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Dramatik Metinden Gorsel Dramaturjiye: Theodoros Terzopoulos’in
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Giris
Dramatik Metinden Gorsel Dramaturjiye

Kendine has kurallar1 olan dramatik metinler; rollerin belirlenmesi, dramatik ¢atismanin
varligi, karakterlerin eylemi, zaman ve mekanm kurgulanmasi gibi unsurlar1 bir araya getirerek
yeni bir teatral evren yaratir. Dramaturji calismalari, 6zellikle Avrupa merkezli tiyatro {iretimlerinin
onemli bir pargas1 olarak, dramatik yazimin bu kurallarinin yapisini, birbirleriyle olan iligkilerini ve
tutarliliklarin1 anlamak tlizere inceler. Dramatik metinlerin incelenmesi, Aristoteles’in Poetika’da,
Antik Yunan tragedyalar1 ve komedileri iizerine yaptigi analizlere kadar uzanir. Aristoteles’in
Poetika’sinin komedi bdliimii kayboldugundan dolay1 geriye doniik c¢alismalar, dramatik sanatin
kokenlerini, eserin tragedya boliimiinden anlamaya ¢alismistir. Aristoteles, tragedyalarin yapisini altt
temel kurucu unsura (olay orgiisii, karakter, diislince, dil, miizik, gosteri) ayirir (Aristoteles, 1987)
ve dogrudan bir dramaturjik 6neri sunmasa da Poetika’daki gézlemleri bugiin héla bagvurulan iyi bir
dramatik metin tiretimi i¢in temel bir rehber olarak hizmet etmektedir.

Dramaturji, 18. ylizyilda bir disiplin olarak ortaya ¢ikmis; onciiliiglinii Gotthold Ephraim
Lessing (1729-81) yapmis ve 1767 ile 1769 yillari arasinda izledigi oyunlart Hamburg Dramaturjisi
(1769) baslikl1 bir eserle yayimlamistir. Aydinlanma Cagi’nin énemli entelektiiellerinden biri olan
Lessing, bu ¢alismasinda dramaturji disiplinini biitiinciil ve pratik bir sekilde kullanan ilk dramaturg
ve elestirmendir (Lessing, 2018).

Dramaturji disiplini, teatral prodiiksiyonlarin iki farkli katmani oldugu fikrine dayanarak
gelismistir. Dramatik metin, edebi anlamda bitmis bir lirlinken sahneye sunuldugunda ise islenmemis
bir hammaddedir. Kisacasi yazili metin, sahneleme yoluyla son bigimine ulasir ve dramaturjik
calismalar bu iki asamay1 ayri ayri ele alir. Yirminci ylizyillda sanat alaninda yasanan biiyiik
degisimler, Ozellikle tiyatro sanatint da ¢ok derinden etkilemistir. Meyerhold’un beden iizerine
calismalari, Gordon Craig ve Appia gibi yonetmenlerin mekan ve 1sikla ilgili ¢esitli senografik
kavramlar tiretmelerinin ardindan, yeni gorsel estetik arayislart iginde dramatik metin Gnemini
yitirmeye baslamustir. Iki diinya savas1 arasinda gerceklesen tarihsel avangard hareketler ile mekan
doniistimleri, dilin yapisinin bozulmasi gibi 6zelliklerle dramatik metinden sapmalar goriiliir. Takip
eden yillarda meydana gelen siyasi ve toplumsal ¢alkantilar, 6zellikle 1960°larda sanatta performatif
bir doniisii tetikler.

Boylece tiyatro sanati, dramatik metinlerin sahnelenmesinde temsil estetiginden uzaklasarak
atmosfer yaratmay1 vurgulayan daha performatif bir estetige yonelmistir. Pina Bausch, Robert Wilson,
Thomas Ostermeier, Thomas Ostermeier, Robert Lepage ve Theodor Terzopoulos gibi yonetmenler,
kendi adlarmi tagiyan, imgeleme ve gorsel icerige dayali yeni teatral formlarin yaratilmasina onctiliik
etmislerdir.

Hans-Thies Lehmann, 20. yiizyilda dramatik metinden uzaklagsmay1 “Postdramatik Dénem”
olarak adlandirir (Lehmann, 2006, s.26). Bu dénemde klasik dramatik metin yapibozuma ugratilmis
ve yazar, tiyatro yapimlarinin merkezinden uzaklastirtlmistir. Dramaturji disiplininin ortaya ¢ikisinda
ve tiyatronun bir bilim dali olarak benimsenmesinde, ¢agdas Alman tiyatrosunun ve postdramatik
tiiriin 6rneklerinin etkisi bityiiktiir (Carlson, 2015, 5.579). Performans, Happening ya da imaj (goriintii,
gorsel) tiyatrosu gibi orneklerle biitiinlesen bu yeni teatral bigim, tiyatronun metinden uzaklasma
arzusunun acik bir gostergesidir (Karacabey, 2007, s.132). Yalnizca dramatik metne dayanmayan
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gorsel dramaturji, postdramatik tiyatronun 6nemli bir bilesenidir. Lehmann’a gore postdramatik
tiyatro, Antik Yunan gelenegini takip eden dramatik tiyatro gibi “kader” ile ilgilenir. Geleneksel
temsiller, anlatinin aktariminin sorumlulugunun dykiiye ve olay orgiisiine yiiklendigi estetik ve etik
deneyimlerdir. Buna karsilik, postdramatik tiyatroda kader fikri, anlat1 araciligiyla degil, oyuncunun
bedensel hareketleri, jestleri ve ifadeleri araciligryla aktarilir (Lehmann, 2006, s.173). Benzer sekilde,
Terzopoulos’un sanat anlayisinda da tiyatro sanati seyirciyi dliimle yiizlestirmelidir (Terzopoulos,
2016). Antik Yunan tragedyalarinin ana temalarindan biri olan dliimiin, yasamin bir pargasi olarak
goriilmesi gereken bir olgu olmasi, Terzopoulos’u yasam ve dliimiin bir arada var oldugu, oyuncu
ve seyircinin 6liim korkusundan ziyade, birlikte nefes aldig1 bir alan yaratmaya zorlamaktadir.
Bu c¢alisma, Theodoros Terzopoulos’un “Alarme” adli prodiiksiyonunu gorsel dramaturjik bir
perspektiften, 6zellikle geleneksel dramatik metin araciligiyla degil, goriintii, mekan, beden, ses ve
seyirciyle kurdugu iliski araciligiyla sagladigi cok katmanli deneyime odaklanarak analiz etmektedir.

Yontem

Gorsel dramaturji, yalnizca gorsel olarak diizenlenmis dramaturjiyi degil, metnin konusuna
bagl olmadan da onu kendi mantig1 i¢inde gelismeye birakan dramaturjiyi ifade eder (Lehmann,
2006, s.26). Senografi olarak da bilinen gorsel dramaturji, 6zgilin bir eserin yaratilmasinda mekan,
metin, arastirma, sanat, oyuncular, yonetmenler ve seyircilerin milkemmel sentezini destekler
(Howard, 2002, s.130). Burada elestirel odak; beden, mekan, ses, 151k ve nesneler arasindaki algilanan
iliskiden olusan imgeler {izerinedir. Gorsel dramaturjinin misyonu, izleyici ile izlenen arasindaki
iliskiyi, imgenin gosterge bilimini, post-anlatiy1 ve bedenin ya da bakisin fenomenolojisini tek bir
amaca hizmet edecek sekilde bir araya getirmektir, eylemi ve sahnedeki performansini diizenlemektir
(Radulescu, 2019).

