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ABSTRACT

The political, social, and cultural transformations that followed World War Il led to fundamental changes in the art
of theater. This study examines the major theatrical orientations that emerged in the post-war period and analyzes
the primary approaches that reflect the spirit and artistic understanding of the era. Absurd and existentialist
theater became prominent for bringing the individual's crisis of meaning, alienation, and search for freedom to
the stage. Post-avant-garde trends challenged traditional structures through formal experimentation and anti-
textual practices, while intercultural theater explored expressions shaped by East-West dynamics and identity
representations. Feminist theater developed alternative narrative tools to highlight women'’s experiences and
critique patriarchal structures. Dance theater redefined dramaturgy by emphasizing the expressive potential of
the body and the language of movement. In-yer-face theater aimed for a direct, confrontational relationship with
the audience through provocative staging, and alternative theater movements adopted a critical and
transformative stance against conventional theater institutions. In this context, the article reveals the aesthetic
and ideological diversity of post-war theater and sheds light on the foundations of contemporary theatrical
practices.

KEYWORDS

Absurd drama, existentialism, postmodernism, post-war art, alternative theater.

Introduction

World War Il is regarded as one of the most brutal and transformative events not only of the
20th century but of human history. The political, economic, and cultural collapse experienced
after the war forced the individual to radically redefine their relationship with the World. This
process also left significant marks on artistic production. The fact that universal values (e.g.
justice, human rights, love, tolerance) lost their meaning in the face of the destruction caused
by the war gave rise to a profound void of identity and faith in the individual. This traumatic
impact placed the conflict between the individual and the world at the center of art. The
existential crisis experienced by humanity laid the groundwork for the development of new
forms and themes in the art of theater (Sener, 2001, p. 75).

After the war, instead of science and technology fulfilling their expected role as saviors, their
involvement in the production of weapons of mass destruction served only to further
catastrophe, causing a profound collapse in individuals. This collapse was accompanied by a
wave of pessimism that resulted in the individual’'s emotional disconnection, social alienation,
and loss of capacity to generate meaning. In this context, theater functioned not only as an
aesthetic medium, but also as a psychosocial reflection of the spirit of the age.

This study aims to evaluate the fundamental trends that emerged in the field of theater after
World War Il in terms of their historical context, philosophical basis, and formal innovations and
analyze the reasons for the emergence of these trends, their leading figures, and their main
characteristics. The orientations examined in the study include absurd theater, existentialist
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theater, post-avant-garde movements, intercultural theater, feminist theater, dance theater, in-
yer-face theater, and alternative theater.

Method

Research design

This study is a theoretical investigation designed with a qualitative research method. It aims to
provide an interpretative perspective by addressing the post-World War Il orientations of theater
art in historical, sociological, and aesthetic contexts. The study was conducted using a
descriptive analysis approach and was structured around theoretical texts from the relevant
periods, art history sources, and the views of theater theorists. Based on a literature review and
document analyses, this study offers insight aimed at understanding and interpreting the
theatrical trends of the period.

Results

Absurd theater

In the post-war scene, physical destruction was not only thing that emerged, but the individual's
world of meaning was also subjected to deep fissures. Themes such as the absence of God,
purposelessness, cultural collapse, and lack of communication led to the birth of new forms in
theater, as in virtually every field of art. One of the most striking manifestations of this
transformation was absurd theater.

Absurd theater is the transformation of the individual's sense of meaninglessness toward the
world into a dramatic language. The foundations of this approach began to take shape with the
loss of traditional values, as expressed in Friedrich Nietzsche's dictum “God is dead,” and
ultimately matured with the tragic outcomes of the war. The “absurd,” as defined by Albert
Camus on the philosophical plane, was transformed into a narrative of existential crisis in
theater. Under the leadership of writers such as Samuel Beckett, Eugéne lonesco, Arthur
Adamov, and Fernando Arrabal, it acquired a new form on stage (Esslin, 1999, p. 19).

Two world wars, starting at the beginning of the twentieth century, imperialist divisions, the
failure of scientific promises to be fulfilled, and phenomena such as the loss of identity caused
by urbanization and cultural alienation shook the individual's confidence in the world. In
particular, the genocide commited during World War 11, the catastrophe of the atomic bomb, and
the annihilation anxiety brought by the Cold War pushed the individual into loneliness and
meaninglessness. Camus (2006, p. 8) states that the absurd arises from the conflict between
humanity’'s limitless search for meaning and the silent response the world gives to this search.
Sartre (2008, p. 228), on the other hand, explains the absurd through the inherent
meaninglessness of the world and argues that rather than reacting to this condition, the human
being simply exists within it.

In the aforementoined period, humanity had lost God, become incapable of producing meaning,
and got lost among the masses in enormous cities. These conditions led to a fundamental
rupture in the individual's relationship with the world, and absurd theater became the expression
of this rupture on stage.

The dramatic structure of absurd theater represents a radical break from the classical
Aristotelian narrative. There is no chain of causality. The plot is often cyclical or entirely devoid
of action. Dialogues lack logical coherence. They are frequently interrupted, woven with
nonsensical repetitions, or collapse into silence. These features may be clearly observed in
Beckett's play Waiting for Godot (Yiksel, 2006, p. 57).
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In absurd theater, situations prevail over action. The characters have no motivation such as
reaching a specific goal. Their identities are often ambiguous, and a sense of universal
loneliness, lack of communication, and hopelessness prevails. In these plays, characters are not
heroes in the classical sense, but they are rather bearers of a situation on stage. Their dialogues,
rather than producing meaning, point to the void of meaning. Sevda Sener (2007, p. 18) notes
that in absurd plays the dramatic element arises from the fact that the person is forced to act
without knowing the reason or being able to predict the outcome, or from their inability to act.

Although absurd theater is often thought of as synonymous with the “ridiculous” or
“nonsensical,” there is a fundamental difference between these concepts. While “nonsense”
denotes randomness or irrationality, the “absurd” describes a dead-end reached through the use
of reason. According to Camus (2006, p. 28), the absurd arises from the conflict between the
human desire to create meaning and the indifference of the World. Consequently, an absurd
understanding is the point at which reason ultimately arrives at the meaninglessness of
existence. In this sense, the absurd is a philosophical and existential critique, and it has depth
not only in the structure of the play but also in its content.

Absurd theater frequently employs the grotesque, as well as black comedy in its dramatic
structure. The grotesque refers to strange and exaggerated situations that arise from the
distortion of the familiar, whereas black comedy interweaves the tragic and the comic on the
same stage (Nutku, 1985, p. 237). A sense of danger begets tragedy, while clumsiness begets
comedy. This structure makes the audience laugh while also provoking thought and disquiet.
Black comedy is seen prevalentely in the works of writers like lonesco and Edward Albee.

Absurd theater does not lead the audience to an emotional catharsis in the traditional sense. On
the contrary, it establishes an interaction that forces the audience to think, makes them
uncomfortable, and upends their aesthetic expectations. Sener (2001, p. 30) emphasizes that
the audience in absurd theater encounters startling realities and, after the initial shock passes,
begins to notice the profound harmony behind the formal dissonance. The aim of this form of
theater is not to offer the audience a solution, but to make them confront the chaotic reality they
live in.

Existentialist theater

Developing in a historical trajectory parallel to absurd theater, existentialist theater is an
approach that, in response to humanity's search for meaning, focuses on the individual's
subjective experiences and largely preserves the classical dramatic structure. Both forms of
theater are centered around the state of meaninglessness in which the individual finds
themselves in the post-war period. However, existentialist theater prioritizes the individual's
struggle to construct essence through action within this meaninglessness (Sartre, 2008, p. 88).

Existentialist theater is fundamentally nourished by the philosophical views of Jean-Paul Sartre
and Albert Camus. According to Sartre, “man is what he does”. Here the individual attains
existence not through meaning ascribed to them, but through their own free choices and actions
(Sartre, 2008, p. 114). Camus, on the other hand, proposes rebelling against the absurdity of life
and honoring existence through this rebellion (Camus, 2006, p. 80).

Both thinkers argue that the individual must create their own meaning independently of
authorities such as society, history, and God. This understanding is reflected in theatrical texts
as the person’s loneliness, inner conflicts, and search for freedom.

Although existentialist theater maintains adherence to the classical dramatic structure, in terms
of content it foregrounds the individual's internal conflicts, crises of values, and compulsion to
act. In these plays, the dramatic tension is usually driven by the individual's effort to take action
under difficult circumstances. The actions of the characters are not explained by rational
reasons, and what matters is how the action is carried out (Nutku, 1985, p. 234).
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In this form of theater, the character is not an abstract “type” but an original individual. As an
agent capable of producing meaning, the individual struggles to cope with the state of
meaninglessness in which they exist. In this context, the individual is both a victim and savior,
and the conflicts they experience shape their personality.

In existentialist theater, the individual typically appears on stage as a figure who is “alone and in
pain.” This loneliness stems from their distrust of the world and the broken relationships they
have with society. Therefore, the individual's suffering is both inevitable and existentially
productive. In the plays of Sartre and Camus, it is not the person'’s past or future but only their
“present” that matters; existence takes place in the moment.

Death is one of the central motifs of existentialist theater. In particular, murder and suicide
appear on stage as extreme actions that emerge in the individual's process of self-definition.
These acts are of critical importance for the individual in testing and questioning their own
existence (Camus, 2006, p. 16).

