olanin, glincellikten cikartilarak belirli bir tarihi anin Griind olarak ele
alinmasidir. Guncellik icinde sikismis ve aktif olmayan seyirciye, glincelin disinda bir bakis agisi
sunarak toplumsal olaylarin mutlak bir gercedi olmadigina ve bunu elestirebilecegini
dusundurmektedir. Tarihsellestirme ayni zamanda Yabancilagsma kavraminin da bir pargasidir
(Parkan,2020).

8) Yabancilastirma: Brecht'in estetik kuramindaki en temel kavramidir. Yabancilasma kavramini,
Ozdeslesmeye karsit bir kavram olarak ele almaktadir. Dramatik anlatimdaki katharsis kavrami
yerine yabancilasma kavramini savunmustur. Nitekim Epik tiyatronun temel amaci da bu
kavram Uzerine kurulmustur. Yabancilagsma kavraminin amaci, seyirciye sahnede sergilenen
oyunun, anlatinin bir oyun oldugu gercegini anlatmayr amaclamaktir. Yabancilasma oyun
icerisinde yabancilagsma efektiyle sekil bulmustur. Yabancilagsma efekti, oyunculuk, gestus,
dekor, sahne 1si1§l, makyaj, karakterler, olay oOrgust, dis ses ve muzik kullanimiyla
saglanmaktadir. Seyirci kendisini anlati icerisinde bulmamasi igin yabancilagsma efekti uygulanir.
Bu baglamda da seyirci, yabancilasma efektiyle insan davranislarinin ve tarihsel-toplumsal
durumlarin igleyisine karsilik olarak bir neden-sonug iliskisi kurabilmektedir.

Epik Tiyatrosu ve yabancilasma efekti kavrami yalnizca tiyatroyu degil ayni zamanda sinemayi
da etkilemigtir. Brecht'in estetik anlayisi sinema kuraminin gelisiminde de etkili bir yer edinmistir.
Brecht'in estetik kuraminda vyer alan naiv tutum, epizotik anlatim, tarihsellestirme,
yabancilastirma ve gestus kavramlari seyircinin aktif bir rol alarak elestirel bir tavir
sergilemesinde onemli bir rol oynamistir. Bu agidan da sinemada yeni yeni arayislar arayan
yonetmenlere bir segenek olmustur (Monaco, 1977/2001, s. 56). Brecht'in sinemadaki hayali,
toplumsal sorunlari ve tarihsel surecleri en gercekci ve derinligine vurgu yapacak bir sekilde
sunarak politik bir anlam yaratmaktir. (Pop-Curseu, 2022). 1920’lerin basindan itibaren ortaya
koydugu Epik Tiyatro anlayisi Brecht'in temel davasi haline gelmistir. Brecht'in ardindan yeni
anlatim bicimi arayan yonetmenler estetik kuraminin etkisinde kalarak yeni bir anlatim bicimini
elde etmislerdir. Tiyatrodaki yenilikler, anlatim bigimi, seyirciyi aktif konuma getirme, katharsis
yerine yabancilasma gibi ddeler sinemada da uygulanabilir bir hale gelmistir (Oztirk, 2020,
s.107).

Brecht, estetik kuramiyla birlikte tiyatroyu ardindan da sinemayi etkilemistir. Ondan sonra
gelenler de bu estetik anlayisi devam ettirmislerdir. Brecht, seyirci Uzerinde yaratilan illizyonist
tavrin yerine yabancilagsmayi one surerek anlatima yeni bir bakis agisi kazandirmistir. Estetigin
guzel olani yansitmadan ziyade estetigin glzele ulasmasini hedeflemistir. Seyircilerin, oyunu
yahut filmi izlerken budytlenme tavrini, gestuslarla, yabancilastirma efektiyle, muzikle,
tarihsellestirme kavramlariyla engelleyerek her seferinde seyirciyi rahatsiz ederek buydlenmenin
onune gegcmistir. Brecht, bireysel estetigin yerine gercegi gormeyi, degistirmeyi ve dondstirmeyi
amaglayan bir estetik kurami hem tiyatroda hem de sinema alaninda uygulamaya c¢alismistir.
Sinemada Brecht'in estetik anlayisini filmlerinde aktaran yonetmenlere de ‘Brechtyen Yonetmen’
denmektedir. Luis Bunuel, Pier Paolo Pasolini, Daniele Huillet, Michael Haneke, Rainer Werner
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Fassbinder, Lars Von Trier, Todd Solondz, Jean-Luc Godard, Lindsay Anderson, Peter
Greenaway ve Theo Angelopoulos gibi yonetmenler Brecht'in estetiginden etkilenmislerdir.

