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ABSTRACT

This article analyzes a group of Afro-Colombian female singers from Pogue, a
rural area of the Colombian Pacific who have reinvented traditional mourning
songs (alabaos). Their music and performance refer to the massacres and
abuses committed by both the FARC leftist guerrilla group and the right-
wing paramilitary in the nearby village of Bojaya. We will not study these
traditional mourning songs from an ethnographic perspective, but from the
interdisciplinary perspective of performance studies. As such, the aim here
is to emphasize the wider political and artistic dimension of the songs vis-a-
vis Colombian necropolitics. However, we will still rely on the work of social
scientists as we recognize the importance of grounding our analysis on a specific
reality. In addition, we find a foothold on Rustom Bharucha’s perspective on the
performativity of “terror’in the Global South, as we think this Indian cultural critic
is spot-on when questioning the “war on terror” master narrative resulting from
the attacks on September 11, 2001, and looking instead at other areas of the
world where“terror”assumes a concrete and visceral dimension in everyday life..
Keywords: Cultural Performance, Theater and Performance, Necropolitics,
Colombian Peace Process, The Pogue Singers
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Ethical and Political Implications of “Performance”in a Rural Cultural Practice: Afro-Colombian Women...

Introduction

N

Some members of the Pogue Singers with the director of the documentary
Voces de Resistencia (ICESI")

In this article we are interested in analyzing a Latin American rural practice that emerged
from the traditional culture of a marginalized area of Colombia where the majority of inhabitants
are Afro-descendant. The Pogue singers gained public recognition for their specific connection
to the 2016 peace process that sought to end the 50-year violent conflict in Colombia. We are
convinced that social change is not possible without appropriating the past, no matter how
horrific, and more so when in Colombia violence in rural areas since 2016 has decreased but
has not stopped, despite the fact that this so called “process” allowed Juan Manuel Santos
(President of Colombia from 2010 to 2018) to win the Nobel Peace Prize in 2016. We will
base our investigation on the Indian cultural critic Rustom Bharucha’s perspective on the
performativity of “terror” in the Global South, as we believe that Barucha is right in challenging
the master narrative of the “war on terror” resulting from the attacks of September 11, 2001,
and looking instead at other zones of the world where “terror”” adopts a tangible and visceral
dimension in ordinary life:

In this scenario, which is more truly global than the essentially American war on terror, there
needs to be some way of calling attention to these other manifestations of terror, which are
not determined by ‘September 11°, even though they may be affected by its fall-out. Far from
being exceptional, terror can be regarded as the new banality of evil in our times, functioning
in a diversity of ways, open to a spectrum of causes, manipulations, rumours, fears, tensions,
and resentments, ranging from the most global and national of political interventions to the
most quotidian intimacies of everyday life.

1 All images of Pogue’s singers in this essay belong to the CEAF (Centro de Estudios Afrodiasporicos- Center
for Afrodiasporic Studies), ICESI University (Cali - Colombia).
2 Rustom Bharucha, Performance and Terror (New York: Routledge, 2014).

2 Tiyatro Elestirmenligi ve Dramaturji Bolimi Dergisi 32, (2021)
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The relationship between alabaos (mourning songs) and terror that we establish in this
article is related to the killings and disappearance of civilians at the hands of the armed actors
of the Colombian conflict -including the State- over the late 20" and early 21* centuries in the
area where the village of Pogue is located. While the music of these traditional chants and the
way in which they are performed have remained the same, their centuries-old style of lyrics has
been modified by the town inhabitants due to the extreme violence affecting their community.
In keeping with Bharucha’s statement, on one hand alabaos show both how violence impacts
daily life and how this change is related to the overall political situation of Colombia, and as
such, to global political interests.