The formal characteristics of existentialist theater can vary depending on the playwright. For
example, Sartre prefers to preserve the dramatic structure and use everyday language, whereas
Camus employs a more poetic narrative and symbolic language. Sartre tends to work with
realistic sets, whereas Camus's theater leans toward a more stylized, dreamlike approach to
staging (Sener, 1998, p. 299).

Therefore, formally, there is no rupture as radical as that of absurd theater. However, in terms
of content, the individual's effort to realize their existence through action is the distinguishing
aspect of this form of theater.

Existentialist theater, while questioning the individual's place in the world, also grants them the
right to be an agent in this questioning. Absurd theater focuses on the fated helplessness of
humanity, whereas existentialist theater explores the possibilities for meaning that could arise
from within that fate. The individual is free, but this freedom also brings great responsibility and
loneliness.

Post-avantgarde approaches

One of the most significant ruptures in the world of art after World War Il was the transformation
and restructuring of avant-garde movements, which had led the way at the beginning of the 20th
century, under post-war conditions. This new orientation represents an experimental, formally
radical, yet politically more cautious approach that takes a stand against traditional forms of
theater and bourgeois aesthetics. This approach, termed “post-avant-garde” in Peter Blrger's
(1984) classification, was particularly influential in Europe and the United States after 1945.

Peter Blrger (1984, p. 57), arguing that experimental art entered a new era after the structural
dissolution of modernist art, finds it appropriate to call post-war experimental artists “post-
avant-garde”. According to Burger, this generation lost the social transformative mission
possessed by the first wave avant-garde. However, Christopher Innes (2004, p. 36) contends
that there is a consistent continuity between these two generations rather than a sharp break.
The common point of both generations is the rejection of the modern and the elevation of
experimentalism to the level of a laboratory.

While this approach centered on formal experimentation, in terms of content it generally
followed a line that was politically distant yet open to cultural critique.

Intercultural trend and Sacred theater

One of the distinct expansions of the post-avant-garde is the concept of intercultural theater.
This orientation, whose theoretical foundation was laid by Antonin Artaud in his work The
Theater and Its Double (2009, p. 79), seeks a new mode of expression through universal myths,
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improvisation, body language, and gestures. Artaud’s proposed “sacred theater” is an approach
that denies the centrality of the word, centers the body, and rejects author-centered theater.

This approach found concrete expression particularly through directors such as Peter Brook,
Jerzy Grotowski, Eugenio Barba, and Robert Wilson. In particular, Grotowski's (2002, p. 22)
concept of the “poor theater” proposes that theater be established solely through a spiritual
connection between the actor and the spectator. In this understanding, which is centered around
the irreproducibility of ritual, the distinction between actor and audience is eliminated, and the
performance becomes an experience.

Theater anthropology and ISTA

Eugenio Barba, who worked with Grotowski, developed the concept of “theater anthropology” by
examining theatrical traditions in different cultures comparatively. According to Barba (2002, p.
11), every society, though externally different, produces similar structural behaviors on stage.
The discipline that reveals these similarities is termed theater anthropology and has been
institutionalized under the umbrella of the (International School of Theatre Anthropology: ISTA).
Barba's work in this area has constituted a defining orientation in terms of intercultural
performing arts.

Performance theater

Another trend that rose to prominence from the 1970s onward, and is considered part of the
post-avant-garde, is performance theater. In this theatrical approach, the performance is a one-
time, unpredictable experience shaped by the space, the actor, and the audience. The text is of
secondary importance. It is often built through improvisation and the body. In this structure, the
text takes on a “rewritable” quality, while linearity gives way to spatiality.

Theater of the oppressed

Developed by Augusto Boal with the aim of social transformation, the Theater of the Oppressed
is one of the few examples that highlight the political dimension of the post-avant-garde. Among
the methods Boal developed are techniques such as “invisible theater,” “forum theater,”
‘newspaper theater,” and “breaking the oppression.” These techniques aim to transform the
audience from passive observers into active participants. Boal (2011, p. 125) defines theater not
as a form of aesthetic expression but as a field of action: “Theater is action!”.

Postmodern theater

Postmodern theater is the form in which the structural, cultural, and intellectual transformations
that emerged after World War Il are reflected in the performing arts. Rejecting narrative
centrality, the search for unity, and the progressivist structure of modernist art, postmodern
theater is fundamentally based on features such as the fragmentability of meaning, lack of style,
plurality, and playfulness (Karacabey, 2007, p. 105).

In this theatrical approach, there is no absolute meaning, truth, or center. Instead, a multilayered
narrative based on intertextuality, irony, pastiche, and deconstruction is preferred. The
boundaries between author, director, actor, and audience become blurred, and form takes
precedence over content.

One of the fundamental theoretical bases of postmodern theater is Julia Kristeva's concept of
“intertextuality.” According to this approach, a text is never “independent”, but it gains meaning
within the network of relationships it establishes with other texts (Kristeva, 1980, p. 59).
Likewise, Derrida’s theory of deconstruction argues that a theatrical text should be stripped of
fixed meanings.

The text no longer produces a singular meaning. On the contrary, meaning is continuously
deferred. Approaches that point to language itself as a game form the essence of postmodern
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theater. In this form of theater, meaning circles around the periphery, and direct narration often
gives way to devices such as metaphor, metonymy, parody, and pastiche.

The distinctive features of postmodern theater are as follows:

1. Elimination of the author—director distinction: In most postmodern works, the person
who creates the text and the one who stages it are the same, and this individual oversees
the entire creative process.

2. Rewriting of classic texts: The works of classic writers like Shakespeare, Sophocles, and
Buchner, are taken, placed into new contexts, and interwoven with contemporary culture.

3. Lack of style and formal indeterminacy: Different genres, styles, and languages are used
together. The serious and the ridiculous, or high and low aesthetics are intertwined.

4. Emphasis on visuality and form: The emotion evoked by visual images is emphasized
over content. Sometimes effect is valued more than meaning.

5. Break from reality: Postmodern theater may aim to present a sterile, self-contained
aesthetic work rather than establishing a connection with everyday reality.

Important representatives of postmodern theater include figures and groups such as Robert
Wilson, Heiner Muller, Richard Foreman, Suzanne Hellmuth, Jock Reynolds, Michael Kirby, the
Wooster Group, and Squat Theatre. Wilson's 1988 piece The Forest embodies all the elements
of postmodern aesthetics: a work constructed on the Epic of Gilgamesh is accompanied by
quotations from dozens of different writers and thinkers such as Darwin, Pessoa, and Poe. The
actors speaking in two languages (English and German) supports a multicultural narrative.

Wilson's aesthetic is based on the principle of separating sound, image, and action from each
other, even making them oppositional. This means the fragmentation of the traditional holistic
narrative.

Another tendency in postmodern theater is the effort to return to the earliest forms in the name
of advancing the techniques of the art. This effort pushes the boundaries of aesthetic
experience with fundamental questions like “What is theater? Who is the actor? Who is the
audience?” Laboratory theater, experimental performances, and improvised structures are
concrete examples of this process.

At this point, postmodern theater presents not only an artistic stance but also a philosophical
one. All beliefs in the fixity of truth, the subject, and meaning are questioned. Theater becomes
not a representation but an action, a field of “rewriting.”

Feminist theater

The social transformations that gained momentum in the second half of the twentieth century
were not limited to the political and cultural spheres. They also profoundly affected the art of
theater. In this context, feminist theater is the projection on stage of both an artistic and an
ideological transformation. As a result of the post-World War Il freedom movements, especially
combined with women'’s struggle for equality, the representation of women in theater and their
role in production were redefined.

Three fundamental dynamics influenced the emergence of feminist theater:

1. Experimental Theater Environment: From the 1960s onward, in avant-garde ensembles
that developed, women artists took active roles both as creators and as critics. Because
experimental theater allowed thinking outside traditional structures, it provided fertile
ground for feminist dramaturgies.

2. New Left Movement: This political movement, which raised its voice against the
structural inequalities of society, began to make gender inequality visible alongside
class-based struggles.
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3. Women's Liberation Movement: The core motivation of feminist theater is that women
exist on stage not only as those who are represented, but also as agents who construct
representation. Woman is no longer the “object” of the narrative but the constitutive
element of the narrative.

Feminist theater is less a specific type of theater and more a critical approach. Therefore, it is
not confined to a single form. It can employ different techniques such as improvisation,
experimental narrative, collage, and storytelling together. However, its common aspects include:

e Questioning of patriarchal narratives

e Making the female body and experience visible on stage

e Taking into account differences among women (e.g.,class, ethnicity, gender identity)
e Adesire to develop a new narrative language and dramaturgy

Feminist plays often deal with themes such as everyday life, violence, motherhood, the body,
sexuality, and domestic roles. These themes are examined in both their political and personal
dimensions. In feminist theater, the principle that “the personal is political” also guides the
dramaturgical structure (Case, 2017, p. 87).

In feminist theater, the stage is not just an area of “display” but also a space for interrogation
and dissent. The presence of female performers on stage — through their voices, bodies, and
gestures — becomes a political act. Staging is often done with a minimalist, physical approach
that is open to improvisation and inclined to establish a relationship with the audience.

Furthermore, in feminist theater, it is essential to establish direct communication with the
audience, to break conventional viewing practices, and move the spectator out of a passive
position and force them to think. This approach is similar to Brechtian alienation. However, in
feminist theater, this technique is restructured for the purpose of making the experience of
women visible.

Feminist theater is brought to the stage not only as an artistic practice but also as a political
stance. While making gender-based inequalities visible, it gives a central place to women’s
stories. This theatrical approach targets not only male-dominated narratives but also the
repressed voices within the woman herself. In this context, feminist theater is both an outward
critigue and an internal confrontation.