Angelopoulos Sinemasinda Brecht Etkisi

Theodoros Angelopoulos, Brechtyen yonetmen olarak anilmaktadir. Angelopoulos'un sinemasi;
sinemasal gergekligi, zamana ve mekana yonlendirerek isleyen ve sinemasinda Brecht gibi
bireysel ve toplumsal sorunlari, tarihsel ve guncelligi etkin bir sekilde yansitan bir yonetmendir.
Angelopoulos’'un kendine has bir mizanseni vardir. Ayni zamanda Auteur yonetmen olarak da
bilinir. Sinemasinda, epizotik anlatim, naiv yaklagim, tarihsellestirme, gestuslar, gostermeci
oyunculuklar, anlatimci yapim ve yabancilastirma kavramlari siklikla filmlerinde yer bulmaktadir.
Filmlerindeki olaylar, Epik Tiyatroda oldugu gibi sigramali bir yapiya sahiptir. Brecht gibi
Angelopoulos'ta seyircisini siklikla dustinmeye iterek ara bosluklarda da onlari olaylar hakkinda
sorgulama ve degerlendirmeye yonlendirmektedir (Parkan,2020, s.70). Pek c¢ok sinema
yonetmeninin filmlerinde Brecht'in estetik uygulamalarinin izlerini gormek mumkdnddr. Ancak
bir yonetmenin Brechtiyen yonetmen olarak adlandirimasi i¢in sadece 6zdeslesmeye karsi
clkarak yabancilasma efektinin kullaniimasi yeterli olmamaktadir. Brecht'in estetik kuramini
olusturan butun 6gelerin diyalektik bir anlatim semasinda ilerlemesi, birey ve toplum elestirisinde
seyirciyi elestirel bir eyleme itmesi gerekmektedir. Dinya sinemasinda Brecht'in estetigini
yansitan yonetmenlere bakildiginda ilk sirada Jean Luc Godard vardir. Ardindan da Yunan
yonetmen Theo Angelopoulos gelmektedir. iki yonetmende Brecht'in estetik kuramini en etkin
sekilde sinemasinda kullanmistir.

Angelopoulos, Yunan Sinemasinin oncu yonetmenlerinden biridir. Filmlerindeki konu genellikle,
Ikinci Dnya Savasi sonrasi ve i¢ savas nedeniyle olusan siyasi tartismalar, darbeler, baski rejimi,
gog, multeciler, ekonomik kriz, yol, aclik vb. unsurlardir Angelopoulos, Yunanistan'in toplumsal
sorunlarini siklikla filmlerinde yansitir. Angelopoulos, filmlerinde uzun planl sekanslari, kamera
kullanimi, kameraya bakarak yapilan monologlar, sisle olusturdugu metaforik anlatimlari, siirsel
anlatimlari ve manzarali kadrajlari siklikla kullanarak kendine has bir mizansen yaratmaktadir.

Angelopoulos, sinemasinda icerikten daha ¢ok anlatim bicimine onem vermistir. Geleneksel
sinema anlatimin aksine epizotik anlatimiyla, izleyicisine elestirel bir bakis agisi kazandirmistir.
Seyircisini geleneksel sinemadaki pasif konumdan alarak onlara karakterler ve olaylar ekseninde
elestirel bir vyargida bulunmasini  amaclamistir.  Sinemasinda tarihsellestirmeyi  ve
yabancilastirmayi aktif bir sekilde kullanarak bireysel ve toplumsal sorunlara deginmistir.
Yabancilasma efektiyle birlikte seyircisine gecmisin gergegini yansitmaktadir. Angelopoulos’un
anlatim dili de Brecht'in diyalektik tiyatro ve Epik Tiyatro anlayisindan gelmektedir. Bu donemdeki
etkisini Dan Fainaru'ya verdi§i roportajinda soyle anlatmaktadir:

"0 donemde ‘Brechtgi anlayis’ herkesin referans noktasiydi. Siyasal sinema yeni yeni ortaya
cikiyordu ve Brecht bize sadece siyasal film yapma yolunu degil, onlar siyasal yapmayi da
Ogretti. Yani, militan brostrden bir adim ileri gitmeyi. Fikirlerimizi ifade etmek ama ayni
zamanda onlari bir perspektif iginde tutmak, onlari elestirel bir bakis agisiyla gérmeyi asla
unutmamak.” (Fainaru, 2006, s. 154).

Angelopoulos sinemasini iki evreye ayirir; Marx, Godard, Freud ve Brecht'in etkisindeki
0zdeslesmeye karsit toplumsal ve politik ilk donem eserleri, bireyin odak noktasi oldugu ve
varolus sorunlarinin yasandigi ikinci donem eserleridir. Angelopoulos, ilk donemdeki filmlerini
epik bir yaklagimla gekmistir. ikinci donem eserlerinde ne kadar epik anlatimdan uzak durmus
olsa da temasinda bireyin ve toplumun sorunlarina epik bir anlatimla ele almistir (Genco,2001).