As is well recognized, Richard Schechner described performance in terms of restoration
of behavior, that is, as “twice-behaved behavior”.> However, we think that theories must be
transformed and examined against particular settings and milieus, predominantly in the case of
territories such as Colombia, outside the Western cultural context where the interdisciplinary
field of performance studies has developed. Therefore, while we are aware of the relevance
of Schechner’s statement, we believe that it is crucial to identify its problematic ethical and
political implications. Regarding this issue, Bharucha writes: “Arguably, contexts of terror and
genocide decimate the very idea of ‘restoration’in the first place, compelling one to consider
‘how’new concepts and practices are born of the debris of massacres and the annihilation of

normative structures and behavior”*

On September 26, 2016, the Colombian government put its signature on a peace agreement
with the oldest and most dominant leftist guerrilla group in the nation, and probably in Latin
America, the Revolutionary Armed Forces of Colombia (FARC). A month later, in October of
the same year, contrary to all expectations, 50.2 percent of the Colombian population voted
against the agreements with the guerrillas. The results of this referendum to ratify the peace
process demonstrated the polarization within Colombian society. This was an unprecedented
historical event when compared to similar peace processes such as those in Northern Ireland
and South Africa. In this complex and polarized context, we wanted to consider for our analysis
a progressive cultural practice that addresses the memory of the Colombian conflict and its
aftermath from a primarily female perspective. Instead of approaching our analysis from the
conventional angle of political art in which “the political” is understood as an adjective of
“art” (which in artistic practice allows performers to stay away from facts), we will inquire
how Colombian necropolitics, understood as the use of bodies to exercise power, “activates
the creative dimension of political practice”.> We will analyze this concept of necropolitics
later. For now, let us say that we believe that the subject studied in our article embodies a need

3 Richard Schechner, Performance Studies: An Introduction (New York: Routledge, 2002).

4 Bharucha, Performance and Terror, 133.

5 Ana Longoni, “Perder la forma humana”, in Cartografias criticas I, Eds. lleana Diéguez, Paola Marin, and
Gaston Alzate (Los Angeles: Karpa, 2018).

Tiyatro Elestirmenligi ve Dramaturji Bolimu Dergisi 32, (2021) 3
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for new forms of artistic manifestation due to the urgency of the country’s historical situation:
art, performativity, and politics are intertwined in this creative practice to the point that they
cannot be disconnected.

As mentioned above, this essay is not intended as an ethnographic study of alabaos.® Our
analysis will be limited to the lyrics and cultural performance of the Pogue singers and to
their dialogue with contemporary Colombian political reality. In this sense, we understand
cultural analysis as part of the displacement of knowledge that the study of culture, formerly a
privileged object of anthropology, has undergone. Therefore, this essay assumes that the reader
is familiar with the crisis of dominant epistemological and disciplinary categories taking place
over the last decades of the past century in the Humanities. This questioning raised the urgency
of opening the limits of ethnography and contributed to breaking the disciplinary limits that
made “culture” the sole domain of anthropology and ethnography, and “art” the sole domain
of a supposedly universal experience based upon a Western paradigm.

We would also like to make clear that this research does not intend to legitimize per se a
particular cultural manifestation. In this sense we want to detach ourselves from a common
characteristic of academic studies in the Humanities on activism in Latin America based on
the idealization of its political achievements. We sincerely think that this is generally due to
the impact of American and European left-wing academia, which, while largely atheistic,
frequently privileges and emphasizes the achievement of justice by subaltern subjects or
cultures, such as Latin America, without questioning to what extent that vision erases (obscures)
experiences other than the optimistic teleology that dominates the political and cultural paradigm
of universities and research institutions in the United States and Europe. This phenomenon
of academic research appears many times to the disadvantage of the most problematic and
intricate facets of activism that occur in the heart of realities that, far from being able to reach
an ideal resolution, have implicated and continue to implicate even today the annihilation and
disappearance of human beings, as is the case with contemporary Colombia. A good example
of what we are trying to explain is the predisposition to assign all the inequalities in the south
of the American continent to US imperialism, which, it is worth saying, seems to be a kind
of nostalgic holdover from the paradigms of the left in fashion during the Cold War. On the
contrary, and thinking about the present economic and political state of affairs in countries
such as Nicaragua, Venezuela or Cuba, there is no doubt that such vulgarization of the causes
of the catastrophic reality of those countries is not only childlike, but also cynical.