Bu ¢alisma, performans g¢aligmalari ve gorsel dramaturji alanlarmma dayanan nitel ve
yorumlayici bir yaklagimi benimsemektedir. Yazili bir dramatik metni analiz etmek yerine, arastirma,
gorsel birimler ve performatif imgeler araciligiyla insa edilmis bir sahnelemeye odaklanmaktadir.
Analiz, izleyici deneyimini temel almakta; sahne olayini, gorsel, mekansal ve bedensel 6geler yoluyla
aciga cikan, dinamik bir anlam iiretim siireci olarak ele almaktadir.

Kullanilan temel yontem, izleyici bakis agisindan gergeklestirilen ampirik gézlemdir ve bu
gbzlem, performansta kullanilan maddi ve simgesel ogelerin betimsel analiziyle desteklenmistir.
Kavramsal ¢erceve, Erika Fischer-Lichte’nin performativite ve performansin maddeselligine iliskin
bakisina dayanmaktadir; bu sayede gorsel ve fiziksel gostergelerin dramaturjik islevleri okunabilir
hale gelmektedir. Bu yaklasim, performansin metin dtesinde anlam iretmesini saglayan estetik
stratejilerin katmanli bir bicimde degerlendirilmesine olanak tanimaktadir.

Hazir verili bir dramatik metinden uzaklagsmis performanslar, sahne ile eszamanli olarak
kendi metinlerini yaratabilir. Boylece anlam yalnizca metin tarafindan degil, performansin kendisi
tarafindan da yaratilir. Metnin yazimi, sahne ile birlikte ilerler ancak goérsel dramaturjinin, metni ve
onun kurucu yapisini tamamen terk etmedigini, aksine ona olan bagimliligini kendi ihtiyaglaria
gore yeniden degerlendirdigini belirtmek gerekir. Hangi anlarda giiglii bir imge yaratmak istedigine
bagli olarak metni yapisokiime ugratir. Gorsel dramaturjik analizler, sahnedeki imgeler ile beden,
mekan, ses ve 151k gibi gorsel ve isitsel unsurlar arasinda algilanan iligkilerin degerlendirilmesi ya
da elestirilmesidir. Gorsel dramaturjide metin, bir “performans metni” haline gelir. Sahnedeki dekor
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ve aksesuarlar, varlig1 goz ardi edilen bir arka plan olarak var olmak yerine, oyuncunun bedeniyle
aralarindaki iliskiye dayali olarak “simdi ve burada” bir seyin iretilmesine katkida bulunur.
Oyuncunun herhangi bir anda sahne iizerinde performansini yaratirken gerceklestirdigi eylemler,
seyircinin tanikligindaki her iki grup i¢in de eszamanli bir algisal stirectir. Ancak anlam; pargali, coklu
ve algisal deneyimlerin farkliligiyla var olan 6znel deneyimlere déniisiir. imge tiyatrosunun 6nde
gelen yonetmenlerinden Robert Wilson, “Bir sanat¢1 olarak sorumlulugumun bir seyin ne oldugunu
soylemek degil, ne oldugunu sormak oldugunu hissediyorum” der (Aktaran Bennet, 2009, s. 23). Bu
tiir performanslar, hikayeyi, dili ya da kelimelerin varligim1 varsaymaksizin daha fenomenolojik bir
deneyim yaratmaya caligir. Sahneye bir deneme gibi yazilan renkler, ¢izgiler, pariltilar, 151k gegisleri
ve oyuncunun bedensel hareketleri gibi birgok bilesenin yani sira mekanin geometrisi, sahnede
yaratilan dekor ve seslerin maddi varligi, gorsel bir dramaturjik analizde (hem performans oncesi
hem de sonrasi) degerlendirilir. Gorsel dramaturjik ¢alismalar, elestirmenin; performatif estetigin
tiim bilesenlerine yani mekan, beden, ses ve seyirciyle kurulan iliskiye ve tim bu unsurlar bir araya
geldiginde ortaya ¢ikan zaman doniisiimlerine bakmasini gerektirir.

1960’larda basglayan performatiflesme siireci, mekan kullaniminda ii¢ yonelime yol agmuistir.
Birincisi, Peter Brook’un vurguladig1 “bos mekéan”da, oyuncunun yaratimima ve enerjisine radikal
bir sekilde merkezi bir rol verilmesi (Brook, 1968); ikincisi, sahne iizerinde performatif bir mekan
yaratilmast ve mevcut sahnelerin alisilmadik sekillerde kullanilmasini igerir; ligiinciisii ise depo,
fabrika, orman, hastane gibi diger mekanlar lehine sahnenin tamamen terk edilmesidir (Lichte, 2016,
s. 189). Gorsel dramaturjik tiretimler i¢in tasarlanan ve benimsenen mekanlar, mekanin bir koordinat
diizlemi (yliksek, alcak, yatay, dikey, biiyiik, kii¢iik, egik, yuvarlak, dortgen vb.) olarak okunmasiyla
yaratilan geometrik algilar araciligiyla oyuncu ve seyircinin deneyimlerinde farklilasma yaratmaya
caligir.

Postdramatik tiyatro ve performans c¢aligmalarinin metinsel degil gorsel bir dramaturjik
analize tabi tutulmasi gereken bir diger alan1 da “ses” kullanimidir. Antonin Artaud gibi tiyatroyu
sozden uzaklastiran yonetmenlerin ¢alismalarinda amag, seyircinin bedeniyle biitiinlesmis bir sekilde
sesten etkilenmesini saglamaktir (Artaud, 1993). Tarihsel avangard donemde bilingdisina hitap etmek
icin “tekinsizlestirilmis” ses kullanimi, atonal sesler ve sesi, dilin anlamsal biitiinliigiinden ayiran
caligmalar bu tiirlerde siklikla benimsenen yaklasimlar olarak ortaya ¢ikmuistir.

Grotowski ve diger bazi1 yonetmenler, yapimlarinda oyuncunun bedenini ve enerjisini 6n
planda tutarak, onlari rol yarattiminda salt bir arag olarak degil, dramatik anlatinin merkezinde goriirler.
Boylece oyuncu kutsal hale gelir ve bedeninin 6zii yanarak sahnede seyirciye zuhur eden bir enerjiye
doniisiir (Grotowski, 2002). Terzopoulos da tiyatroyu her seyden 6nce oyuncunun sanati olarak goriir
ve psikofiziksel ¢alismalarla bedenin yiizyillardir bastirilmig ve bastirilmakta olan ilkel ve arketipik
haline doniisiinii arastirir. Ona gore beden fikri sanildigindan daha yiice bir kavramdir (Terzopoulos,
2016). Cesitli ses ve beden egzersizleriyle yapibozuma ugrattig1 beden, antik tiyatronun, sarabin ve
coskunun tanris1 Dionysos’u ait oldugu sahneye geri cagirmaktadir.
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Bulgular
Alarme’nin Gorsel Dramaturjik Incelemesi

Yunan yonetmen Theodoros Terzopoulos’un ilk kez 2010 yilinda Atina’da sahneledigi
Alarme, Amor ve Encore ile devam eden {iglemenin ilk performansidir. Etimesgut Belediyesi 1.
Uluslararas1 Kent Tiyatro Festivali kapsaminda 13-14 Ekim 2024 tarihlerinde Ankara Etismesgut
CKM sahnesinde sahnelenen performansin yonetmenligi ve dramaturjisi Theodoros Terzopoulos’a
aittir.! Bu ¢alisma, canli gésterimin ardindan yapilan bir “gérsel dramaturji” incelemesi sunmaktadir.