Dance theater

Dance theater is an innovative form of theater that emerged in the second half of the 20th
century, particularly identified with Pina Bausch, which blends classical theater forms with
contemporary dance and bases its narrative on bodily gesture, mime, and movement. This
theatrical approach forms a conceptual link both with Brecht's epic-dialectical theater and with
the body-centered stagings of avant-garde movements.

The starting point of dance theater is the idea that the individual's conflict with the world must
be conveyed not only through words but also through the body. This approach makes themes
such as the alienation of the modern individual, lack of communication, and psychological
entrapment powerfully visible on stage.

The most important pioneer of dance theater, Pina Bausch shaped this approach with the
Tanztheater Wuppertal company she founded in Germany. In Bausch's works, there is no
hierarchy between theatrical narrative and dance. On the contrary, the two languages
intermingle, complement each other, and even transform one another.
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In her productions, themes such as male-female relationships, love, violence, alienation, and
social roles are embodied on stage through dance. Bausch's choreographies are not merely
aesthetically arranged dances, but they are stage compositions that carry social critique.

In the dramatic structure of dance theater, it is gesture (Gestus, in Brecht's conceptualization of
a gesture reflecting social context) rather than words that is at the forefront. Therefore, dancers
possess not only technical skills but also a bodily awareness capable of conveying emotional
and political expression on stage.

In stagings, minimal sets, theatrical lighting, symbolic objects, and musical rhythms often come
to the forefront. Performers establish a direct relationship with the audience. They sometimes
move among them or make eye contact to create an alienation effect.

The themes addressed in dance theater are not limited to individual experiences; they also offer
a powerful narrative of the inner world of the individual in conflict with social structures. In
particular, the female body in this theatrical approach is the stage of both a repressed identity
and resistance.

In Pina Bausch's works, female characters are figures who are both victims and agentss, both
fragile and strong, both silent and speaking with their bodies. In this aspect, dance theater has
developed parallel discourses with feminist theater.

In-yer-face theater

Starting from the late 1990s, In-Yer-Face theater began to spread on stages in Western Europe,
especially in Britain. It is a radical form of theater that does not hesitate to disturb the audience,
bringing violence, sexuality, trauma, and taboo subjects to the stage in a direct and uncensored
manner.

This type of theater opposes traditional narrative not only thematically but also formally. It
violates the audience’'s emotional safety zone, placing them in the position of witness,
accomplice, or victim. Conceptualized by British theater critic Aleks Sierz (2009, p. 24), this genre
is regarded as a way of expressing the anger and personal traumas of the post-1990 generation
through the language of theater.

In-yer-face theater is defined in the Oxford English Dictionary as “unapologetically aggressive;
confrontational.” This definition refers not only to the themes presented on stage, but also to
the manner in which these themes are presented to the audience.

The fundamental features of the in-yer-face theater trend can be listed as follows:

e Shocking content: Topics such as sexual abuse, domestic violence, mental iliness, and
trauma are depicted.

e Thereis a direct and, aggressive narrative language

e Breaking the wall between audience and performance: The audience is put in a state of
“exposure” rather than mere spectatorship.

e Violation of comfort zones: Emphasis on an uncomfortable confrontation rather than
aesthetic pleasure.

The leading representatives of this form of theater include:

e Sarah Kane — Blasted, Cleansed, Crave: Portrays violence, love, suicide, and trauma
through the body.

e Mark Ravenhill = Shopping and Fucking, Some Explicit Polaroids: Depicts the
fragmentation of the individual in the context of consumer culture, media, and sexuality.

e Playwrights such as Martin McDonagh, Anthony Neilson, Philip Ridley, Tracy Letts, Harry
Gibson, and Phyllis Nagy also represent different facets of this movement.
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Sarah Kane's play Blasted is considered one of the strongest examples of this genre for treating
war and the decay of the human body on the same plane. In the play, notions of reality, time,
space, and morality are overturned. The audience feels not only like witnesses but as if they are
inside the crime itself.

In-yer-face theater aims to “make the audience think by making them suffer,” both formally and
in terms of content. In line with this aim:

e Thelanguageis obscene: Slang, profanity, and sexist or aggressive expressions are used
frequently.

e The body is exhibited: Acts such as nudity, physical pain, sexual intercourse, and abuse
are shown directly on stage.

e Aesthetic norms are violated: The play is structured to disrupt the audience’s visual
comfort.

e Empathy is broken: The audience, instead of identifying with the character, is forced to
confront them.

In-yer-face theater can be defined as relying not on emotional manipulation but on emotional
jolting. The goalis to force the audience to feel, even if it means traumatizing them, to spur them
into action.

In-yer-face theater has been criticized by some for pushing moral boundaries and turning into a
pornographic display, while it hasbeen defended by others as the most fitting theatrical
expression of the spirit of the age. The “disturbing aesthetics” created by this form of theater
through its use of violence and sexuality demands not only that the audience watch, but also
that they take responsibility. In conclusion, in-yer-face theater is a radical form of theater at the
end of the 20th century in which the individual confronts their fragmented identity and trauma
is treated as an issue that is political and moral rather than purely aesthetic.

Alternative theater

Alternative theater emerged as a stance against the traditional narrative structure of theater,
institutionalized productions, and staging practices shaped by commercial concerns. Especially
after World War 11, the redefinition of theater as not merely a form of entertainment but as a
social, political, and cultural mode of expression laid the groundwork for the emergence of
alternative theater movements.

These forms of theater typically operate in small venues, with low budgets, using experimental
methods and an approach aimed at direct communication with the audience.

The Off-Broadway and Off-Off-Broadway movements in the United States, considered pioneers
of the alternative theater movement, arose as a reaction against commercial Broadway theater.
Especially from the 1950s onward, these venues created a theatrical environment that both
supported new playwrights and opened space for experimental forms.

Off-Broadway theaters were productions that worked with professional crews but on lower
budgets, seeking new narratives without completely breaking from tradition; Off-Off-Broadway
theaters, on the other hand, were much more free-spirited, amateur in ethos, and performance-
focused (Nutku, 2002, p. 282).

Another distinguishing aspect of alternative theaters is their openness to collective creation
processes. These structures do not strictly separate roles such as writing, directing, and acting.
Instead, they form around ensembles that conceive, perform, and question the creative process
together.

Improvisation-based plays in particular are an important practice of this approach. In these
theaters, the text often emerges during rehearsal, and performances are reshaped by the
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immediate reactions of the audience. Thus, theater ceases to be a fixed narrative and turns into
a living, evolving field of experience.

The alternative theater approach paved the way for the birth of many unique ensembles. Some
of these include:

e Living Theatre (Judith Malina & Julian Beck): Pioneers of alternative theater through the
connections they established between art and life, and between revolution and stage.
They viewed theater as a field of social action.

e Open Theater (Joseph Chaikin): An ensemble centered on collective creation and
improvisation. Chaikin argues that the playwright's text should be created directly on
stage together with the actors and director.

e San Francisco Mime Troupe: Described as guerrilla theater. Establishes a direct
connection with the public through political plays performed in the streets.

o ElTeatro Campesino: A theater of the oppressed classes, founded by Mexican-American
farm workers.

e Bread and Puppet Theater: A troupe that links theater with ritual and religious forms of
expression, using puppets and visual metaphors.

e Groups like Snake Theater, the Wooster Group, and Squat Theatre also represent
different dimensions of alternative theater.

Alternative theaters:

e Focus on the mode of staging and the presence of the actor rather than placing the text
at the center.

e Have a clear ideological stance and develop sensitivity to social issues.
e Aim to engage with the audience directly instead of establishing an “artistic distance.”

e Frequently employ practices such as experimental forms, physical storytelling, visual
metaphors, collective consciousness, and site-specific staging.

This approach foregrounds an aesthetics of lived experience rather than the representational
aesthetics of classical theater. Theater becomes not a representation but a space of encounter
and resistance.

Conclusion and recommendations

The destruction caused by World War Il created deep fissures not only in physical, political, or
economic realms, but also in the way people relate to the world and their own existence. This
rupture led, in theater as in every branch of art, to the transformation of representational forms,
the redefinition of content, and the questioning of the audience—stage relationship.

The theatrical orientations that developed in the post-war period — referred to by various names
such as absurd theater, existentialist theater, post-avant-garde, postmodern theater, feminist
theater, dance theater, in-yer-face theater, and alternative theater — converge fundamentally on
certain common problematics. These issues involve questioning the modern human'’s identity
crisis, loss of meaning, social alienation, lack of communication, and power relations.

While some of these orientations (e.g., absurd theater) focus on the individual's helplessness
and absolute incongruity with the world, others (e.g., feminist theater, alternative theater, or the
theater of the oppressed) position theater as a tool of social intervention. Movements like
postmodern theater and the post-avant-garde, on the other hand, question the representational
tools and textual structure of theater in formal terms, transforming art into a realm of play, of
rewriting, and even of bodily experience.



2395 ODUSOBIAD

In this context, Nietzsche's proclamation that “God is dead” should be read not only as a
declaration of disbelief, but also as a call for a new aesthetics, a new value system, and a new
understanding of art. Art is now charged not with representing exalted values, but with
questioning, destroying, and reconstructing them. Theater has answered this call with silence
on stage (Beckett), a scream (Kane), corporeality (Bausch), collective creation (Boal), irony
(Wilson), or babble (lonesco).