Obviously, we do not attempt to deny the noticeable abuses and inequities in the United
States’ economic, political, and cultural interactions with Latin America, nor do we attempt to

6  For a fully ethnographic approach to this topic, see: Natalia Quiceno, Maria Ochoa Sierra and Adriana Marcela
Villamizar, «La politica del canto y el poder de las alabaoras de Pogue (Bojaya, Choco)», Estudios Politicos 51
(2017), 175-195.

4 Tiyatro Elestirmenligi ve Dramaturji Bolimi Dergisi 32, (2021)
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negate how the escalation of warmongering narratives is in great part a product of its geopolitics.
However, as we will see in our analysis, we must bear in mind that the main perpetrators,
facilitators and agents of violence are in our own Latin American countries. Consequently,
taking into account cultural and artistic practices within their particular contexts of necropolitics,
that is, considering the use and abuse of injured bodies to exercise power, as defined by the
Cameroonian academic Achille Mbembe, is vital to escape impulsive triumphalism and
indifference regarding the current situation in Colombia.’

Venezuela

N

{

Bogota

~ Colombia

The Department of Choc6 in Northwest Colombia borders Panama. (Google Map)

As discussed by numerous Colombian scholars, including many of the so-called
violentologists,® the hegemonic narratives of war delivered by public discourse in the national
and international media, most of the national and international government agencies, and the
way in which Colombian history is explained at institutional level have together simplified
or silenced the origins and consequences of violence for fifty years in thousands of civilian
bodies outside the major Colombian capitals. The cultural producers studied in this essay show
the need to question these narratives, and despite accepting that a peace process was the best
option for their communities and for the country as a whole, their creative practice demonstrates
that the public mourning process, while only just beginning, is still weak and full of conflict.

Achille Mbembe, Necropolitics (Durham, NC: Duke University Press, 2019).

8  Political violence in Colombia, which has acutely affected the country since 1948 (due to the assassination of the
Liberal leader Jorge Eliécer Gaitan), had a very important moment in 1986 when the government of President
Virgilio Barco hired a group of scholars from the National University to carry out a study on its causes. This
group, led by Professor Gonzalo Sanchez, is known as that of violentologists and their report was published as
Pasado y presente en la violencia en Colombia (Past and present of violence in Colombia), edited by Gonzalo
Sanchez (1986). For these scientists, violence had objective causes, such as social exclusion and lack of political
participation. It is the reason they were interested in finding the origins of daily-life violence in Colombia as a
result of organized violence. Later studies contradicted this, arguing that violence has been determined more
than anything by the weakness of the institutions. Currently, research tends to show that it is due to a complex
combination of economic inequality, institutional causes, and culture.

Tiyatro Elestirmenligi ve Dramaturji Bolimu Dergisi 32, (2021) 5
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For centuries in Colombia, Afro-descendant and indigenous communities have been
neglected and abused in what could undoubtedly be called institutional racism. Such is the
case in the department of Choco, particularly in the Bojay4 area along the Atrato River, in the
Northwest of Colombia, bordering Panama (see maps). Basic services, schooling, health, and
other assistance provided by the state are unpredictable or nonexistent in Colombian provinces
with isolated Afro-descendant populations.

Along with indigenous communities, Afro-descendants are the population that has suffered
the most forced displacement, massacres and human rights abuses in the conflict between
armed guerrilla groups, the Colombian police, the military and right-wing paramilitaries,
who are known in Colombia as the paras. The latter are armed groups sponsored by wealthy
landowners and drug traffickers who often work in coordination with the state armed forces
and very dark sectors of the Colombian elites (political parties, members of the industry and
some multinational companies®). This has occurred from the late 20th and early 21st centuries
to the present day.