Terzopoulos, Alarme performasinda tarihsel iki kimligi ve halktan bir berdusu, hayali
bir karsilasma ile bir araya getirir. isko¢ Kralicesi Mary Stuart’1 oynayan Aglaia Pap ve Kralige
Elizabeth’i oynayan Sophia Hill’e, anlatici berdus olarak Tasos Dimas eslik etmektedir. Performans,
Ingiltere taht1 i¢in ¢atisma yasamis ama gercek hayatta hi¢ goriismemis iki kuzen olan Mary ve
Elizabeth’in ger¢ek mektuplarindan yaratilan kurgusal bir karsilasmadur. Iki kraligenin iktidar hirslar:
ve yasadiklart yogun ask-nefret iligkisi, aralarinda gelisen karsi konulamaz bir erotizm ve siddet
dongiisii olarak sahneye yansimaktadir.

Alarme’nin mekan tasarimi, gergeve bir sahne (proscenium) iizerine iist iste konumlandirilmisg
iki geometrik diizlemden olusmaktadir. Alt diizlem, berdus anlaticinin tizerinde uzandig1 yaklasik
yirmi derece egim verilmis siyah platformdur. ikinci diizlem ise iki kadin oyuncunun yiizleri birbirine
doniik sekilde yilan postiiriinde durarak, yliz iistii uzandiklari kirk bes dereceye yakin egim verilmis
diger siyah platformdur.

Fotograf 1

Aglaia Pap, Sophia Hill, Tasos Dimas’

! Etimesgut Belediyesi 1. Kent Tiyatrosu Festivali basili tanitim kitap¢igi, s.18 (2024)

2 http://attistheatre.com/en/show/alarme-2010/
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Kadin oyuncularin {izerinde uzandig platform, cesitli 151k tasarimlariyla dar bir koridor
seklinde uzamsal olarak farklilastirilmustir. iki kraliceyi oynayan oyuncular, yilan derisi goriiniimii
verilmis, tiim bedenlerini kaplayan taytlar giymektedir. Benzer bir yilan goriintiisii, anlaticida da
vardir. Her ili¢ oyuncu da tiim performans boyunca yerde siiriinmektedir.

Performansin alani olan tiyatro sahnesi, yapilan tasarimla birlikte keskin ¢izgilerin ve egik
platformlarin oldugu performatif bir alana donistiiriilmiistiir. Mekan dogrudan mimetik bir mekan
degildir, bir yeri temsil etmez. Yarattigi imgeler ile her seyirci, farkli bir yeri/durumu (koridor,
topragin alt1 v.b) algilayabilir. Mekédn Oylesine bir arka fon olarak kullanilmaz; bundan ziyade
oyuncularmm icrasinin dogrudan iginde, onlar1 zorlayan gergcek zamanli bir alandir. Yilan derisi
giymis oyunculari siirlinmeye zorlayan bu geometrik diizenleme, oyuncularin kendilerini seyircilerin
ontlinde “siirlinliyor-mus gibi” oldugu bir performansin aksine, oyuncularin beden hiinerine taniklik
edilmesini saglamaktadir.

Alarme’de aktarilan imgeler, konvansiyonel bir tiyatro oyunundaki gibi hem gostergebilimsel
olarak anlamlar {iretir hem de gdsterim aninda iiretilen yogunlagtirilmis imgelerle fenomenolojik
bir etki yaratirlar. Ornegin iki kralicenin egimli bir platform iizerinde sadece karm ve bacak iistii
kaslarini kullanarak birbirlerine ulasmaya ¢aligsmalarinin seyirci tizerinde yarattigi etki, ayni zamanda
gostergesel acgidan iki kralicenin birbiriyle tarihsel olarak var olan yakinlagmasi ve uzaklagmasi
olarak okunabilir. Fakat burada 6nemli olan, gostergebilimsel incelemede yaratilan anlam hi¢ var
olmasa bile (seyirci iki kraligenin tarihsel hikayesini hi¢ bilmese de) etkileyici olan sey, sahnede iki
kadin oyuncunun performatif olarak yarattigi oldukca giiglii mevcudiyetleridir. Therzopolos, Alarme
performansinda bu iki katmani st {iste oturtmak konusunda ¢arpici bir 6rnek sahnelemistir. Klasik
dramatik metinde var olan gosteren ve gosterilen ikiligi, Therzopolos’un ¢alismasinda gosterenin de
gosterilen icinde eridigi bir yapiya doniisiir. Sahnede imaj olarak iki vahsi bedenin birbiriyle olan gii¢
miicadelesini goriiriiz. Yilan derisi kaplanmis olan iki kadin figiir, gosterge olarak iki kraliceyi temsil
eder. Birbirinden ayr ve degisken iki kimligi temsil eden bu bedenler ayni anda hem yilan hem de
kraligedirler. Hayvan ve insanin ayni bedende tezahiirii, gdstergebilimsel agidan kraligelerin karanlik
karakterleri ve birbirleriyle olan ask ve nefret iliskileri, tipki yeraltindaki deliklerde siiriinen iki y1lan
gibi gorsel bir yaratimla yansitilir. Isikla yaratilan etki, canli olarak yine ¢ift katmanlilig1 isaret eder.
Yilan-bedenler yeraltinda uyanir, savasir sonra yine karanlikta kaybolurlar. Ayni tarihin iginden
firlatilmis iki kralige karakter gibi bakisa sunup, sonra kendilerini sessizce geri ¢ekerler. Mekan bir
tiyatro sahnesinin yani sira, miize i¢in yapilmis bir enstalasyonu andirmaktadir. Oyuncular da ilgili
gozlere agilmis birer eser gibi seyirciye sunulmustur.

Terzopoulos tarihsel bir dykiiyii yapisokiime ugratip yeniden kurguladigi bu performansinda,
rolleri diyaloglarla birbirinden ayiran belirli bir metin kullanmaktadir. Fakat, yonetmen, metni ve
onun kullandig: dili tek bir iletisim araci olarak gormez. Karakterlerin karsilikli diyaloglart ya da
berdusun anlattiklari ile hikaye seyirci tarafindan anlasilmaya baslar.
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Fotograf 2
Aglaia Pap, Sophia Hill?