The stage, which in modern theater was the “tirade of the author,” has now become a polyphonic
narrative space through the participation of the director, the actor, and even the audience. The
dramatic structure has been fragmented. Situations have replaced character, cyclicality has
replaced action, and play has replaced meaning. Theater has ceased to be an imitation of life
and turned into a boundary line where it collides with life itself.

In summary, post-war theater underwent not only an aesthetic change, but also an
epistemological transformation. While holding up a mirror to the spirit of the age, this
transformation has also multiplied our questions about what theater is and what it can be.

It is of great importance for theater education and research that the theatrical orientations
developed after the war be evaluated not only in aesthetic terms but also within socio-political
contexts. Therefore, theater history courses should also address the ideological underpinnings
of these orientations. Analyzing the similarities and differences between these movements and
local theater examples will allow for a better understanding of cultural interactions. For instance,
examples of alternative or experimental theater in Turkey could be examined within this
framework.

Assessing the impact of current theater policies and trends on today’s audience structure and
production models could provide guidance for contemporary theater production. In particular,
in fields such as dance theater and intercultural performances, collaborating with disciplines like
body studies, anthropology, and gender theory may bring new perspectives to theater research.
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Il. Diinya Savasi sonrasinda tiyatroda temel yoneligler
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OZET

[l. Dinya Savasinin ardindan yasanan siyasal, toplumsal ve kulttrel donusumler, tiyatro sanatinda koklu
degisimleri beraberinde getirmistir. Bu ¢alisma, savas sonrasi donemde tiyatroda ortaya ¢ikan temel yonelisleri
inceleyerek, donemin ruhunu ve sanat anlayisini yansitan baslica tiyatro yaklagimlarini analiz etmektedir. Ozellikle
abstrd tiyatro ve varolusgu tiyatro, bireyin anlamsizlik, yabancilagsma ve 6zgtrlik arayisi ekseninde yasadigi varlk
krizini sahneye tasiyarak bu donemin garpici orneklerini olusturur. Post-avantgarde egilimler, bicimsel deneysellik
ve metin karsiti arayislarla tiyatral yapiy sorgularken; kultUrlerarasi tiyatro, dogu-bati etkilesimi ve kimlik temsilleri
Uzerinden yeni ifade bigimleri arar. Feminist tiyatro, kadin deneyimini gorindr kilmak ve ataerkil yapiyi elestirmek
amaclyla alternatif anlatim araglar gelistirirken; dans tiyatrosu, bedenin anlatidaki rolind 6n plana gikararak
hareketin diliyle yeni bir dramaturji onerir. “Suratina tiyatro” gibi sarsici yaklasimlar seyirciyle dogrudan yizlesmeyi
amaglarken, alternatif tiyatro olusumlari da geleneksel yapilara karsi elestirel ve dontstiricd bir tutum sergiler.
Bu baglamda makale, savas sonrasi tiyatronun estetik ve ideolojik gesitliligini ortaya koyarak, cagdas tiyatro
pratiklerinin kokenlerine 1sik tutmaktadir.

ANAHTAR KELIMELER

Abslrd tiyatro, varolusguluk, postmodernizm, savas sonrasi sanat, alternatif tiyatro.
Giris

ll. Dinya Savasl, yalnizca 20. yuzyilin degil, insanlk tarihinin en kiyici ve dondsturdcu
olaylarindan biri olarak kabul edilmektedir. Savasin ardindan yasanan siyasal, ekonomik ve
kulturel gokuntd, bireyin dunya ile olan iliskisini radikal bicimde yeniden tanimlamaya zorlamis;
bu sureg, sanatsal uretimlerde de belirgin izler birakmistir. Evrensel degerlerin (adalet, insan
haklari, sevgi, hosgort vb.) savasin yarattigi yikim karsisinda anlamini yitirmesi, bireyde derin bir
kimlik ve inan¢ boslugu dogurmustur. Bu travmatik etki, sanatin merkezine birey-dunya
catismasini yerlestirmis; insanin yasadigi varolussal kriz, tiyatro sanatinda yeni bi¢cim ve
temalarin gelismesine zemin hazirlamistir (Sener, 2001, s.75).

Savasin ardindan bilim ve teknolojinin umulan kurtarici rolu yerine, kitle imha araglarinin
dretimiyle felakete hizmet etmesi, bireyde buyuk bir ¢cokts meydana getirmistir. Bu ¢okus, bireyin
duygusal kopusunu, toplumsal yabancilasmasini ve anlam Uretme kapasitesinin yitimiyle
sonuglanan bir karamsarlik dalgasini beraberinde getirmistir. Bu baglamda, tiyatro sadece
estetik bir ara¢ degil, bunun yani sira gagin ruhunu yansitan sosyo-psikolojik bir yansima olarak
islev gormustur.

Yapilan calismayla, Il. Dinya Savasl akabinde tiyatro alaninda ortaya c¢ikan temel yonelisleri
tarihsel baglam, felsefi dayanak ve bigimsel yenilikler agisindan degerlendirmek; bu yonelislerin
ortaya cikis nedenlerini, temsilcilerini ve temel niteliklerini analiz etmek amaclanmaktadir.
Incelenecek yonelimler arasinda absurd tiyatro, varoluscu tiyatro, post-avantgarde hareketler,
kiltUrlerarasi tiyatro, feminist tiyatro, dans tiyatrosu, “suratina tiyatro” (in-yer-face) ve alternatif
tiyatro yer almaktadir.
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Yontem

Arastirmanin deseni

Bu calisma, nitel arastirma yontemine dayall olarak tasarlanmis kuramsal bir incelemedir.
Tiyatro sanatinin Il. Duinya Savas! sonrasindaki yonelimlerini tarihsel, sosyolojik ve estetik
baglamlarda ele alarak yorumlayici bir perspektif sunmayi amaglamaktadir. Arastirma, betimsel
bir analiz yaklasimiyla yurutulmus; ilgili ddnemlere ait kuramsal metinler, sanat tarihi kaynaklari
ve tiyatro kuramcilarinin gorusleri Gzerinden yapilandiriimistir. Literatur taramasina dayanan bu
calisma, belge incelemesi teknigiyle elde edilen bilgiler dogrultusunda, donemin tiyatro
anlayisina iliskin egilimleri anlamaya ve anlamlandirmaya yonelik ¢ozUmlemeler icermektedir.

Bulgular

Absiird tiyatro

Savas sonrasi ortaya ¢ikan tabloda, yalnizca fiziksel bir tahribat degil, ayni zamanda bireyin
anlam dunyasinin da derin yariimalara maruz birakildigi gortlmektedir. Tanr’nin yoklugu,
amagsizlik, kilttrel ¢cokls ve iletisimsizlik gibi temalar, sanatin hemen her alaninda oldugu gibi
tiyatroda da yeni bicimlerin dogmasina neden olmustur. Bu dontsimun en dikkat cekici
tezahurlerinden biri, absurd tiyatrodur.

Abstrd tiyatro, bireyin dinyaya karsi duydugu anlamsizlik duygusunun dramatik bir dile
dontsumuddr. Bu anlayisin temelleri, Friedrich Nietzsche'nin “Tann oldi” soyleminde ifadesini
bulan geleneksel degerlerin yitimiyle birlikte sekillenmeye basglamig, nihayetinde savasin trajik
sonugclariyla birlikte olgunlasmistir. Albert Camus’nin felsefi dizlemde tanimladi§i “abstrd’,
tiyatroda da bir varolussal kriz anlatisina dontismus; Samuel Beckett, Eugene lonesco, Arthur
Adamov, Fernando Arrabal gibi yazarlarin onculigunde sahnede yeni bir bicim kazanmistir
(Esslin, 1999, s. 19).

Yirminci yuzyilin basindan itibaren yasanan dunya savaslari, emperyalist ¢ozulmeler, bilimsel
vaatlerin  yerine getirilememesi, kentlesmenin dogurdugu kimliksizlesme ve kulturel
yabancilasma gibi olgular, bireyin diinyaya dair gtivenini sarsmistir. Ozellikle Il. Diinya Savas’nda
yasanan soykirim, atom bombasi felaketi ve Soguk Savas'in getirdigi yok olus kaygisi, bireyi
yalnizliga ve anlamsizliga itmistir. Camus (2006, s. 8), absurdin, insanin sinirsiz anlam arayisl
ile dinyanin bu arayisa verdigi sessiz cevap arasinda ortaya ¢ikan ¢atismadan dogdugunu
belirtir. Sartre (2008, s. 228) ise, abslrdu dinyanin yapisal olarak anlamsizliyi Gzerinden
aclklarken, insanin bu yaplya tepkisinden ¢ok, yalnizca onun icinde varolus gosterdigini savunur.

Bu donemde insan, Tanrl'yl yitirmis, anlam Uretemez hale gelmis ve devasa kentlerde yiginlar
arasinda kaybolmustur. Bu kosullar, bireyin dunyayla olan iliskisinde koklu bir kopusa yol agmis;
absurd tiyatro bu kopusun sahnedeki ifadesi haline gelmistir.

Absurd tiyatronun dramatik yapisi, klasik Aristotelesci anlatidan radikal bir kopus sergiler.
Nedensellik zinciri yoktur, olay orgusu genellikle donguseldir ya da tamamen eylemsizdir.
Diyaloglar mantiksal tutarliliktan yoksundur; sik sik kesilir, anlamsiz tekrarlarla orultr ya da
suskunluklara donistr. Ozellikle Beckett'in Godot'yu Beklerken adli eserinde bu 6zellikler agikga
gozlemlenebilir (Yiksel, 2006, s. 57).