7] 7aN7]

Theodoros Angelopoulos’un “Tarih Uglemesi”, “Sessizlik Uglemesi”, “Sinir Uglemesi” ve “Modern
Yunan Uglemesi” adli dort adet tgleme filmi vardir. Angelopoulos, Ggleme filmlerini de g evreye
ayirmistir. Birinci evrede, Brecht'in etkisinde kalarak politik ve epik anlatim bigimiyle donemin
toplumsal sorunlarina, siyasetine ve kargasalarina deginerek ele aldigi filmlerdir. Bu evrede
seyircilere donemin toplumsal olaylarini yabancilastirma ve tarihsellestirme kavramlariyla
sunmaktadir. ikinci evrede, toplumsal sorunlar daha gok karakterlerin i¢ dinyasiyla
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sekillendirerek sinemasina yansitmistir. Bu evrede birinci evredekinin aksine on planda karakteri
vurgularken arka planda daima toplumsal olaylar tarihsellestirerek aktarmistir. Seyircilere her
sahnedeki boslukta sorgulama firsatini tanimistir. Ugtincti evrede de birinci evredeki toplumsal
olaylar ve tarihsel sureclere geri donts yapmaktadir. Yine birinci evredeki gibi toplumu ve donemi
birey ve toplumsal olarak ele alarak yansitmistir.

Bordwell (2000, s. 29)'a gore Angelopoulos, sinirlarini genisleten, dedistiren ve dondstiren bir
yonetmen olarak degerlendirir. Kendi mizansenini olusturan ve kendine has bir sinema dili olan
Angelopoulos, Brecht'in estetik kuramini sinemasinda en etkin sekilde yansitan bir yonetmendir.
Derin perspektif cekimleri, bicimsel ogeleri ve ressam edaslyla olusturdugu kadrajlarla
gorinenin ardindaki gergedi seyirciye basarili sekilde ulastirmistir. Horton (2016)'a gore de
Angelopoulos, uzun plan-sekanslari, bos gerceveler, bakislar, kamera kullanimi gibi bicimsel
ogelerle filmleri arasindaki surekliligi korumustur. Boylece de kendi sinema dilini olusturmustur.

Angelopoulos, sinemasinda siklikla Yunan yakin tarihine deginir. Bu yakin tarihin bireyde ve
toplumda birakmis oldugu izleri ele alarak hem bir bellek galismasi yapmakta hem de
yabancilasma yaparak gecmisten cikarilacak  dersleri  seyircisine  aktarmaktadir.
Angelopoulos’un sinemasinda kamera hep ayni Olgekte gekim yapiyormus hissi vermektedir.
Geleneksel sinema izleyicisinin asina olmadigi sekilde bir sinema dili vardir. izleyici her sahnede
kamera kullanimi, uzun plan-sekanslarla, gestus, gostermeci oyunculuk ve yabancilasma
ogeleriyle rahatsiz edilmektedir. izleyicisine yakin Yunan tarihini kendi gegmisindeki olaylardan
esinlenerek yansitmaktadir (Oztiirk, 2007, s. 201). Angelopoulos, kamera kullanimiyla ilk dénem
eserlerinde seyirciyle film arasina bir mesafe koymaktadir. Filmsel zaman yaratarak kurgusal
bicimleri kullanmamaktadir. Olusturulan bu mizansende seyirci filme hem dahil edilirken bir
yandan da uzaklastirilir ve elestirel bir gorts kazanmasi saglanmaktadir (Tikelay, 2010, s. 147).

Angelopoulos, sinemasinda farkli tarihsel sureglerle iliskilendirdigi karakterlerine go¢ ekseninde
yaptigi yolculuklari ve yasadiklari duygu ve dusunce degisimlerini odak noktasina almistir.
Karakterler Epik Tiyatroda oldugu gibi kendilerini sorgulamazlar aksine olay orgusunun bir
parcas! halindedirler. Karakterler olaylarin gelisimi slirecine gore sekillenirler (Glizel, 2016, s.48).
Filmlerinde bosluklar birakarak Epik anlatimda oldugu gibi seyircisine diisinme, degerlendirme
ve bir yargida bulunma olanag sunulmustur. Buradaki bosluklar da cogunlukla mdizik
kullanimiyla desteklenmistir. Her sahne ¢ekimi igin farkl acilari kullanan geleneksel sinemanin
aksine sahneler tek bir aciyla cekilmistir. Filmleri bicimsel olarak bir devamliligi
nitelendirmektedir. Maglup olmus ve i¢ kargasanin hakim oldugu bir tlkenin insanlarinin gegmis
tarihteki ve glinceldeki hikayelerini, sinirlari, gocu, toplumsal sorunlari, yolculuklari, multecileri,
aci ve hiiznud gibi devamliliklari her filminde bireysel ve toplumsal ekseninde ele almaktadir.

Filmlerinde Epik Tiyatroda oldugu gibi olaylar egriler cizilerek anlatilir. Zamansal ve mekansal
olarak geri donusler, sicramalar siklikla kullaniimaktadir. Filmleri bu baglamda cogunlukla ic ice
gecmis gibi ilerler ve sonu belli degildir. Zamansal ve mekansal sigramalarla seyircisine gergegi
yorumlamasina olanak saglanir. Bu sigramalar diyaloglarla ve planlarla desteklenmektedir ve
seyircilere genis bir perspektif sunulmaktadir. Yabancilasma efektinin hakim oldugu planlarda,
ozellikle de gecmise yolculuklarda gorulen olaylar, karakterlerin simdiki zamana ait gercekligini
yansitmaktadir. Basarili bir gergevelemeyle karakterleri, kamera gibi kullanan Angelopoulos,
plan-sekanslarda olusturdugu perspektiflerle kendine has bir imzasi sayilacak sahneleri
gerceklestirmis olur.