Diyaloglardan iki kralicenin birbiri ile olan agk-nefret iliskisi, iktidar kavgasi, halkin olumsuz
gortsleri anlasilir. Fakat bir siire sonra dilde yapisokiim baglar. Artik tekrarlardan olusan yeni bir
iletisim bigimi devreye girer. iki kadin karakter, tekerleme sdyler gibi birbirlerine kiifiir etmektedir.
Bedenleri siirtinerek gittikce birbirine yaklasir ve birbirlerinin ylizlerine karsi durmaksizin anlamli
anlamsiz kelimeler siralamaya baglarlar. Boylece dil artik anlam veremez hale gelir ve iletisim bir
krize doniisiir. Ozellikle sik sik Ingilizce kliseler duyulur ve izleyiciye sadece ritmik ve coskulu
sesler, nefes alip vermeler ve kelime dizileri kalir. Bdylece ses, anlamin kurucusu olan sézden ayrilir.
Ses, kendi maddeselligini gdstererek nefes alip vermelerde kendini dayatir ve anlam bu dayatmanin
tezahiiri ile dogar.

Alarme performansinda 6zellikle dikkat ¢eken nokta, ii¢ oyuncunun performans boyunca
karin duruslarini (yilan durusu) koruyabilmeleri ve diyaframlarini giiglii bir sekilde kullanmaya
devam etmeleridir. Terzopoulos’a gore, diyaframlar1 gelismemis oyuncular sahnede gogiis nefesi
alirlar, bu da solunan havanin gereksiz yere kullanilmasina ve ses telleri iizerinde yogun baskiya
yol acar. Dogru diyafram nefesi, oyunculara uzun siire dayanma giicii verir ve yorgunlugu azaltir
(Terzopoulos, s.59).

Zorlayiciligim siirekli hareket halinde olmaktan degil, tam tersi durmaktan ve yavaslhigindan
alan bu performans, oyuncularin sahnede kendi bedenlerine de bir meydan okumadir. Ister dramatik
metin geregi yapilsin isterse gorsel bir konsept ile yola ¢ikilsin, bu tiirden bir meydan okuma, tiyatro
sanatinin ana unsuru olan oyuncunun icract niteligini yeniden 6ne ¢ikarma talebidir. Seyirci ve oyuncu
ayn1 anda sahnede olan gergek bir seyi deneyimlemektedir. Estetik haz, sadece bagka bir diinyanin
temsili olan bir metinden degil, canli olarak orada iiretilen seyin zorlugu ya da herhangi baska bir
sebeple verdigi duyusal tepkiden kaynaklanmaktadir. Terzopoulos, Dionysos ruhunu sahneye geri
cagirmay1 onerdigi Dionysos’un Doniisli kitabinda siklikla diyafram ¢alismalari iizerinde durur.
Diyafram nefesi ¢aligmalari, pelvis bdlgesinde yer alan {i¢ temel enerji alanimi aktiflestirir. Birinci
enerji alani; kuyruk sokumu, aniis, {ireme organlari {icgeni arasindadir. Ikinci enerji alani; gébek

3 http://attistheatre.com/en/show/alarme-2010/
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deligi, {ireme organlari, aniis arasindadir. Ugiincii enerji alani; bas, aniis, {ireme organlar1 arasindadir
(Terzopoulos, s.19). Alarme performansinda da agik¢a oyuncularin bu enerji bolgelerine 6zel olarak
calistiklari, yilan postiirleri sirasinda baslarinin dikey kullanimi, gobek delikleri ve {ireme organlari
tizerinde giic uygulama, kuyruk sokumu ve aniis eksenini de siiriinme eylemi igin aktif kullanimi
gorliir. Boylece Terzopoulos, oyuncu egitimi i¢in bir egzersiz gelistirmenin yani sira egzersizlerini
de birebir performans aninda kullanilacak birer imaja doniistiirmektedir.

Performans sirasinda iki yilan-beden birbirine yaklasir ve yilan-bedenler arasindaki erotik
gerilimin artti§1 bir anda, ritmik hareketler ve oyuncular Oplisme yoluyla agizlarindaki plag:
digerinin diline aktarir. Boylece iki kralice arasindaki arzunun ve miicadelenin yogunlugu semiyotik
olarak tasvir edilirken fenomenolojik diizlemde ise bir hayvan bedeni deneyimlenir. Bunun igin
estetik performanslarda siklikla bagvurulan bir yaklagim olarak malzemeyi ve bedeni kendi fiziksel
olanaklartyla kullanma fikri goriiliir. Bu eylem, seyirci iizerinde duyusal bir etki yarattig1 gibi ayni
anda metnin temsil katmanindaki hikdyeye de hizmet eder. Ama hedefi, herhangi bir seyi temsil
etmeye hizmet etmese bile kendi bagina giiclii bir imaj yaratmaktir.

Fotograf 3
Aglaia Pap, Sophia Hill?

Alarme’de y1lan-bedenler birden fazla dilde konusurlar. Diyaloglarinda iki kraligenin Ingiltere
taht1 hakkindaki atigmalari, anlatict berdusun ise iktidar sahiplerine olan 6fkesi, garesizligi ve halk
adina olan umutsuzlugu duyulur. Cagdas siyasi referanslarin oldugu, 6lim ve kan kelimelerinin
tekrarlandig1 motiflerle kurulmus olan diyaloglar ¢ok dillidir. Konustuklar1 ingilizce, Fransizca ve
bu gosterime 6zel Tiirkge gibi dillerin klise sozlerinin tekrarlarindan olusan bir s6z dizgesi vardir.
Ses ve soluklar zaman zaman hayvan bedenine ait bir doniisiim gegirir. Bilingdigina yonelik bu sesler
ritmik bir diizen alir. Ama bu diizen aslinda kaosun kendi i¢ diizenidir. Ritim kendi basina seyirci
ile konusmaya baslar. Diisiince, ritimden dogmaya baslar; ritim, maddeyi ele gegirir ve enerji ortaya
cikar.

Alarme’de resmedilen imgeler, tiim fenomenolojik unsurlarin ayni anda ortaya ¢iktig1, yogun
enerji anlarini igerir ve anlam bu yogunluga niifuz eder. Yogun enerji anlarinda zaman ve mekan

* http://attistheatre.com/en/show/alarme-2010/
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acilir, genisler ve her seyi kusatir hale gelir. Bu, Alarme’nin zaman kullaniminda bir anomalidir.
Bedenlerin yavas hareketiyle zaman neredeyse durur ve seyirci, dogast kisiden kisiye degisen
karanlik gecitlerden asagiya cekilir - yilanlarla yeraltina, sahneye ve hatta zihnin i¢ine taginarak ¢ok
anlamli bir diizlem yaratilir. Burada 6nemli olan neyi temsil ettigi degil, izleyicinin tam da o anda
deneyimledigi tuhaflik ve yogunluk, normal hayatin ortasinda unutulan bir seyi hatirlatmasidir.