. - [
Members of the Pogue Singers at the house of one of them. The house is a small wooden shack.
(ICESI)

Faced with the growing violence against the civilian population in their region described
above, the Pogue singers began to modify ancestral creative dynamics to compose new lyrics
for mourning songs dating from the time of slavery and decided to form a musical group. As
Jeronimo Botero and Aurora Vergara have pointed out in “Cantando el territorio” (Singing the

9  Banana businessmen in the regions of Uraba (in the departments of Antioquia and Magdalena in Northwestern
Colombia, have been accused of financing paramilitary groups. The Colombian justice system has issued more
than 13,000 investigation orders against alleged paramilitary collaborators. This adds to the list of more than
120 entrepreneurs and companies that have been mentioned in the judgments, among which is the well-known
multinational Chiquita Brands International, an American producer and distributor of bananas and other products
in the world.

6 Tiyatro Elestirmenligi ve Dramaturji Bolimi Dergisi 32, (2021)
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territory),'* these changes in the traditional lyrics, as well as the group’s transformation into
a formal organization, took place in response to the murders and disappearances of civilians
occurring in this marginalized area of Colombia since the late 1990s. It was also a consequence
of the arrival of right-wing paramilitary forces to a territory where leftist guerrillas were already
present and, a direct consequence of the massacre of May 2, 2002, in the neighboring town
of Bellavista, in the Bojaya area, where relatives of the singers were assassinated. According
to Botero and Vergara, the Pogue singers decided upon a particular performance of public
memory that dealt not only with mourning itself but also with denunciation and resistance.
As aresult, in September 2016 they were invited to sing at the signing ceremony of the peace
agreement between the Colombian government and the FARC.

One of the foundations of this article is that performance is a more appropriate category
through which to discuss political activism than formal theatrical disciplines based on aesthetic
strategies. We believe that this type of approach will help us to ask ourselves about the dominant
hierarchical division between “traditional” or “ethnic” cultural acts and the so-called “high”
artistic practices, since we are dealing with the cultural production of a group of traditional
Afro-descendant Colombian singers. Thus, while we recognize the value and importance of
ethnography, here we are not aiming to write an anthropological study.

As initiated by Richard Schechner and Victor Turner, performance studies originated from
the need to question Western hierarchies, which for the most part govern the narrow division
between (Western) theater and other performing arts, and also to analyze performative social
practices, rituals and traditions from the perspective of theater. In the same vein, for this
interdisciplinary field the division of the arts by medium is arbitrary. Moreover, in performance
studies the object of study is not as clearly defined as are the subjects at the heart of the
discipline. Schechner defines performance as “presence, vivacity, agency, incarnation and
event”." It is crucial to note here that this kind of approach to popular cultural practices from
a performance studies perspective would be artificial if it did not have a foothold in the work
of'social scientists. Performance studies give a more specific focus on questions such as those
mentioned above (for example, on corporality, affect and kinetics), although to arrive at an
authentic result it is vital to involve our analysis as much as possible with specific realities,
as the Indian critic Bharucha reminds us.'? For our study of the Pogue singers, we will center
primarily on the Official Report of the Historical Memory Group 2010 on the Bojaya massacre, '
whose group is part of the National Commission for Reparation and Reconciliation, and also
on the analysis work carried out by Colombian academics Aurora Vergara, a sociologist, and
Jerénimo Botero, a political philosopher.

10 Jerénimo Botero and Aurora Vergara. “Cantando el territorio” (paper presented at the annual meeting for the
Latin American Studies Association Congress, Barcelona, May 23, 2018).