Angelopoulos’un ilk tgleme calismasi olan “Tarih Uglemesi”, Yunanistan'in 1936-1976 yillari
arasindaki 40 yillik siyasi sikintilari ele almistir. Angelopoulos, 36 Gunleri (1972), Kumpanya
(1975) ve Avcilar (1977) filmlerinde, i¢ savas, Ikinci Dinya Savasi, rejim degisikligi, Albaylar
Cuntasi ve Diktator Metaksas donemi gibi Yunanistan'in tarihindeki toplumsal konularina
deginmistir. Filmlerin ortak temasi toplumsal gokuntuler ve sorunlar olmustur. Bunlari da epik
ve politik bir anlatim diliyle yansitmistir. Angelopoulos, bu filmlerde bigim olarak Brecht'in estetik
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kuramindan etkilenerek onun estetik anlayisinin tim unsurlarini filmlerinde etkin bir sekilde
kullanmistir.

Kumpanya (1975) Filminde Brecht'in Yansimalari

Angelopoulos’un Tarih Uglemesindeki ilk filmi olan 36 Ginleri'nin devami niteliginde bir filmdir.
Kumpanya Filmi, Brecht'in estetik kuraminin ttim o6gelerini icinde barindiran filmlerden biridir.
Film, 1939-1952 yillari arasinda gezgin bir grup tiyatro oyuncusunun hikayesinin konu
almaktadir. Yunanistan'da turneye gikan tiyatro oyuncularinin oynamaya calistigi “Kadin Goban
Golfo” adh oyunu sergilerken kendi hayatlarindaki ve c¢evresinde yasanan olaylarn konu
almaktadir. Oyunu sergilemeye calisirken turlu tlrlu sorunlarla karsilasan oyuncular bir tarlt
oyunlari sergileyemezler. Gittikleri bolgelerde oyunlar kimi zaman tabanca sesiyle kimi zaman
cinayetlerle kimi zamansa tutuklamalardan dolayr hep yarida kesilmektedir. Filmi gezici
tiyatrocularin tarihsel surecte yasadiklari olaylari ele alirken bir yandan da seyircilere donemin
toplumsal sorunlarini yansitmaktadir. Filmde, epik bir anlatim bi¢imi hakimdir. Zamansal ve
mekansal sigramalar, geri donusler, kameraya bakilarak yapilan monologlari iginde
barindirmaktadir (Fainaru, 2006, s. 19).
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Gorsel 1 Kumpanya (1975) Film Afisi, www.imdb.com

Filmin acilis sekansinda bir tiyatro sahnesi gordlmektedir. Elinde akordiyon tutan bir anlatici,
sahnenin ortasina gegerek Kadin Goban Golfo adindaki bir tiyatro oyununun baslayacaginin
duyurusunu yapar. Anlaticinin kameraya bakarak yapmis oldugu duyuru, filmin izleyicisine bir
tiyatro izleyicisi oldugu vurgusu yapilir. Ancak oyunun gosterimi baslamadan genis bir planla
farkll bir zamana ve mekana sigrama yapilir. Film, ilk sahnesinden izleyicisine, filmin anlatim
biciminin Brecht'in estetigi cercevesinde gergeklesecedi hissini vermigtir. Anlaticinin kameraya
bakarak konusmasi ve sahneler arasindaki sigramali yapisi izleyiciyi yabancilastirarak epik bir
anlatimin film boyunca devam edeceginin habercisi olmustur.
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1baharinda; Egelye/donduk

Godrsel 2 Oyuncularinin kasabaya geldigi sahne (Kumpanya Filmi, 1975)

Zamansal ve mekansal sigramanin yapildigi planda, Kumpanya oyunculari gortlmektedir.
Oyunculari, Aegion kasabasinda bir Tiyatro binasinin 6ntinde goruriz ve yil 1952'dir. Oyuncular
kameraya bakarak ilerler. Gorsel 2'de goruldtgu gibi bir anlatici oyuncularin Aegion kasabasina
neden ve nasil geldigini izleyicilere anlatmaktadir. Buradaki anlatici karakterlerden biridir.
Anlaticinin olaylari anlatmasi da tipki Brecht'in Epik Tiyatrosunda oldugu gibi anlatidaki
gelismeleri izleyicisine aktarir ve yorumlar. Bu anlatim, Brecht'in estetik kuramindaki anlatimci
yap! kavraminin varliginin gostergesidir. Oztiirk (2007, s. 146)'e gore, Brecht'in Epik Tiyatrosunda
iki turld anlatici vardir. Bir anlatici olaylari Gglincu goz gibi disaridan de@erlendiren kisiyken diger
anlatici ise oyunculardan biri olabilmektedir. Oyunun igindeki karakterler, seyircilere bakarak
oyunun gidisati hakkinda onlari bilgilendirmektedir.