Sonug

20. ve 21. ylizyilda avangart yonetmenler tarafindan gelistirilen yeni tiyatro bi¢imleri,
tiyatronun edebi yoniiniin kurucu unsuru olan dramatik metni yapibozuma ugratarak, bu metnin
tiyatro i¢indeki hiyerarsik konumunu yeniden diizenlemistir. Gorsel dramaturji ile incelenebilecek
yapitlar, dramatik bir metin mevcutsa onun mutlak belirleyiciligini kirar; metin yoksa kendi
kavramsal ¢ergevesini olusturur. Bu yapitlar; sahne, beden, ses, 1s1k ve seyirci gibi tiyatronun diger
ogeleriyle birlikte yaratim aninda yogunlastirilmig anlar iireterek imgeler uyandirir. Dolayisiyla
gorsel bir dramaturjik elestiri de odak noktasina bu tiirden performatif araclar1 koyar, onlari tartigir
ve degerlendirir. Bu performatif araglari igeren tiyatro performanslari, yalnizca statik temsiller degil,
oyuncu ve seyircinin zaman ve mekéan icinde ortaklasa yarattigi dinamik birer yaratim siirecidir.
Seyirci sahnedeki olaylar izlerken, daha 6nce hi¢ deneyimlemedigi ve baslangigta kendisine yabanci
gelebilecek bir zaman ve mekana adim atar. Ancak oyun ilerledikce, sahnedeki atmosfer seyirciyi
giderek daha fazla igine ¢eker. Zaman ve mekanin birlestigi bu 6zel alanda, bir bosluk ya da oyuk
acilir ve seyirci ile oyuncu “yeni” bir diinyada bir araya gelir. Bu anlik yogunlasmalar, sahnenin
zaman ve mekan1 boyunca biiyiilii bir sekilde genisleyerek her iki taraf igin de yogun ve dinamik bir
etkilesim alani1 yaratir.

Glinimiiz ¢agdas tiyatro yonetmenlerinden Theodoros Terzopoulos da sahnede
yogunlastirilmis “anlar” ve imgesel derinlik yaratmaya odaklanan ydnetmenlerden biridir.
Terzopoulos, biyodinamik oyunculuk teknigini kullanarak, tiyatro tarihinin en basindan bu yana
siiregelen Dionysoscu-Apolloncu ikilige referansla, unutulmus Dionysoscu bedeni hem oyuncunun
bedeninde hem de seyircinin beden-zihninde geri ¢agirmay1 amacglar. Ona gore, logos merkezli
diisiince yapisinin bastirdigi ve unuttugu bu ilksel beden, yalnizca insanin karanlik, ilkel yanlarini
yeniden kesfetmesiyle hatirlanabilir ve yeniden 6grenilebilir (Terzopoulos, 2016). Bu yaklagimin
somut bir 6rnegi olan Alarme adli performansinda, Ingiltere Kraligesi Elizabeth I ile Isko¢ Kraligesi
Mary arasindaki simbiyotik iliski, yilan-bedenli figiirler aracilifiyla sahneye tasinir; siiriingen
benzeri bu varliklar yerin altindan ¢ikarak seyircinin kolektif beden hafizasina dokunur ve tarihsel,
biyolojik bir ge¢misin imgesel katmanlarina ulasir. Billington’un ifadesiyle Alarme, deneysel
tiyatronun ihtiya¢ duydugu radikal estetik duyarliligi ve diistinsel derinligi kusursuz bicimde
sahneye yansitir (Billington, 2012). Oyuncular, geleneksel tiyatro kodlarinin 6tesine gegerek, adeta
karanlik bir miizede sergilenen arkeolojik bedenler gibi sahnede var olur. Attis Theatre’in 2010°daki
yorumunda, Brecht’in savaslar arasi donemde dile getirdigi gibi, “derimizi bile satacagimiz” bir
cagda, bu bedenler artik sadece temsil eden degil, kendileri sergilenen nesneler haline gelir (Attis
Theatre, 2010).

Penelope Chatzidimitriou’ya gore, Theodoros Terzopoulos’un Alarme adli performansi, dili
yalnizca bir iletisim arac1 olarak degil, ayn1 zamanda kimligin insasinda belirleyici ve baskilayict
bir unsur olarak ele alir. Anlatict karakterin pargali, bazen kiifiirlii ve yabanci dillerdeki ifadeleri
araciligtyla, seyirci, dilin somiiriicii ve sOmiirgelestirici yapisiyla yilizlesmeye davet edilir.
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Terzopoulos, Shakespeare’in The Tempest oyunundaki Caliban karakterine benzer bir figiir yaratir:
Kendisine 6gretilen dili yalnizca lanet etmek i¢in kullanan, bdylece hem iktidarin diline karsi
direnen hem de o dilin sinirlart iginde kalan bir anlatict. Dilin, bireyin diisiinme ve kendini ifade
etme olanaklarini sekillendirdigi, dolayisiyla bireyin 6zgiirliik alanini da belirledigi vurgulanir. Bu
baglamda dil, yalnizca bir anlatim bi¢imi degil, ayn1 zamanda bir tahakkiim aracidir. Terzopoulos’un
bu yaklasimi, performansin merkezine dili yerlestirerek otorite ve temsil iliskilerini sarsmay1 da
hedefler (Chatzidimitriou, 2015).

Cristina Radulescu’nun From Dramatic Text to Visual Dramaturgy adli ¢alismasi, bu
doniisiimii kavramsal olarak destekler ve sahneye dair performatif sistemin, postdramatik donemde,
metin merkezli yapilarin yerini gorsel dramaturjiye biraktigin belirtir (Radulescu, 2019). Ona gore
gorsel dramaturji; beden, mekan, 151k, ses ve nesneler arasindaki algisal iliskilere odaklanarak imge,
beden fenomenolojisi ve seyirci bakisi izerinden anlam Orgiisiinli yeniden kurgular.

Bu nitel ve ampirik temelli yaklasim, sahnelemede bagvurulan metin Gtesi estetik stratejileri
katmanli bicimde degerlendirmis; performansi yalnizca temsili bir eylem degil, izleyici tarafindan
deneyimlenen iliskisel ve doniistiiriicii bir olay olarak ele almistir. Radulescu’nun formiilasyonuyla,
gorsel dramaturji “eylem orgiistinli perform edilecek sekilde diizenlemeye” yonelik bir misyondur.
Metnin hiyerarsisini ortadan kaldiran bdyle bir tasarim, izleyiciyle olan iliskiyi yeniden kurgulayarak
sahnede anlam {iretim siireclerini goriiniir kilar

Elde edilen bulgular, gorsel dramaturjinin salt bir analiz teknigi olmadigini; ayn1 zamanda
cagdas sahne sanatlarini anlamada kullanilabilecek yeni bir ampirik yontem olarak onerilebilecegini
gostermektedir. Bu yoOntem; sahnede beden—mekan—nesne—1sik—perspektif gibi temel estetik
bilesenlerin izleyici-algi etkilesimindeki roliinii katmanli bi¢imde agiga ¢ikarir. Sonug olarak gorsel
dramaturji; performansm anlam iiretim siireglerini, izleyici deneyimi iizerinden inceleyen, metne
indirgemeyen ama transdisipliner anlam katmanlarina imkan veren, etkili ve yenilik¢i bir metodolojik
arag olarak one ¢ikmaktadir.
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Introduction
From Dramatic Text to Visual Dramaturgy