11 Kirshenblatt-Gimblett cited in Schechner, Performance Studies: An Introduction, 3.

12 See Bharucha, Performance and Terror.

13 Gonzalo Sanchez(coord.) et al, Bojayd: la guerra sin limites: Historical Memory Group Report on Bojayd
(Bogota: CNRR—Grupo de Memoria Historica, 2010).
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The Pogue Singers: Longing for Peace

The Pogue Singers performing in traditional Afro-Colombian attire in Bellavista, the site of the
massacre (ICESI).

The first thing to say before starting any study on this region is that, like the people of
many isolated towns in the country, the inhabitants of Bellavista, Bojaya, had already been
abandoned by the state long before the massacre of May 2, 2002. It is known that in 2000, the
FARC had deployed in the area due to the growing presence of a paramilitary group. For this
reason, the Colombian police, until that moment the only government presence there, withdrew
completely, leaving the area at the mercy of illegal gangs (guerrillas from the extreme left and
paramilitaries from the extreme right).

Although it is possible to affirm that in Colombia all the armed actors (guerrillas, police/
army and paramilitaries) murdered civilians and brought about their disappearance, thus
flagrantly violating human rights, we must make a distinction here. If we are going to speak
from the framework of necropolitics, paramilitary tactics were most related to this concept.
The objective of the paras has very often not been territorial control but depopulation, which
has forced peasants to flee from their place of origin. In this way, they terrorize the rural
civilian population through mass murder, gruesome public executions, public gang rape and
collective mutilations, which inevitably drive thousands of peasants to flee to urban centers
without any means to support themselves. Paramilitaries have also specialized in assassinating
leftist social activists, journalists and politicians in urban centers. It is the reason why many
villagers, including those belonging to the indigenous Embera tribe resident on the outskirts
of the city, had already run away from the area by the time of massacre. As is customary in
Colombia, the government received several notifications of the imminent armed confrontation
in its region between these two groups. Among many notifications, there is evidence that the
United Nations High Commissioner for Human Rights sent a communication to the Colombian
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government in this regard, as did the Diocese of Quibdé and the Ombudsman’s Office, but
no protection was provided nor was there any response to these notifications. Due to this, we
can affirm that the prevailing necropolitics in Colombia was not only exercised by a parastatal
armed group (the paramilitaries) and its adversary (the FARC), but also by the deliberate
indifference of the Colombian State.

Through the concept of “homo sacer,” Italian thinker Giorgio Agamben explores an idea
that may shed light on our study.'* Agamben terms homo sacer those who are stripped of their
status as citizens and are themselves in a “state of exception” from power. They are excluded
from the legal system and, therefore, from the right to life according to Western politics. In
this way, necropolitics and biopolitics are related. According to Agamben, who traces this
phenomenon back to Aristotle, this situation could be revealed in our days in the laws towards
immigrants in today’s Europe. In the case of Pogue and the Bojaya area, it is the government’s
apathy and indolence that displays the ties between the necropolitical and the biopolitical. In
Colombia, this dispossession of the human condition of the inhabitants of rural areas carried
out by the state - which is thus reduced to what Agamben calls “nuda” (bare) life - does not
even require the sanction of bureaucratic processes. In practice, it is based on systemic racism
and discrimination towards Afro-descendant, indigenous and peasant communities, as well as
towards the inhabitants of the marginal neighborhoods of the cities.'s

When the battle between the FARC and the paramilitaries broke out on May 2, 2002 many
civilians in the town of Bellavista took refuge from the crossfire in the town’s church, a space
seen as sacred and much better built than their own houses. When the FARC, trying to reach a
paramilitary target, threw a gas canister full of shrapnel at the church, the explosion killed more
than 90 people including more than 40 children. Others, who took refuge in the church were
mutilated or seriously wounded. In this way the place of worship became a macabre scene in
which there was human blood and body parts scattered everywhere.'® Due to the intensity of the
crossfire between the guerrillas and the paramilitaries no one except Minelia, the “madwoman”
of the town, assisted the survivors. On her own initiative she moved them to a roofed area and
provided them with salted water to stop their bleeding. After four days of battle and in great
danger, some twelve villagers buried what was left of their dead in a common grave with just
one prayer and without the traditional nine-day funeral rites. Relatives of the victims had to
wait more than fifteen years to be able to claim the remains of their loved ones. The Colombian
state not only abandoned the population before the attack, but also neglected the survivors