-

.komunist asilere kars| zafer kazandiran

kisiye oy vermis olacaksiniz Bu yuzden oylariniz Papagos'icin clmali

Gorsel 3 Propagandanin yapildigi sahne (Kumpanya Filmi, 1975)

Bir sonraki sahnede Kumpanya oyunculari, otellerine ge¢mek igin Aegion sokaklarinda
gordlmektedir. Oyuncularin gectigi sokakta fonda hoparlorde, fasist Lider Papagos'un
propagandasi yapilmaktadir. Gorsel 3'te goruldugu gibi duvarlara asilmis pankartlarda ve yerdeki
afislerde de Papagos’'un propagandasi gortlmektedir. Uzun planda ve genis bir agida oyuncular
kasabanin meydanina dogru ilerlerken sahne kesilir ve yine bir mekansal ve zamansal sigramaya
ugrar. Oyuncular, 1939 yilinda Alman isgalinin boy gosterdigi yilda gortndr. Bu sahnede de
sokaktan gegen bir arabanin hoparlorinden, Diktator Metaksas'in propagandasi duyulmaktadir.
Zaman ve mekan sicramasindaki bu geciste oyuncular da degisim gostermislerdir. Epik
anlatimda ilerleyen filmde, zamansal bir bitunligun olmayisi ve her sahnenin kendi buttnligunu
korumasi Brecht'in estetik uygulamalarinin yansimasi niteligindedir. Film boyunca 1939-1952
yillar arasinda sigramalar vardir. Kumpanya oyuncularinin sahit olduklarn tarihsel surecler
kronolojik bir ¢izgide ilerlemez. Film boyunca karakterler gegmise ve simdiki zamana giderler.
Angelopoulos, Kumpanya filminde yakin Yunan tarihinde gergeklesen ve Yunan tarihini etkileyen
olaylara deginerek izleyicisine aktarmaktadir. Oyuncularin kasabaya geldikleri sekansta
Yunanistan'in i¢ savasinin son buldugu 1952 yillarindaki stireci gorurken diger sekansta da 1939
yillarindaki Alman isgali goridlmektedir.

Angelopoulos bu sigcramali sekanslarinda, Brecht'in estetik kuramindaki tarihsellestirme ve
yabancilastirma kavramini kullanmistir. Brecht (1967)'e gore, estetik uygulamalarda 6zellikle de
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tarihsellestirme efektinin kullanimi, hikayede politik bir etki yaratmaktan daha ¢ok elestirel bir
bakis acisi kazandirmayi hedeflemektedir. Brecht, tarihsellestirme efektiyle seyircisine, elestirel
bir bilinci asilamaya calismaktadir. Angelopoulos’ta tarihsel suregte yasanan politik olaylar
seyircisine epik anlatim bicimine uygun sekilde zamansal ve mekansal sigramalar yaparak
yansitmaktadir. Bu surecgte seyirci, izledigi filme yabancilasarak olaylari degerlendirme ve
sorgulama konumuna gegmektedir.

Gun neden bu kadar aydinlik?

Gorsel 4 Propagandanin yapildigi lokanta sahnesi (Kumpanya Filmi, 1975)

Filmin ilerleyen sahnelerinde oyuncular, kasabadaki bir lokantada yemek yerken gorulur. Yemek
yedikleri sirada disarida Metaksas hayranlarinin - mars sesleri duyulur ve Metaksas'in
propagandasi yaplimaktadir.  Aigistho, disaridaki marsa islik calarak eslik etmektedir.
Aigistho'nun marsa eslik etmesi Pylades'i rahatsiz etmektedir. Aigistho, Pylades’in yanina
giderek onun politik gorusuyle dalga gegmektedir. Pylades'te ona karsilik olarak karsit bir mars
soylemeye baslar. Bu duruma sinirlenen Aigistho, sandalyeye c¢ikar ve Hitler selami vererek daha
gur bir sesle Metaksas hayranlarinin soyledigi marsa eslik eder.

Bu sekansta Epik Tiyatronun temel kavramlarindan biri olan gestus kavramini gormek
mumkundur. Epik Tiyatro, her zaman ideolojik olani vurgulamaktadir. Vurgulanan anlayisin daha
etkin olmasi icinde bir karsit gortsun olmasi gerekmektedir. Karsi gorus olustukca gestuslarda
ortaya gikmaktadir. Ding (2021, s.662)'e gore Epik Tiyatroda gestuslar, gestus dili ve mizigiyle
sekillenmistir. Gestuslarda uyumsuzluk ve karsitliklar vardir ve bunlarda izleyici yabancilastirma
gorevini gormektedir. Epik Tiyatronun ideolojik sorunlari ele almasiyla baglantili olan muziklere,
gestus muzigi denmektedir. Epik Tiyatroda, oyuncularin gorevi, duygulari ifade ederken de
karakterlerin egilimlerini de yansitmaktir. Bu sekansta da Aigistho ve Pylades'in karsilikli mars
atismasinda iki karsit gortsun uyumsuzlugu gordlmektedir. Bu uyumsuzlugu destekleyen
unsursa marslardir. Sekansta olusturulan gestuslar yaratilan yabancilasma efekti 6n plana
cikmaktadir. Karakterlerin arasindaki ideolojik ayrim izleyicide bir yabancilasma etkisi
yaratmaktadir. Angelopoulos, Aigsitho ve Pylades karakterleriyle donemin siyasi karisikligina ve
ayriliklarina deginmistir.