Dramatic texts, which have their own rules, create a new theatrical universe by bringing
together such elements as the determination of roles, the existence of dramatic conflict, the action of
the characters, and the construction of time and space. Dramaturgy studies examine the structure of
these rules of dramatic writing to understand their relationship and consistency with each other as
an important part of especially Eurocentric theatrical productions. The study of dramatic texts dates
back to Aristotle’s analyses of Ancient Greek tragedies and comedies in Poetics. Since the comedy
section of Aristotle’s Poetics has been lost, retrospective studies have sought to understand the origins
of dramatic art from the tragedy section of the work. Aristotle breaks down the structure of tragedies
into six basic constitutive elements (plot, character, thought, language, music, spectacle), and while
he does not offer a direct dramaturgical proposal, his observations in Poetics have long served as a
basic guide to the production of good dramatic text that is still referenced today (Aristotle, 1987).
Dramaturgy emerged as a discipline in the 18th century, pioneered by Gotthold Ephraim Lessing
(1729-81), who critiqued the plays he had watched between 1767 and 1769 in a publication entitled
Hamburg Dramaturgy (1769). Lessing, one of the key intellectuals of the Age of Enlightenment, was
the first dramaturg and critic to make holistic and practical use of the discipline of dramaturgy in this
work (Lessing, 2018).

The discipline of dramaturgy developed based on the idea that there are two distinct layers
to theatrical productions, in which the theatrical text is a finished product in a literary sense; while
what is presented on stage is the unprocessed raw material. In short, the written text reaches its final
form through staging, and dramaturgical studies deal with these two stages separately. The great
changes witnessed in the arts in the 20th century were particularly profound in theatre. Following
Meyerhold’s studies of the body and various scenographic concepts related to space and light
produced by directors such as Gordon Craig and Appia, dramatic text started to lose its importance
amid the search for new visual aesthetics. The historical avant-garde movements that arose between

the two world wars saw dramatic text being afforded less priority in favour of transformations
of space and deconstructions of language. The political and social upheavals that occurred in the
years that followed instigated a performative turn in the arts, particularly in the 1960s.

The art of theatre has thus moved away from the aesthetics of representation in the staging
of dramatic texts towards more performative aesthetics that emphasise the creation of atmosphere.
Directors such as Pina Bausch, Robert Wilson, Thomas Ostermeier, Thomas Ostermeier, Robert
Lepage and Theodor Terzopoulos spearheaded the creation of new theatrical forms that took their
names, based on imagery and visual content.

Hans-Thies Lehmann refers to this departure from dramatic text in the 20th century as the
“Postdramatic Period” (Lehmann, 2006, p.26), in which classical dramatic text was deconstructed,
removing the author from the centre of theatrical productions. The emergence of the discipline of
dramaturgy and the adoption of theatre as a science was driven in no small part by contemporary
German theatre and its examples of the postdramatic genre (Carlson, 2015, p.579). This new
theatrical form, which is integrated with examples such as performance, Happening or image (image,
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visual) theatre, was a clear indication of the desire of theatre to move away from the text (Karacabey,
2007, p.132). Visual dramaturgy that does not rely solely on dramatic text is a key component of
postdramatic theatre. According to Lehmann, postdramatic theatre, like the dramatic theatre following
the Ancient Greek tradition, deals with “fate”. Traditional representations are aesthetic and ethical
experiences in which responsibility for the transmission of the narrative is placed on the story and
the plot. In contrast, in postdramatic theatre the idea of fate is conveyed not through the narrative, but
through the actor’s bodily movements, gestures and expressions (Lehmann, 2006, p.173). Similarly,
in Terzopoulos’ understanding of art, the art of theatre should bring the audience into confrontation
with death (Terzopoulos, 2016). Death, as one of the main themes in Ancient Greek tragedies, is
a phenomenon that should be considered part of life, compelling Terzopoulos to create a space in
which life and death coexist, where the actor and the audience breathe together rather than being in
fear of death.

Methodology

Visual dramaturgy does not refer to dramaturgy that is visually organised, but rather
to dramaturgy that is not tied to the subject of the text, leaving it free to develop under its own
logic (Lehmann, 2006, p.26). Visual dramaturgy, known also as scenography, supports the perfect
synthesis of space, text, research, art, actors, directors and audiences in the creation of an original
piece (Howard, 2002, p.130). Here, the critical focus is on the images formed out of the perceived
relationship between body, space, sound, light and objects. The mission of visual dramaturgy is to
bind together the relationship between the viewer and the viewed, the semiotics of the image, the
post-narrative and the phenomenology of the body or the gaze to serve a single purpose: to organise
the action and its performance on stage (Radulescu, 2019).

This study adopts a qualitative interpretive approach rooted in performance studies and visual
dramaturgy. Rather than analyzing a written dramatic text, the research focuses on a performance
constructed through visual units and performative images. The analysis is grounded in the spectatorial
experience, treating the stage event as a dynamic process of meaning-making that unfolds through
visual, spatial, and corporeal elements.

The primary method employed is empirical observation from the perspective of the audience,
supported by descriptive analysis of the material and symbolic elements used in the performance. Erika
Fischer-Lichte’s theory of performativity and the materiality of performance provides the conceptual
framework, enabling a reading of how visual and physical signs function dramaturgically. This
approach allows for a nuanced evaluation of the aesthetic strategies through which the performance
generates meaning beyond text.

Performances that are allowed to move away from a given dramatic text can create their
own texts simultaneously with the stage. Meaning is thus created not only by the text, but by the
performance itself. The writing of the text progresses together with the stage, although it should
be noted that visual dramaturgy does not fully abandon the text and its constitutive structure,
but rather re-evaluates its dependence on it according to its own needs. It deconstructs the text,
depending on which moments it wants to create a powerful image. Visual dramaturgical analyses
are evaluations or critiques of the relationships perceived between the images on the stage and the
visual and auditory elements, such as bodies, space, sound and light. In visual dramaturgy, the text
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becomes a “performance text”. Instead of existing as a background whose presence is ignored, the
décor and accessories on stage contribute to the production of something “here and now” based
on the relationship between them and the actor’s body. The actions of the actor as they create their
performance on the stage at any given moment are a simultaneous perceptual process for both groups
in the witness of the audience. The meaning, however, is fragmented, multiple and transformed into
subjective experiences that exist through the differences of perceptual experiences. Robert Wilson,
one of the leading directors of the theatre of the image, says, “I feel that my responsibility as an
artist is not to say what something is, but to ask what it is” (Bennet, 2009, p. 23). Such performances
seek to create a more phenomenological experience, without presupposing the story, language or
the presence of words. The many components, such as colours, lines, glare, light transitions and the
bodily movements of the actor that are written on the stage like an essay, as well as the geometry
of the space, the scenery created on the stage and the material presence of sounds, are assessed in a
visual dramaturgical analysis (both pre- and post-performance).