Absiird tiyatroda eylemden cok durum hakimdir. Oyun kisilerinin belirli bir hedefe ulasmak gibi
bir motivasyonlari yoktur. Kimlikleri cogu zaman belirsizdir; evrensel bir yalnizlik, iletisimsizlik ve
umutsuzluk hakimdir. Bu oyunlarda karakterler klasik anlamda kahraman degildirler, daha ¢ok
birer durum tasliyicisi olarak sahnededirler. Konusmalar, anlam uUretmekten cok, anlamin
boslugunu isaret eder. Sevda Sener (2001, s.18), abstrd oyunlarda dramatik 6denin, insanin
nedenini bilmeden ya da sonucunu tahmin edemeden eylemek zorunda kalmasindan ya da
eyleyememesinden dogdugunu belirtir.
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Absurd tiyatro, siklikla “sagma” ile es anlamli distnulse de, aralarinda temel bir fark vardir.
“‘Sagcma” rastgelelik ya da akildisiig ifade ederken, “abstrd” aklin kullanimi yoluyla ulasilan
clkissizhigr betimler. Camus'’ye gore (2006, s. 28), absird, insanin anlam dretme istedi ile
dunyanin kayitsizligi arasinda yasanan catismadan dogar; dolayisiyla absurd bir kavrayis, aklin
nihai olarak varhigin anlamsizligina ulastigi noktadir. Bu anlamda abstird, felsefi ve varolussal bir
elestiridir; yalnizca oyun yapisinda degil, igerikte de derinliklidir.

Absurd tiyatro, dramatik yapisinda grotesk ve kara komedyay! siklikla kullanir. Grotesk,
alisilagelmisin bozulmasiyla ortaya ¢ikan tuhaf ve abartili durumlari ifade ederken; kara
komedya, trajik ve komik olani ayni sahnede i¢ ige gegirir (Nutku, 1985, s. 237). Tehlike hissi
trajediyi, beceriksizlik ise komediyi dogurur. Bu yapi, seyirciyi guldurtrken dusundurdr, sarsar.
Kara komedya 0zellikle lonesco ve Albee gibi yazarlarda yogun bicimde goralur.

Absurd tiyatro, seyirciyi geleneksel bicimde duygusal bir katarsise ulastirmaz. Aksine, seyirciyi
dustnmeye zorlayan, rahatsiz eden, estetik beklentilerini altlist eden bir etkilesim kurar. Sener
(2001, s.30), seyircinin abstrd tiyatroda sasirtici gergekliklerle karsilastigini ve ilk sasgkinlik
gectikten sonra bigimsel uyumsuzlugun ardindaki derin uyumu fark etmeye basladigini vurgular.
Bu tiyatroda amag, seyirciye bir cozUm sunmak degil, yasadigi kaotik gerceklikle yizlesmesini
saglamaktir.

Varolusgu tiyatro

Absurd tiyatro ile paralel bir tarihsel surecte gelisen varoluscu tiyatro, insanin anlam arayisina
karsilik bireyin 6znel deneyimlerine odaklanan ve klasik dramatik yapiyr buytk olglde koruyan
bir anlayistir. Her iki tiyatro bicimi de, savas sonrasi bireyin icinde bulundugu anlamsizlik
durumunu merkeze alir; ancak varoluscu tiyatro, bu anlamsizligin igerisinde bireyin eylem yoluyla
0zUnd insa etme mucadelesini 6nceler (Sartre, 2008, s. 88).

Varoluscu tiyatro, temelde Jean-Paul Sartre ve Albert Camus’nun felsefi gortslerinden beslenir.
Sartre’a gore “insan ne yaparsa odur”; birey, kendisine atfedilen anlamdan degil, kendi 6zgur
secgimleri ve eylemleri Uzerinden varlik kazanir (Sartre, 2008, s. 114). Camus ise, yasamin
sagmalidina karsi isyan etmeyi ve bu isyan araciligiyla varolusu onurlandirmayi onerir (Camus,
2006, s. 80).

Her iki dusundr de, bireyin toplum, tarih ve Tanri gibi otoritelerden bagimsiz olarak, kendi
anlamini Uretmesi gerektigini savunur. Bu anlayis, tiyatro metinlerine insanin yalnizhd, i¢
gatismalari ve 6zgurluk arayisi seklinde yansimistir.

Varoluscu tiyatroda klasik dramatik yapiya baglilik surse de, icerik bakimindan bireyin i¢sel
catismalari, deger krizleri ve eyleme zorlanisi on plandadir. Oyunlarda genellikle bireyin zor
kosullar altinda eyleme gecme cabasi, dramatik gerilimi belirler. Oyun kisilerinin eylemleri
rasyonel nedenlerle agiklanmaz; asil onemli olan bu eylemin nasil gergeklestirildigidir (Nutku,
1985, s. 234).

Bu tiyatroda oyun kisisi, soyut bir “tip” degil, 6zgln bir bireydir. Birey, anlam tretme kapasitesine
sahip bir 6zne olarak, icinde bulundugu anlamsizlik durumuyla basa ¢ikmak icin micadele eder.
Bu baglamda, birey hem kurban hem de kurtaricidir; yasadigi catismalar, kisiligini bigimlendirir.

Varoluscu tiyatroda birey, genellikle “yalniz ve aci ¢ceken” bir figlir olarak sahnede yer alir. Bu
yalnizlik, onun dunyaya karsi duydugu guvensizlikten ve toplumla kurdugu kopuk iliskiden
kaynaklanir. Bu nedenle, bireyin acisi hem kaginilmaz hem de varolussal olarak ureticidir.
Sartre'in ve Camus’nun oyunlarinda, kisinin gegcmisi ya da gelecegi degil, yalnizca “simdi’si
onemlidir; varlik, an'da gerceklesir.

Oltim, varolusgu tiyatronun merkezi izleklerinden biridir. Ozellikle cinayet ve intihar, bireyin
kendini tanimlama surecinde ortaya c¢ikan ug eylemler olarak sahnede yer bulur. Bu eylemler,
bireyin kendi varligini sinamasi ve sorgulamasi agisindan kritik 6Gneme sahiptir (Camus, 2006, s.
16).



ODUSOBIAD 2398

Varolusgu tiyatronun bigimsel ozellikleri, yazarina gore farklilik gosterebilir. Ornedin Sartre,
dramatik yapiyr koruyarak gundelik dil kullanmay: tercih ederken, Camus daha ¢ok siirsel bir
anlatim ve simgesel bir dil kullanir. Sartre, gercek¢i dekorlarla galismayi tercih ederken;
Camus’nln tiyatrosu daha stilize edilmis, dissel bir sahneleme anlayisina yonelir (Sener, 1998,
s. 299).

Dolayisiyla bicimsel olarak abstrd tiyatro kadar radikal bir kirlma s6z konusu degildir. Ancak
icerik agisindan, bireyin eylem yoluyla varolusunu gerceklestirme ¢abasi, bu tiyatronun ayirt edici
yonuddr.

Varoluscu tiyatro, bireyin dtinyadaki yerini sorgularken, ona bu sorgulamada bir 6zne olma hakki
da tanir. Absurd tiyatro, insanin yazgisal ¢aresizligine odaklanirken, varoluscu tiyatro, bu yazginin
icinden dogabilecek anlam imkanlarini arastirir. Birey, 6zgurdur, ama bu 6zgurltk, ayni zamanda
buyuk bir sorumluluk ve yalnizlik da getirir.

Post-avantgarde yaklagimlar

ll. Dinya Savasinin ardindan sanat dunyasinda yasanan en onemli kinlmalardan biri,
oncultgund 20. yuzyil basinda gerceklestiren avantgarde hareketlerin, savas sonrasi kosullarda
donuserek yeniden yapilandiriimasidir. Bu yeni yonelim, geleneksel tiyatro bicimlerine ve burjuva
estetigine karsi bir durus sergileyen, deneysel, bicimsel olarak radikal, ancak politik olarak daha
temkinli bir anlayisi temsil eder. Birger'in (1984) siniflandirmasiyla “post-avantgarde” olarak
adlandinlan bu yaklasim, 6zellikle 1945 sonrasinda Avrupa ve Amerika'da etkili olmustur.

Peter Burger, modernist sanatin yapisal ¢ozulmesinin ardindan deneysel sanatin yeni bir
doneme girdigini ileri slrerek, savas sonrasi deneysel sanatcilara “post-avantgarde” demeyi
uygun bulur (Blrger, 1984, s. 57). Ona gore bu kusak, birinci dalga avantgarde’in sahip oldugu
toplumsal dontstlirme misyonunu yitirmistir. Oysa Christopher Innes (2004, s. 36), bu iki kusak
arasinda keskin bir kopustan ziyade, tutarh bir devamlilik bulundugunu savunur. Her iki kusagin
ortak noktasi, modern olanin reddi ve deneyselciligin laboratuvar dizeyine gikariimasidir.

Bu yaklasim, bicimsel arayislari merkeze alirken, icerik baglaminda daha ¢ok politik mesafeli,
ancak kulturel elestiriye acik bir gizgi izlemistir.