Bir dijer sekansta oyuncular, konakladiklari otelin bahcesinde oynayacaklari Golfo oyunun
provasini yaparken gorllir. Kamera sabit ve genis bir plandadir. izleyiciler bu sekansta
karakterlerle 6zdeslesme yasamaya musait bir konumdadir. Ancak oyuncular prova yaparken
kamera pan hareketi yapar ve izleyicinin o0zdeslesme bagl engellenir. Karakterler pan
hareketinden sonra kameraya bakarak konusmaya devam ederler. Bu sekansta da gostermeci
oyunculuk ve yabancilasma efektinin varligi gortlmektedir. Seyircisine ve rolline yabancilasan
bir oyunculuk sergilenmistir. Seyircinin karakterlerle derin bir baghlik hissetmesine olanak
sadlanirken bu 0Ozdeslesme yabancilasma efektiyle engellenir. Angelopoulos, seyircisine
sahnede yer alan olaylara ve karakterler Uzerinden bir 6zdeslesmenin onlune gecerek onlara
sadece elestirel bir bakis agisi kazandirmigtir.

Oyuncular, otelin bahcesinde provasini yaptiklari Golfo oyununu ilk defa bir kasabada
sergilemeye baslarlar. Oyun, bahcgedeki yaptiklari provanin devam repligiyle baslar. Oyunlarini
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sergilerken bir anda sahneye polisler girerek oyun bolunur ve polisler Pylades'i gotururler. Bu
sekansta da yabancilasma kavraminin etkisini gormek mumkundur. izleyici, karakterlerle
0zdeslesme sadlamaya baslarken oyunun bolinmesiyle karakterlere ve gerceklesen olaya karsi
bir yabancilasmaya ugrar. Pylades'in polisler tarafindan goturildiglnde tiyatrodaki seyirciler
bunun bir oyunun pargasi sanirken filmin izleyicisine de bunun bir oyun/film oldugu gergekligi
yansitilmaktadir. izleyiciden izledigi filme yabancilasmasi saglanarak gergeklesen olay hakkinda
bir eylemde bulunmasi beklenilmistir.

Adustos 1922'ydi

Gorsel 5 Kameraya bakilarak yapilan monologlar (Kumpanya Filmi, 1975)

Gorsel 5'te goruldugu gibi karakterler kameraya bakarak konusurlar. Bu d¢ anlatici, filmin
oyuncularidir. Karakterler yaptiklari monologlarda, sahit olduklari tarihsel olaylara deginirler.
Karakterler dogrudan kameraya yani seyircilere bakarak konusurlar. Buradaki amac, seyircilere
izledikleri anlatinin yalnizca bir film olmadi§i ayni zamanda da gegmisteki tarihi olaylarin bir
yansimasl oldugu gosterilmektedir. Angelopoulos, filmde U¢ anlatici kullanarak Yunanistan'in
tarihsel surecte yasamis oldugu toplumsal sorunlarini seyircisine yansitmaktadir. Birinci
gorseldeki Agamemnon karakteri, 1922 yilinda Yunanistan'in Anadolu topraklarindaki Kuguk
Asya Felaketi olarak adlandirildigi sorunlar ve Turkiye'den Yunanistan'a olan gog yolculuklarini
anlatir. ikinci gorseldeki Pylades karakteri, Yunanistan'daki i¢ savas sirasindaki tutuklanmalari
ve askerlerin uyguladiklar iskenceleri anlatmaktadir. Uglincli gorseldeki Elektra karakteri ise,
Alman isgali sonrasi Ulkedeki siyasi karisikligr ve toplumsal g¢okuntuleri anlatmaktadir.
Angelopoulos, bu u¢ karakterin bireysel sorunlari ekseninde arka planda tarihsel olaylara
deginerek, izleyicilere gortinenin ardindaki gercegi gormesine olanak saglamistir. Karakterlerin
kameraya dontk bir sekilde konusmasi da yabancilasma efektini desteklemistir.