Visual dramaturgical studies require the critic to look at all the constituents of the performative
aesthetic, being the space, the body, sound and the relationship with the audience, as well as the time
transformations that occur when all these elements come together. The performativisation process
that began in the 1960s led to three orientational branches in the use of space. First, in the “empty
space” emphasised by Peter Brook, the creation and the energy of the actor are radically given a
central role (Brook, 1968); the second involves the creation of a performative space on the stage and
the use of existing stages in unusual ways; and the third abandons the stage completely in favour of
other spaces, such as warehouses, factories, forests, hospitals, etc. (Lichte, 2016, p. 189). The spaces
designed and adopted for visual dramaturgical productions seek to differentiate the experiences of
the actor and the audience through the geometric perceptions created by reading the space as a
coordinate plane (high, low, horizontal, vertical, large, small, oblique, round, quadrilateral, etc.).

Another area in which postdramatic theatre and performance studies need to be subjected
to a visual rather than textual dramaturgical analysis is in the use of “sound”. Within the works of
such directors as Antonin Artaud and others who distance theatre from words, the aim is to have
the audience affected by sound in an integrated way with the body (Artaud, 1993). The use of
“uncannyised” sound to appeal to the unconscious in the historical avant-garde period, as well as
atonal sounds and works that separated sound from the semantic integrity of language emerged as
frequently adopted approaches in these genres.

Grotowski, and some other directors, prioritise the body and energy of the actor in their
productions, considering them to be at the core of the dramatic narrative rather than a mere tool for
role creation. The actor thus becomes sacred, and the substance of his/her body burns and becomes an
energy that manifests to the audience on stage (Grotowski, 2002). Terzopoulos also considers theatre
to be, first and foremost, the art of the actor, and investigates the return of the body to its primitive
and archetypal state, having been suppressed and repressed for centuries, through psychophysical
studies. According to him, the idea of the body is a higher concept than expected (Terzopoulos,
2016). The body, which he deconstructs through various sound and body exercises, recalls Dionysus,
the ancient god of theatre, wine and ecstasy, back to the stage where he belongs.
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Findings
Visual Dramaturgical Analysis of Alarme

The Alarme, Amor and Encore trilogy of Greek director Theodoros Terzopoulos was first
staged in Athens in 2010, while the performance at Ankara Etimesgut CKM on 13-14 October,
2024 directed and dramaturged by Terzopoulos, was staged as part of the Etimesgut Municipality
Ist International City Theatre Festival. A “visual dramaturgy” analysis of the live performance is
presented here.

In Alarme, Terzopoulos brings together two historical figures with a common tramp in
an imaginary encounter. The roles of Mary, Queen of Scots and Elizabeth I are played by Aglaia
Pap and Sophia Hill, respectively, while Tasos Dimas plays the role of the tramp and narrates the
performance. The performance is a fictionalised encounter based on the original letters exchanged
by Mary and Elizabeth, two cousins who clashed for the throne of England but never met in real life.
The ambitions for power of the two queens and their intense love-hate relationship are reflected on
stage as an irresistible cycle of eroticism and violence develops between them.

The spatial design of Alarme comprises two geometric planes positioned one above the other
on a frame stage (proscenium). The lower plane is a black platform on which the tramp/narrator lies
that is inclined at an angle of around 20 degrees, while the two female actors lie facing each other on
the second plane, differentiated as a narrow corridor with various light designs.

Photo 1

Aglaia Pap, Sophia Hill, Tasos Dimas’

5 http://attistheatre.com/en/show/alarme-2010/
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The actors playing the two queens wear tights with a snakeskin appearance that cover their
entire bodies, and the tramp/narrator has a similar snakeskin attire. All three actors crawl on the floor
throughout the performance.

The stage of the performance has been transformed into a performative space with sharp
lines and inclined platforms. The space is not directly mimetic, and represents no specific location.
Through the images it creates, each audience member can perceive a different place/situation (corridor,
underground, etc.). The space is not simply a backdrop, but rather a real-time setting that challenges
the performances of the actors. This geometric arrangement compelling the snakeskin-clad actors to
crawl allows us to witness the dexterity of the actors, in contrast to “crawling” performances in which
the actors stage themselves in front of the audience.

The images conveyed by Alarme, similar to conventional theatrical productions, produce
semiotic meanings and create a phenomenological effect, with the intensified images produced at the
moment of performance. For example, the effect on the audience of the two queens trying to reach
each other on an inclined platform using only their abdominal and upper leg muscles can be said to
symbolise the historical convergences and divergences of the two queens. But what is important here
is that even if the meaning created in the semiotic analysis does not exist at all (even if the audience
does not know the historical story of the two queens at all), what is impressive is the very powerful
performative presence of the two female actors on the stage. Terzopoulos has produced a striking
example of overlaying in his production of Alarme. The duality of the signifier and the signified
within the classical dramatic text is transformed in Terzopoulos’ production, in which the signifier
melts into the signified. We witness the power struggle between two wild bodies as an image in
which the two snakeskin-clad female figures represent two queens as signifiers. Representing two
separate and variable identities, the bodies are simultaneously snakes and queens, and the melding
of the animal/human in the same body, the dark characters of the queens in semiotic terms and their
love-hate relationship are reflected in a visual creation in which the main figures are represented by
two snakes crawling underground. The effects created with light again point to double-layeredness
as a living being. The snake-bodies wake up underground, fight and then disappear again into the
darkness. Like two queenly characters thrown out of history, they are presented to the gaze and then
quietly withdraw. The space resembles a theatre stage as well as a museum installation in which the
actors are presented to the audience as artifacts opened to interested eyes.

Terzopoulos deconstructs and restructures the historical narrative within the production,
using a specific text that separates the roles through dialogue, although the director does not treat
the text and its language as the only means of communication. The story begins to be understood
by the audience through the dialogue of the characters and the narration, revealing the love-hate
relationship between the two queens, their struggle for power and the negative opinions of the people.
After a while, however, the deconstruction of language begins and a new form of communication
involving repetition comes into play. The two female characters swear at each other in the style of
nursery rhymes; their bodies crawl closer and closer to each other and they start to spout meaningless
words continuously into each other’s faces. Language is thus no longer able to impart meaning and
communication becomes a crisis. In particular, frequent English language clichés can be heard, and
the audience is left with only rhythmic and enthusiastic sounds, breathing and word strings. The
voice is thus separated from the word, the founder of meaning. The sound imposes itself in breaths
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and exhalations, showing its own materiality, and meaning is born with the manifestation of this
imposition.

Of particular note in the performance of Alarme is the ability of the three actors to maintain
their abdominal postures (snake posture) throughout the performance and their continued strong
diaphragm use. According to Terzopoulos, actors with underdeveloped diaphragms take chest
breaths on stage, leading to the unnecessary use of exhaled air and intense pressure on the vocal
cords. Correct diaphragmatic breathing gives actors the strength to endure long-term use and reduces
fatigue (Terzopoulos, p.59).