Kiltirlerarasi egilim ve kutsal tiyatro

Post-avantgarde'in belirgin aciimlarindan biri, kultdrlerarasi tiyatro anlayisidir.  Antonin
Artaud'nun (2009, s. 79) “Tiyatro ve Ikizi" adli galismasinda teorik temelini attigi bu yonelim,
evrensel mitler, dogaclama, beden dili ve jestler Gzerinden yeni bir ifade bigimi aramaktadir.
Artaud’'nun onerdigi “kutsal tiyatro”, sozcugun merkeziligini yadsiyan, bedeni merkeze alan, yazar
merkezli tiyatroyu reddeden bir yaklagimdir.

Bu anlayis, ozellikle Peter Brook, Jerzy Grotowski, Eugenio Barba, Robert Wilson gibi
yonetmenler araciliglyla somut ornekler kazanmistir. Ozellikle Grotowski'nin “yoksul tiyatro”
(Grotowski, 2002, s. 22) tanimi, tiyatronun salt oyuncu ve izleyici arasinda ruhsal bir bag
uzerinden kurulmasini onerir. Torenin tekrar edilemezligini merkeze alan bu anlayista, oyuncu ile
seyirci arasindaki ayrim kalkar; performans bir yasanti haline gelir.

Tiyatro antropolojisi ve ISTA

Grotowski ile ¢calisan Eugenio Barba, farkli kulturlerdeki tiyatro geleneklerini karsilastirmali olarak
inceleyerek “tiyatro antropolojisi” kavramini gelistirmistir. Barba'ya gore (2002, s. 11), her toplum
dissal olarak farkli gortnse de, sahne Uzerinde benzer yapisal davranislar uretir. Bu benzerlikleri
ortaya clkaran disiplin, tiyatro antropolojisi olarak adlandiriimis ve ISTA (International School of
Theatre Anthropology) catisi altinda kurumsallagmistir. Barba’nin bu calismalari, kiltirlerarasi
gosteri sanatlar acisindan belirleyici bir yonelim olusturmustur.
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Performans tiyatrosu

1970'lerden itibaren ylUkselise gegen ve post-avantgarde icinde degerlendirilen bir diger egilim,
performans tiyatrosudur. Bu tiyatro anlayisinda gosteri, tek seferlik, dnceden kestirilemeyen,
mekana, oyuncuya ve seyirciye bagl olarak bigimlenen bir deneyimdir. Metin ikincil dnemdedir;
¢ogu zaman dogaglama ve beden Uzerinden kurulur. Bu yapida metin “yeniden yazilabilir” bir
ozellik kazanirken, dogrusallik yerini uzamsalliga birakir.

Ezilenlerin tiyatrosu

Augusto Boal tarafindan gelistirilen ve toplumsal dontisim amaci giden “Ezilenlerin Tiyatrosu”,
post-avantgarde'in politik yonunu one ¢ikaran nadir orneklerdendir. Boal'in gelistirdigi yontemler
arasinda “gorinmez tiyatro®, “forum tiyatrosu”, “gazete tiyatrosu” ve “baskinin kirilmasi” gibi
teknikler yer alir. Bu teknikler, seyirciyi pasif bir gozlemciden aktif bir katilimciya dondstirmeyi
hedefler. Boal, tiyatroyu bir estetik ifade biciminden ziyade bir eylem alani olarak tanimlar:

“Tiyatro eylemdir!” (Boal, 2011, s. 125).
Postmodern tiyatro

Postmodern tiyatro, Il. Dinya Savasi sonrasi ortaya ¢ikan yapisal, kilturel ve dusunsel
dontsumlerin sahne sanatlarina yansiyan bicimidir. Modernist sanatin anlati merkezliligini,
butlnluk arayisini ve ilerlemeci yapisini reddeden postmodern tiyatro, temelde anlamin
pargalanabilirligi, islupsuzluk, cogulluk ve oyunsallik gibi 6zelliklere dayanir (Karacabey, 2007, s.
105).

Bu tiyatro anlayisinda mutlak bir anlam, hakikat ya da merkez yoktur. Bunun yerine metinler
arasiliga, ironiye, pastise ve yapibozumuna dayall ¢cok katmanli bir anlati tercih edilir. Yazar,
yonetmen, oyuncu ve seyirci arasindaki sinirlar muglaklasir; bigim, icerigin onune gecer.

Postmodern tiyatronun temel kuramsal dayanaklarindan biri Julia Kristeva’nin gelistirdigi
“metinlerarasilik” (intertextuality) kavramidir. Bu anlayisa gore bir metin asla “bagimsiz” degildir;
diger metinlerle kurdugu iliskiler agi icinde anlam kazanir (Kristeva, 1980, s. 59). Ayni sekilde
Derrida’nin yapibozum (deconstruction) kurami, tiyatro metninin sabit anlamlardan arindiriimasi
gerektigini savunur.

Metin, artik tekil bir anlam Uretmez; aksine, anlam surekli ertelenir. Zaman igerisinde dilin kendi
basina bir oyun olduguna isaret eden yaklasimlar, postmodern tiyatronun 6zunu olusturur. Bu
tiyatroda anlam c¢evrede dolanir, dolaysiz anlatim yerini ¢ogu zaman egretileme, metonimi,
parodi ve pastis gibi tekniklere birakir.

Postmodern tiyatronun ayirt edici 6zellikleri sunlardir:

1. Yazar-Yonetmen ayriminin ortadan kalkmasi: Postmodern yapitlarin gogunda metni
olusturan ve sahneye koyan kisi aynidir; bu kisi tim yaratim strecini yonetir.

2. Klasik metinlerin yeniden yazimi: Shakespeare, Sophokles, Buchner gibi klasik yazarlarin
metinleri alinip yeni baglamlara tasinir, gincel kultUrle i¢ i¢e gegirilir.

3. Uslapsuzluk ve bicimsel kararsizlik: Farkli tirler, bicemler ve diller bir arada kullanilir.
Ciddi ile guluing, yuksek ile algak estetik i¢ ice gecer.

4. Gorselligin ve bigimin 6n plana gikmast: igerikten gok gorsel imgelerin yarattigi duygu
one ¢ikar. Bazen anlamdan ¢ok etki onemsenir.

5. Gergeklikten kopus: Postmodern tiyatro, gtindelik gergeklik ile bag kurmak yerine, steril,
kendine kapall, estetik bir yapit ortaya koymayi hedefleyebilir.

Postmodern tiyatronun onemli temsilcileri arasinda Robert Wilson, Heiner Mdller, Richard
Foreman, Suzanne Hellmuth, Jock Reynolds, Michael Kirby, The Wooster Group ve Squat
Theatre gibi isimler ve topluluklar yer almaktadir.
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Wilson'un 1988 tarihli “Orman” adl yapiti, postmodern estetigin tum ogelerini tasir: Gilgamis
Destani tizerine kurulmus bir yapita, Darwin, Pessoa, Poe gibi onlarca farkli yazar ve dustndrden
alintilar eslik eder. Oyuncularin iki dilde (Ingilizce-Almanca) konusmasi, gokkdltirli bir anlatiyi
destekler.

Wilson'un estetigi, ses, gortntl ve aksiyonun birbirinden ayristirimasi, hatta birbirine karsit
kilinmasi esasina dayanir. Bu, geleneksel butuncul anlatimin par¢alanmasi anlamina gelir.

Postmodern tiyatroda bir diger egilim, sanatin teknik gelisimi adina ilk bicimlere donts cabasidir.
Bu c¢aba, “tiyatro nedir? Oyuncu kimdir? Seyirci nedir?” gibi temel sorularla estetik deneyin
sinirlarini zorlar. Laboratuvar tiyatrosu, deneysel gosteriler, dogaclama yapilar bu stirecin somut
orneklerindendir.

Bu noktada postmodern tiyatro, yalnizca sanatsal degil, ayni zamanda felsefi bir durus sergiler.
Hakikatin, 6znenin ve anlamin sabitligine yonelik tim inanglar sorgulanir. Tiyatro artik bir temsil
degil, bir eylem, bir “yeniden yazim” alani haline gelir.

Feminist tiyatro

Yirminci ylzyilin ikinci yarisinda ivme kazanan toplumsal dontsumler, yalnizca politik ve kulturel
alanlarla sinirli kalmamis; tiyatro sanatini da kokten etkilemistir. Feminist tiyatro, bu baglamda
hem sanatsal hem de ideolojik bir dontstmtn sahnedeki izdisimddur. Il. Dinya Savasl
sonrasinda ortaya cikan ozgurlik hareketlerinin, ozellikle kadinlarin esitlik mtcadelesiyle
birlesmesi sonucu, tiyatroda kadinin temsili ve Uretimdeki rolt yeniden tanimlanmistir.

Feminist tiyatronun ortaya cikisinda t¢ temel dinamik etkili olmustur:

1. Deneysel Tiyatro Ortami: 196Q’lardan itibaren gelisen avantgarde topluluklarda kadin
sanatcilar hem dretici hem de elestirmen olarak aktif rol almistir. Deneysel tiyatro,
geleneksel yapilarin disinda disinme olanagr tanididi icin feminist dramaturgiler icin
verimli bir zemin olusturmustur.

2. Yeni Sol Hareketi: Toplumun yapisal esitsizliklerine kargi sesini yukselten bu politik
hareket, sinif temelli mucadelelerin yani sira toplumsal cinsiyet esitsizligini de goruntr
kilmaya baslamistir.

3. Kadinlarin Ozgurlik Micadelesi: Feminist tiyatronun temel motivasyonu, kadinin
sahnede yalnizca temsil edilen degil, ayni zamanda temsili kuran 6zne olarak var
olmasidir. Kadin, artik anlatinin “nesnesi” degil, anlatinin kurucu unsurudur.