Film, Brecht'in estetiginin temel unsurlarindan biri olan naiv bir yaklagimla gergceklesmistir.
Karakterlerin, ekseninde gerceklesen olaylarin buttininde gercegin aranmasi hedeflenmektedir.
Nutku (2015)'e gore, Brechtin naivete kavramindaki gortsd, goriinenin ardindaki gergedi
aramaktir. Nitekim Angelopoulosta Kumpanya filminde gergedin altinda yatan bir gercegin
bulunur ve gozlenebilir olmasini seyircisine yansitmistir. Film iginde tarihsel stregte gerceklesen
olaylar izleyiciye vyalin bir dille aktarnlmakta ve gergekligin arayisindaki bir yolculuk
yansitilmaktadir. Filmin ilerleyen sekanslarinda oyuncular tekrardan Golfo oyununu sergilemek
icin bir kasabaya gelirler. Oyunlari sergiledikleri tiyatro binasinin disinda gergeklesen i¢ savas
kargasaslyla tekrardan bolundr. Oyunun yarida kesilmesiyle izleyici tekrardan rahatsiz edilmistir.
Angelopoulos, oyuncularin  bir tlrli  Golfo oyununu sergilemeyisiyle Yunan tarihini
yansitmaktadir. Yarida kalan oyun, tipki savaslardan sonra i¢ kargasayla mucadele eden bir
ulkenin metaforunu olusturmustur. Brecht'in Epik Tiyatrosunda oldugu gibi toplumun yasadigi
sorunlarl anlatmanin en etkin yolu kurmacadan ziyade gercegi gostermektir. Estetik kuramda
onemli olan tarihsel olaylari canlandirmak ya da taklit etmek degil gergeklik bigimiyle
anlatmaktir. Nitekim Angelopoulos'ta seyircisine toplumsal sorunlari gergeklik 0geleriyle
gostermektedir.
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Seyirci film boyunca ileri ve geri donuslerle tarihsel olaylara taniklik etmektedir. Karakterler,
Alman askerler tarafindan yakalanir, ingiliz askerleri tarafindan esir alinir, iskenceye ugrar ve
propagandalara maruz kalir. Film boyunca da yasanan olaylardan dolayi Golfo oyunlarini bir ttrlt
sergileyemezler. Karakterler savasin ve siyasi tartismalarin arasindaki sigramalarla filmin son
sekansinda yine en basa donerler. Filmin son sahnesi aslinda filmin ilk sahnesidir. Film, bir
dongl gibi ilerler. Epik bir anlatim bigimiyle olusan filmin baslangici ya da sonu
bulunmamaktadir. Filmde aktarilan bu epizotik anlatim ile, filmin gergekligi yansitiimakta ve bu
gercekligin de son bulmayacaginin vurgusu yapilmaktadir.

Sonug¢

Angelopoulos, filmlerinde yogdunluk olarak Brecht'in yabancilastirma ve tarihsellestirme
kavramlari Uzerinde durmustur. Filmlerinde, cogunlukla olaylarin 6n planinda karakterler vardir.
Karakterlerin arka planinda da devam eden bir toplumsal olaylar vardir. Angelopoulos'un
Kumpanya filmi de Brecht'in etkisinin en yogun oldugu filmdir. Kumpanya film 6rneginde oldugu
gibi, karakterler tarihsel sureclerden etkilenmistir. Film igerisinde tarihsellestirme yapilarak,
gorunenin ardindaki gergegin sorgulanmasi saglanmistir. Filmin iginde gegen tarihsel olaylara
deginerek, toplumun bu suregteki tutumu izleyicilere aktarilmistir. Yunan tarihindeki toplumsal
sorunlar, bireysel sorunlarla birlikte islenmistir.

Kumpanya filminde, geleneksel sinema anlayisindaki katharsis ve 6zdeslesme gibi kavramlara
karsl gtkmaktadir. Filmde siklikla seyirciler, yabancilagsma kavramiyla rahatiz edilmektedir. Naiv
bir tutum, epizotik anlatim ve mesel ¢calismalarla islenip gestus, gostermeci oyunculuk, anlatimci
yapl, tarihsellestirme ve yabancilasma kavramlariyla sekillenen filmde Brecht'in estetik
kuraminin etkisini gormek mumkundur. Filmde her sahne kendi i¢in vardir. Olay orgusu tek bir
Gizgi Uzerinden ilerlemez. Olay orgusu egriler gizilerek ilerler. Olaylar arasinda ileri ve geri
donuslerle tarihsellestirme yaparak seyircisine genis bir perspektif sunmaktadir. Uzun plan-
sekanslar, muzik kullanimi, ideolojik ve tarihsel olaylara deginilmesi, donemin gergeklerini yalin
bir dille anlatmasi, kameraya bakilarak yapilan konusmalar, gestus climleleri ve gostermeci
oyunculuk 6geleriyle film igerisinde Brecht'in izlerini gormek mumkuindur.

Brecht'in etkisinin en yogun oldugu sekanslar, ileri ve geriye donus yapilan mekansal ve
zamansal sigramalar, kameraya bakilarak yapilan monologlar, izleyiciyi rahatsiz edip
0zdeslesmenin onine gecildidi yabancilasma efektleri ve oyuncularin olaylar hakkinda
izleyicilere bilgiler vermesidir. Bu yabancilagsmada hem izleyici hem karakterler hem de
sahnedeki anlatimi destekleyen unsurlari birbirine yabancilagsmistir. Bu drnekler Brecht'in Epik
Tiyatro anlayisinda da yer almaktadir. Karakterler, kendi sorunlarina karsi bakis agisi sunarken
ayni zamanda bulundugu dénemin toplumsal sorunlarina da 1sik tutmaktadir. izleyicilere her
defasinda bu izledikleri filmin, bir film oldugu gercedi yanstilmistir. izleyiciler, karakterler
ekseninde gerceklesen bireysel sorunlarin ardindan gizlenmis toplumsal olaylari irdelemeye
yonlendirilmistir. izleyicinin, filmi izlerken epik anlatimda oldugu gibi olaylar hakkinda
degerlendirme yapmasina, sorgulamasina ve elestirel bir eyleme gecmesine olanak
saglanmistir.