Photo 2
Aglaia Pap, Sophia Hill’

It is not constant motion that challenges the actors, but rather the stillness and slowness of
movement required for the roles and resulting strain on their bodies on stage. Whether adopted to
suit a dramatic text or a visual concept, such challenging performances merit a reassessment of the
performative quality of the actor, as the main element of the art of theatre. The audience and the
actor simultaneously experience something real happening on stage in which aesthetic pleasure is
derived not from a text representing another world, but from the sensory response to the difficulty
of the role being produced. Terzopoulos often stresses the need for diaphragmatic exercises in
his book “The Return of Dionysus”, in which he proposes the return to the stage of the spirit of
Dionysus. Diaphragmatic breathing activates three basic energy fields in the pelvic region. The first
lies within the sacrum, anus and reproductive organs triangle; the second between the belly button,
reproductive organs and anus; and the third between the head, anus and genitals (Terzopoulos, p.19).
For productions of Alarme, the actors must exercise all these energy zones, being required to lift their
heads vertically to mimic snake postures, exerting force on the belly button and genitals, and actively
using the sacrum and anus axis for the crawling action. Terzopoulos has thus developed exercises for
actor training, and has transformed them into an image that can be used in one-to-one performances.

During the performance, the two snake-bodies approach each other and transfer the
plaque from their mouths to the tongue of the other through rhythmic movements and kissing in

6 http://attistheatre.com/en/show/alarme-2010/
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a moment of increased erotic tension between the snake-bodies. The intensity of desire is thus
produced and the intensity of the struggle between the two queens is depicted semiotically, while
on the phenomenological plane an animal body is experienced. For this, the idea of using the
material and the body with its own physical possibilities, as an approach often employed in aesthetic
performances, is seen. This resulting sensory effect on the audience simultaneously serves the story
within the representational layer of the text, creating a powerful image in its own right that does not

necessarily have a representative purpose.

Photo 3
Aglaia Pap, Sophia Hill’

The snake-bodies speak in more than one language in Alarme. The dialogue includes
quarrels of two queens over the throne of England, as well as the rants of the narrator/tramp against
those in power and the despair and hopelessness of the people. The dialogue is multilingual, adopting
contemporary political references and motifs in which the words death and blood are often repeated.
The actors speak English, French and, for this screening, Turkish, with a syntax consisting of
repetitive utterings of clichéd terms form the three languages. The voices and breathing of the actors
occasionally undergo transformation belonging to the animal body, with unconscious sounds taking
on a rhythmic order that is actually an internal order of chaos. The rhythm begins to speak to the
audience on its own, thoughts emerge from rhythm, rhythm takes over matter, and energy emerges.

The images portrayed in Alarme include moments of concentrated energy when all
phenomenological elements emerge simultaneously, and meaning permeates through this intensity.
In the moments of intense energy, time and space open up, expand and become all-encompassing.
This is an anomaly in Alarme’s use of time. With the slow movement of the bodies, time almost
stops and the audience is taken down dark passageways that differ in nature from person to person
— carrying them underground with snakes, onto the stage or even inside the mind, creating a very
meaningful plane. What is important here is not so much what it represents, but the strangeness
and intensity experienced by the spectator at that precise moment, reminding them of something
forgotten in the midst of normal life.

7 http://attistheatre.com/en/show/alarme-2010/
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Conclusion

In the 20th and 21st centuries, new forms of theatre developed by avant-garde directors have
deconstructed the dramatic text, which is a foundational element of theatre’s literary aspect, and
restructured its hierarchical position within the theatre. Works that can be examined through visual
dramaturgy break the absolute determinism of a dramatic text if it exists; if there is no text, they create
their own conceptual framework. These works generate images by producing intensified moments
in the act of creation in conjunction with other theatrical elements such as the stage, body, sound,
light, and audience. Therefore, a visual dramaturgical critique focuses on these performative tools,
discussing and evaluating them. Theatre performances that incorporate these performative tools are
not static representations but dynamic creative processes co-created by the actor and audience in time
and space. As the audience watches the events on stage, they step into a time and space that they have
never experienced before and which may initially seem foreign. However, as the play progresses,
the atmosphere on stage gradually draws the audience in. In this unique space where time and space
converge, a void or gap opens, and the audience and the actor come together in a “new” world. These
fleeting intensifications expand in a magical way throughout the stage’s time and space, creating a
vibrant and dynamic interaction space for both parties.

One of today’s contemporary theatre directors, Theodoros Terzopoulos, is also focused
on creating intensified “moments” and images on stage. Using the biodynamic acting technique,
Terzopoulos aims to revive the forgotten Dionysian body within both the actor’s body and the
audience’s body-mind, referencing the Dionysian-Apollonian duality that has existed since the
earliest days of theatre history. According to him, this primal body, suppressed and forgotten by a
logos-centered mindset, can only be remembered and relearned through a rediscovery of humanity’s
dark, primal side (Terzopoulos, 2016). A concrete example of this approach is seen in his performance
Alarme, where the symbiotic relationship between Queen Elizabeth I of England and Queen Mary
of Scotland is brought to the stage through serpentine-bodied figures; these reptilian-like creatures
emerge from the underground, touching the collective body memory of the audience and reaching the
imaginative layers of a historical and biological past. As Billington puts it, Alarme perfectly reflects
the radical aesthetic sensitivity and intellectual depth that experimental theatre demands (Billington,
2012). The actors transcend traditional theatre codes, existing on stage like archaeological bodies
displayed in a dark museum; in the 2010 Attis Theatre interpretation, as Brecht expressed in the
interwar period, in an era where “we would even sell our skin,” these bodies are no longer mere
representations but objects on display themselves (Attis Theatre, 2010).

According to Penelope Chatzidimitriou, Terzopoulos’s Alarme performance treats language
not only as a communication tool but also as a decisive and repressive force in the construction
of identity. Through the fragmented, sometimes profane, and foreign language expressions of the
narrator character, the audience is invited to confront the exploitative and colonial nature of language.
Terzopoulos creates a figure similar to Shakespeare’s Caliban in The Tempest: a character who uses
the language taught to him only for cursing, thus resisting the language of power while remaining
within its boundaries. The performance emphasizes how language shapes an individual’s ability
to think and express themselves, thus defining the individual’s realm of freedom. In this context,
language is not just a form of expression but also an instrument of oppression. By placing language at
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the center of the performance, Terzopoulos aims to disrupt authority and representation relationships
(Chatzidimitriou, 2015).

Cristina Radulescu’s study From Dramatic Text to Visual Dramaturgy conceptually supports
this transformation: she notes that in the postdramatic era, the text-centered structures of the
performative system have been replaced by visual dramaturgy (Radulescu, 2019). According to her,
visual dramaturgy reorganizes the meaning structure by focusing on the perceptual relationships
between body, space, light, sound, and objects, and reconfigures meaning through images, body
phenomenology, and audience perspective.

This qualitative and empirical-based approach has evaluated aesthetic strategies beyond the
text in staging and considered performance as not just a representational act, but a relational and
transformative event experienced by the audience. According to Radulescu’s formulation, visual
dramaturgy is on a mission to “arrange the action structure to be performed.” Such a design, which
removes the hierarchy of the text, reconstructs the relationship with the audience and makes the
meaning of production processes on stage visible.

The findings suggest that visual dramaturgy is not just an analytical technique, but a new
empirical method that can be used to understand contemporary stage arts. This method reveals the role
of fundamental aesthetic components such as body-space-object-light-perspective in the audience-
perception interaction in layered forms. As a result, visual dramaturgy emerges as an effective and
innovative methodological tool that examines the meaning production processes of performance
through the audience experience, does not reduce it to the text, and allows for transdisciplinary layers
of meaning.
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