Feminist tiyatro, belirli bir tiyatro turt olmaktan ¢ok, elestirel bir yaklasimi temsil eder. Bu nedenle
tek bir bigimle sinirlanmaz; dogaglama, deneysel anlati, kolaj, hikayeleme gibi farkli teknikleri bir
arada kullanabilir. Ancak ortak yonleri sunlardir:

Patriyarkal anlatilarin sorgulanmasi

Kadin bedeni ve deneyiminin sahnede gorundr kiinmasi

Kadinlar arasi farkliliklarin (sinif, etnisite, cinsiyet kimligi vb.) dikkate alinmasi
Yeni bir anlati dili ve dramaturji gelistirme arzusu

Feminist oyunlar siklikla gunltk yasam, siddet, annelik, beden, cinsellik, aile ici roller gibi temalari
ele alir. Bu temalar hem politik hem de kisisel boyutlariyla irdelenir. Feminist tiyatroda “kisisel
olan politiktir” ilkesi dramaturjik yapiya da yon verir (Case, 2017, s. 87).

Feminist tiyatroda sahne yalnizca bir “gosterim” alani degil, ayni zamanda sorgulama ve karsi
clkis alanidir. Kadin oyuncularin sahnedeki varligi, sesleri, bedenleri ve jestleriyle politik bir
eyleme donusur. Sahneleme, siklikla minimal, bedensel, dogaglamaya acik ve seyirciyle iliski
kurmaya yatkin bir anlayisla yapilir.

Bununla birlikte feminist tiyatroda seyirciyle dogrudan iletisim kurmak, alisilagelmis seyir
pratiklerini kirmak ve izleyiciyi pasif konumdan ¢ikarip distinmeye zorlamak esastir. Bu durum,
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Brechtyen yabancilastirma ile benzerlik gosterir; ancak feminist tiyatroda bu teknik, kadin
deneyiminin gordnur kilnmasi amaciyla yeniden yapilandiriimistir.

Feminist tiyatro, yalnizca bir sanat pratigi degil, ayni zamanda bir politik durus olarak sahneye
tasinir. Cinsiyet temelli esitsizlikleri gorundr kilarken, kadinlarin hikayelerine merkezi bir yer verir.
Bu tiyatro anlayisl, yalnizca erkek egemen anlatiya degil, ayni zamanda kadinin kendi igindeki
bastiriimis seslere de yonelir. Bu baglamda feminist tiyatro, hem disa donuk bir elestiri hem de
igsel bir yuzlesme bigimidir.

Dans tiyatrosu

Dans tiyatrosu, 20. yuzyilin ikinci yarisinda ozellikle Pina Bausch ile 6zdeslesen, klasik tiyatro
bicimleri ile cagdas dansi harmanlayan ve anlatimi bedensel jest, mimik ve harekete dayandiran
yenilik¢i bir tiyatro bigimidir. Bu tiyatro anlayisi, hem Brecht'in epik-diyalektik tiyatrosu hem de
avantgarde hareketlerin beden merkezli sahnelemeleri ile disunsel bag kurar.

Dans tiyatrosunun c¢ikis noktasi, bireyin dinyayla olan ¢atismasini yalnizca sozle degil, ayni
zamanda beden araciligiyla anlatmasi gerektigi fikridir. Bu anlayis, ozellikle modern insanin
yabancilasmigligi, iletisimsizligi ve psikolojik sikismish@r gibi temalari sahnede guglu bigimde
gorunar kilar.

Dans tiyatrosunun en onemli onclsu olan Pina Bausch, Almanya’'da kurdugu Tanztheater
Wuppertal topluluguyla bu anlayisi bigimlendirmistir. Bausch'un eserlerinde tiyatral anlatim ile
dans arasinda bir hiyerarsi yoktur; aksine, iki dil birbirine karisir, tamamlar ve hatta birbirini
donusturdr.

Onun oyunlarinda ozellikle kadin-erkek iligkileri, ask, siddet, yabancilasma, toplumsal roller gibi
temalar, dans araciliglyla sahnede vicut bulur. Bausch'un koreografileri, yalnizca estetik bir dans
duzeni degil, toplumsal elestiri taslyan sahne kompozisyonlaridir.

Dans tiyatrosunun dramatik yapisinda sozden c¢ok gestus (Brecht'in kavramsallastirdidi,
toplumsal baglami yansitan jest) on plandadir. Bu nedenle danscilar yalnizca teknik beceriye
degil, ayni zamanda sahnede duygusal ve politik bir ifade tasiyabilen bedensel farkindaliga
sahiptir.

Sahnelemelerde cogu zaman minimal dekor, teatral isik, simgesel nesneler ve muzikal ritimler
on plana gikar. Oyuncular, seyirciyle dogrudan iliski kurar; zaman zaman onlarin arasinda hareket
eder ya da goz temasi kurarak yabancilastirma etkisi yaratir.

Dans tiyatrosunda ele alinan temalar, yalnizca bireysel deneyimlerle sinirli kalmaz; ayni zamanda
toplumsal yapilarla ¢atisan bireyin i¢ dinyasina dair guclu bir anlati sunar. Ozellikle kadin bedeni,
bu tiyatro anlayisinda hem bastiriimis bir kimligin hem de direnisin sahnesidir.

Pina Bausch'un oyunlarinda kadin karakterler hem magdur hem 6zne, hem kirilgan hem gtclg,
hem suskun hem de bedenleriyle konusan figtrlerdir. Bu yonuyle dans tiyatrosu, feminist tiyatro
ile de paralel soylemler gelistirmistir.

In-yer-face (Suratina) tiyatro

1990'larin  sonlarindan itibaren Britanya basta olmak Uzere Bati Avrupa sahnelerinde
yayginlasmaya baslayan In-Yer-Face Theatre (TUrkgeye “Suratina Tiyatro” olarak gevrilmistir),
izleyiciyi rahatsiz etmekten ¢ekinmeyen, siddeti, cinselligi, travmayi ve tabu konulari dogrudan
ve sansurslz bicimde sahneye tasiyan radikal bir tiyatro bigimidir.

Bu tiyatro turd, yalnizca tematik olarak degil, bicimsel olarak da geleneksel anlatiya karsi ¢ikar.
Seyircinin duygusal guvenlik alanini ihlal eder, onu tanik, suc¢ ortagi ya da kurban konumuna
sokar. ingiliz tiyatro elestirmeni Aleks Sierz tarafindan kavramsallastirilan bu tir, 6zellikle 1990
sonras! kusagin ofkesini ve bireysel travmalarini tiyatro diliyle ifade etmenin bir bigimi olarak
kabul edilir (Sierz, 2009, s. 24).
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In-Yer-Face Tiyatro, Oxford English Dictionary'de “pervasizca, kiskirticl, ylzlestirici” olarak
tanimlanir. Bu tanim, yalnizca sahnede sunulan temalara degil, bu temalarin seyirciye ne sekilde
sunulduguna da isaret eder.

Suratina tiyatro yonelisinin temel ozellikleri su sekilde siralanabilir:

e Sok ediciigerik: cinsel istismar, aile igi siddet, akil hastaliklari, travma
e Dogrudan, saldirgan bir anlati dili

e Seyirciile duvarin yikilmast: “seyretme” degil, “maruz kalma” durumu
e Konfor alaninin ihlali: estetik keyiften ¢cok rahatsiz edici yuzlesme

Bu tiyatro bi¢iminin onde gelen temsilcileri arasinda sunlar yer alir:

e Sarah Kane — Blasted, Cleansed, Crave: Siddeti, aski, intihari ve travmayi beden Uzerinden
anlatir.

e Mark Ravenhill = Shopping and Fucking, Some Explicit Polaroids: Tuketim kultdrg,
medya ve cinsellik ekseninde bireyin parcalanisi.

e Martin McDonagh, Anthony Neilson, Philip Ridley, Tracy Letts, Harry Gibson, Phyllis Nagy
gibi yazarlar da bu akimin farkli yuzlerini temsil eder.

Sarah Kane'in Blasted adli oyunu, savasin ve insan bedeninin gtrdmesini ayni dizlemde ele
almasiyla bu tdrun en guglt orneklerinden biri kabul edilir. Oyunda gergeklik, zaman, mekan ve
ahlak anlayisi altust edilir; seyirci kendisini yalnizca tanik degil, ayni zamanda sugun icindeymis
gibi hisseder.

In-Yer-Face tiyatro, hem bigimsel hem de iceriksel olarak seyirciye “aci gektirerek dusundurmeyi”
amaglar. Bu amag dogrultusunda:

e Dil mustehcendir: Argolar, kufurler, cinsiyetci ve saldirgan ifadeler sik kullanilir.

e Beden sergilenir: Ciplaklik, fiziksel aci, cinsel iliski, istismar gibi eylemler sahnede
dogrudan gosterilir.

e Estetik ihlal edilir: Oyun, seyircinin gorsel konforunu bozacak sekilde yapilandirilir.

e Empati kirilir: Seyirci karakterle 0zdeslesmek yerine onunla yuzlesir.

Suratina Tiyatro, duygu somurusune degil, duygusal silkeleyicilige dayali olarak tanimlanabilir.
Amag, izleyiciyi hissetmeye zorlamak, hatta gerekirse onu travmatize ederek harekete
gecirmektir.