Bu baglamda da Angelopoulos'un Tarih Uclemesi'nde yer alan Kumpanya filmi, Brecht'in estetik
kuraminin yansimalarini gormek mimkutndur. Kumpanya filmi, Brecht'in estetigini olusturan tim
OQeleri icerisinde barindirmaktadir.

Yazar Katki Oranlari

Calismaya 1. Yazar: %50, 2. Yazar: %50 oraninda katki saglamistir.
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Cikar Catigsmasi Beyani

“Theodoros Angelopoulos’'un Sinemasinda Brecht'in Etkisi Kumpanya Film Ornegi” baslikli
makalemizin herhangi bir kurum, kurulus, kisi ile mali ¢ikar ¢atismasi yoktur. Yazarlar arasinda
da herhangi bir gikar ¢catismasi bulunmamaktadir.

Kaynakga

Aristotle. (1796/1987). Poetics (I. Tunali, Trans.). Istanbul: Remzi Bookstore.

Beekeeper, 0. (2006). On epic theatre and the concept of gestus. Journal of German Language and
Literature, 0(18).
https://dergipark.org.tr/tr/pub/iuaded/issue/1050/11877

Bordwell, D. (2000). Modernism, minimalism, melancholy: Theo Angelopoulos and the visual form. (A.
Ufuk, Trans.). New Human New Cinema, 0(7).

Brecht, B. (1967/2011). Epic Theatre (K. Sipal, Trans.). Istanbul: Agora Library.

Ding, A. (2021). Gestus music. MSGSU Journal of Social Sciences, 2(24), 657-664.
https://dergipark.org.tr/tr/pub/msgsusbd/issue/69563/1108673

Fainaruy, D. (2006). Theo Angelopoulos (M. Harmanci, Trans.). Istanbul: Agora Library.

Genco, E. (20017). In search of a director: Contemporary Greek history. (Access Date: 11.08.2021).
https://bit.ly/3EqeoKi

Horton, A. (2016). Theo Angelopoulos' Films. Princeton University Press.

Karacabey, S. (2021). Brecht and cinema: A history of an unfinished trial. In S. Sert (Ed.), The Theory of
Cinema (pp. 172-194). Istanbul: Yordam Book.

Kiral, B. (2020). Document analysis as a qualitative data analysis method. Journal of the Institute of Social
Sciences, 15, 170-1809.
https://dergipark.org.tr/tr/pub/susbid/issue/54983/727462

Monaco, J. (1977/2001). How to Read a Movie? (E. Yilmaz, Trans.). Istanbul: Capricorn Publications.

Nutku, O. (2015). Bertolt Brecht and the Epic Theatre. Istanbul: Ozgur Publications.

Ozturk, A. C. (2007). Brechtian aesthetics and examples in Turkish cinema. (Ph.D. Thesis). Marmara
University, Turkey.

Parkan, M. (2020). Brecht Aesthetics and Cinema. Istanbul: Hayalperest Publishing House.

Pop-Cursheu, I. (2022). Marxist cinema criticism in the 1930s: Brecht, Benjamin. Fondane e-scope.
https://www.e-skop.com/skopbulten/1930larda-marksist-sinema-elestirisi-brecht-benjamin-
fondane/6314

Sener, S. (2006). Theatre Thought from Past to Present. Ankara: Dost Bookstore Publications.

Tlkelay, M. A. (2010). A Non-Aristotelian Approach to Cinema: Brechtian Aesthetics. (Master's Thesis).
Beykent University.

Young, S. (2013). Crossing borders after Angelopoulos. In A. G. Kiiey (Ed.), Meeting with the Artist Theo
Angelopoulos (pp. 49-70). Istanbul: Context Publishing.



https://dergipark.org.tr/tr/pub/iuaded/issue/1050/11877
https://dergipark.org.tr/tr/pub/msgsusbd/issue/69563/1108673
https://bit.ly/3EqeoKi
https://dergipark.org.tr/tr/pub/susbid/issue/54983/727462
https://www.e-skop.com/skopbulten/1930larda-marksist-sinema-elestirisi-brecht-benjamin-fondane/6314
https://www.e-skop.com/skopbulten/1930larda-marksist-sinema-elestirisi-brecht-benjamin-fondane/6314

	Introduction
	Method
	Brechtian Aesthetics and Epic Theatre
	Brecht Influence in Angelopoulos Cinema
	Brecht's Reflections in the Company (1975)

	Result
	Author Contribution Percentage
	Conflict of Interest Statement

	Bibliography
	Giriş
	Yöntem
	Brecht Estetiği ve Epik Tiyatro
	Angelopoulos Sinemasında Brecht Etkisi
	Kumpanya (1975) Filminde Brecht’in Yansımaları

	Sonuç
	Yazar Katkı Oranları
	Çıkar Çatışması Beyanı

	Kaynakça