Suratina tiyatro, kimilerince ahlaki sinirlari zorladigi ve pornografik bir teshire donistigu icin
elestirilmis; kimilerince ise ¢agin ruhuna en uygun tiyatral ifade bigimi olarak savunulmustur. Bu
tiyatro biciminin siddet ve cinsellik Gzerinden yaratti§gi “rahatsiz edici estetik”, seyircinin yalnizca
seyretmesini degil, sorumluluk almasini da talep eder.

Sonug olarak In-Yer-Face tiyatro, 20. yuzyilin sonunda bireyin pargalanmis kimligiyle yuzlestigi,
travmanin estetikten ¢ok politik ve ahlaki bir mesele olarak ele alindigi radikal bir tiyatro bigimidir.

Alternatif tiyatro

Alternatif tiyatro, tiyatro sanatinin geleneksel anlati yapisina, kurumsallasmis produksiyonlara
ve ticari kaygilarla bigimlenmis sahneleme pratiklerine karsi bir durus olarak dogmustur.
Ozellikle II. Diinya Savas! sonrasinda, tiyatronun salt eglence araci olmaktan cikarak sosyal,
politik ve kulttrel bir ifade bicimi olarak yeniden tanimlanmasi, alternatif tiyatro hareketlerinin
ortaya gikmasina zemin hazirlamistir.

Bu tur tiyatrolar genellikle kicik mekanlarda, dustk butcelerle, deneysel yontemlerle ve
dogrudan seyirciyle iletisim kurmayi amaglayan bir yaklasimla tretim yaparlar.

Amerika Birlesik Devletleri'nde alternatif tiyatro hareketinin onctsu olarak kabul edilen Off-
Broadway ve Off-Off-Broadway olusumlari, ticari Broadway tiyatrosuna karsi bir tepki olarak
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dogmustur. Ozellikle 1950'lerden itibaren ylkselise gegen bu yapilar, hem yeni oyun yazarlarini
destekleyen hem de deneysel bicimlere alan acan bir tiyatro ortami yaratmistir.

Off-Broadway tiyatrolar, profesyonel kadrolarla ama daha disik butgelerle ¢alisan,
gelenekselden kopmadan yeni anlatilar arayan yapilar iken; Off-Off-Broadway tiyatrolari gok
daha 6zglr, amator ruhlu ve performans odakli yapidadir (Nutku, 2002, s. 282).

Alternatif tiyatrolarin bir diger ayirt edici yonu, kolektif Uretim slreclerine acik olmalaridir.
Yazarlik, yonetmenlik ve oyunculuk gibi rolleri kati bicimde ayirmayan bu yapilar, yaratici sureci
birlikte dusunen, birlikte oynayan ve birlikte sorgulayan topluluklar Gzerinden bigimlendirir.

Ozellikle dogaglama temelli oyunlar, bu anlayisin 6nemli bir uygulamasidir. Bu tiyatrolarda metin
¢ogu zaman provada olusur; gosteriler seyircinin anlik tepkileriyle yeniden sekillenir. Boylece
tiyatro, sabit bir anlati olmaktan ¢ikarak yasayan ve degisen bir deneyim alanina donusur.

Alternatif tiyatro anlayisi, birgok 6zgun toplulugun dogmasina zemin hazirlamistir. Bunlardan
bazilarr:

e Living Theatre (Judith Malina & Julian Beck): Sanat ile yasam, devrim ile sahne arasinda
kurduklari bag ile alternatif tiyatronun oncdulerindendir. Tiyatroyu toplumsal bir eylem
alani olarak gormuslerdir.

e Open Theatre (Joseph Chaikin): Kolektif tretimi ve dogaglamayi merkeze alan bir yapidir.
Chaikin, yazarin metni dogrudan sahnede oyuncu ve yonetmenle birlikte olusturmasi
gerektigini savunur.

e San Francisco Mime Troupe: Gerilla tiyatrosu olarak tanimlanir. Sokaklarda oynanan
politik oyunlarla halkla dogrudan iliski kurar.

e El Teatro Campesino: Meksika kokenli tarim isgileri tarafindan kurulmus, ezilen siniflarin
tiyatrosudur.

e Bread and Puppet Theatre: Tiyatroyu rittel ve dini ifade bicimleriyle iliskilendiren, kukla
ve gorsel metaforlarla ¢alisan bir topluluktur.

e Snake Theatre, The Wooster Group, Squat Theatre gibi gruplar da alternatif tiyatronun
farkl boyutlarini temsil ederler.

Alternatif tiyatrolar,;

Metni merkeze almaktan gok sahneleme bigimine ve oyuncunun varligina odaklanirlar.
Ideolojik duruslari belirgindir; toplumsal meselelere karsi duyarlilik gelistirirler.

Seyirciyle “sanatsal mesafe” kurmak yerine, ona dogrudan temas etmeyi amaglarlar.
Deneysel formlar, bedensel anlatim, gorsel metaforlar, kolektif biling, mekana 6zgu
sahneleme (site-specific) gibi uygulamalara sikca yer verirler.

Bu anlayis, klasik tiyatronun temsil estetiginden cok, yasanti estetigini one ¢ikarir. Tiyatro bir
temsil degil, bir karsilasma ve bir direnis alani haline gelir

Sonug ve oneriler

ll. Dinya Savasi'nin yol acgtigi yikim, yalnizca fiziksel, siyasal ya da ekonomik alanlarda degil,
insanin dunyayla ve kendi varolusuyla kurdugu iliski biciminde de derin ¢atlaklar yaratmistir. Bu
kirlma, sanatin her dalinda oldugu gibi tiyatroda da temsil bigimlerinin dontsmesini, igeriklerin
yeniden tanimlanmasini ve seyirci-sahne iliskisinin sorgulanmasini beraberinde getirmistir.

Savas sonrasi donemde gelisen tiyatro yonelimleri; absurd tiyatro, varolusgu tiyatro, post-
avantgarde, postmodern tiyatro, feminist tiyatro, dans tiyatrosu, in-yer-face tiyatro ve alternatif
tiyatro gibi farkl adlarla anilsa da, temelde ortak bazi sorunsallarda birlesirler. Bu sorunsallar,
¢agdas insanin kimlik krizi, anlam yitimi, toplumsal yabancilasma, iletisimsizlik ve gug iligkilerine
dair sorgulamalardir.
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Bu yonelislerin bir kismi (6rnedin absurd tiyatro), bireyin caresizligine ve diinyayla olan mutlak
uyumsuzluguna odaklanirken; digerleri (feminist, alternatif, ezilenlerin tiyatrosu vb.) tiyatroyu
toplumsal bir mudahale araci olarak konumlandirir. Postmodern tiyatro ve post-avantgarde gibi
akimlar ise, bigimsel olarak tiyatronun temsil araglarini ve metinsel yapisini sorgulayarak, sanati
bir oyun, bir yeniden yazim ve hatta bir bedensel deneyim alanina dontsturdrler.

Bu baglamda Nietzsche'nin “Tanr oldu” sdylemi, yalnizca bir inangsizlik beyani degil; ayni
zamanda yeni bir estetik, yeni bir deger sistemi ve yeni bir sanat anlayisinin ¢agrisi olarak
okunmalidir. Sanat, artik yuceltilen degerleri temsil etmekle degil; onlari sorgulamak, yikmak ve
yeniden kurmak ile yukidmltdur. Tiyatro bu ¢cagriyl, sahnede sessizlikle (Beckett), ciglikla (Kane),
bedensellikle (Bausch), kolektif Gretimle (Boal), ironiyle (Wilson) ya da gevezelikle (lonesco)
yanitlamistir.

Modern tiyatroda “yazarin tiradl” olan sahne, artik yonetmenin, oyuncunun, hatta seyircinin
katilimiyla gok sesli bir anlati alani haline gelmistir. Dramatik yapi parcalanmis, karakter yerine
durumlar; eylem yerine dongusellik;, anlam yerine oyun gec¢mistir. Tiyatro, yasamin taklidi
olmaktan ¢ikip, yasamin kendisiyle ¢arpistigi bir sinir gizgisine dontismdastur.

Ozetle, savas sonrasi tiyatro, yalnizca estetik bir degisim degil, ayni zamanda epistemolojik bir

dondsum yasamistir. Bu dondsdm, ¢agin ruhuna ayna tutarken, tiyatronun ne olduguna ve ne
olabilecegine dair sorularimizi da gogaltmistir.

Savas sonrasi gelisen tiyatro yonelimlerinin yalnizca estetik degil, ayni zamanda sosyo-politik
baglamlar icinde degerlendiriimesi, tiyatro egitimi ve arastirmalar agisindan buyuk onem
tasimaktadir. Bu nedenle, tiyatro tarihi derslerinde bu yonelimlerin ideolojik altyapisina da yer
verilmelidir. Yerel tiyatro ornekleriyle bu yonelimler arasindaki benzerlik ve farkliliklarin analiz
edilmesi, kilturel etkilesimlerin daha iyi anlasiimasini saglayacaktir. Turkiye'deki alternatif veya
deneysel tiyatro orneklerinin bu gercevede incelenebilir.

Guncel Tiyatro Politikalarina donuk yonelimlerin ginumuzdeki seyirci yapisi ve tretim modelleri
uzerindeki etkilerinin degerlendirilmesi, gunumuz tiyatro Uretimi igin yol gosterici olabilir.
Ozellikle dans tiyatrosu ve kdlturlerarasi performanslar gibi alanlarda, beden calismalar,
antropoloji, toplumsal cinsiyet kuramlari gibi disiplinlerle is birligi yapilmasi, tiyatro
arastirmalarina yeni bakis agilari kazandirabilir.
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