14 Giorgio Agamben, Homo Sacer: El poder soberano y la nuda vida (Valencia: Pre-textos, 1998).

15 Aclear example is the case of the “false positives” during the government of Alvaro Uribe from 2002 to 2010
(political advisor to the current Colombian president Ivan Duque, 2018-2022), when young people with limited
resources attracted by false promises of work, were assassinated by the military and presented as guerrillas killed
in combat by the “glorious” national army.

16  Sanchez(coord.) et al, Bojaya: la guerra sin limites: Historical Memory Group Report on Bojaya.
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afterward. The process of identification of remains was not officially “completed” until 2019,
and even then, the fragments of twenty people, including those of a child between four and
eight years of age, could not be identified. No additional detail is necessary to communicate
the sheer brutality and mercilessness of these events.

Alabaos (praises)

In the Colombian Pacific region, alabaos are responsive a cappella chants performed
mainly by women from Afro-descendant communities, although men also join. They are
generally given on the eve of a burial, after nine days of funeral rites. It is also possible to hear
alabaos sung during Holy Week and during the town’s patron saint festivities. The so-called
alabaos mayores are about the Virgin Mary, Jesus, God and the saints. Those called alabaos
menores refer to the deceased. According to historians, the alabaos emerged sometime in the
17th century when African slaves, brought in mainly to exploit the mines of the region by
European companies, took musical and metric patterns from Spanish prayer songs, gave them
new content, combined them with African tonal variations, and established through them a
direct supernatural lineage between themselves and the Catholic saints. This cultural practice,
according to historian Adriana Maya, allowed Black communities to reestablish the sense of
family identity that had been shattered by slavery and helped to rehumanize these communities
in the face of terrible working conditions.!” In this way we can say that singing alabaos is a
practice which revives hope, strengthens collective identity and supports cultural dignity. The
alabao culture has been transmitted orally over many generations from parents and grandparents
to their children making explicit the reality of the spiritual world to the community; there are
those who maintain that “the spirits are the ones that provide melodies to the singers”.!® In the
pamphlet that accompanies a compilation CD of alabaos from the Atrato River area, Gonzalo
de la Torre explains that to be an interpreter of alabaos requires a unique talent and that it is
a vocation deeply appreciated (De la Torre). This conception of spirituality that connects the
past and the present through singing is crucial to understanding the high status of the Pogue
singers in the community, as well as the importance of the Catholic denomination to support
social cohesion in the Atrato area. Over many centuries the Roman Catholic Church over
many centuries officially engaged in a systematic stigmatization of the practices of subjugated
natives and enslaved newcomers, yet such communities maintained their cultures through
individual and collective acts of resistance. Besides, it must be considered that “knowledge
based on a Catholic worldview could also become a local know-how, thus acting as foundation
for authentic ways of being and cultural values of their own”."

17  Adriana Maya, “Africa: Legados espirituales en La Nueva Granada, siglo XVII”, Historia Critica 12/1 (1996).

18 Nelly Valencia Caizamo, “Alabaos y chigualos-gualies del Choco traidos al escenario recitalistico del cantante
lirico.” (MA diss., EAFIT University, 2015), 13.

19 AnaArango-Melo, Velo que bonito: Practicas y saberes sonoro-corporales de la primera infancia en la poblacion
afro-chocoana (Bogota D.C.: Opciones Graficas Editores, 2014), 40.

10 Tiyatro Elestirmenligi ve Dramaturji Bolimi Dergisi 32, (2021)



Paola Marin, Gaston Alzate

After a process of profound changes initiated by Pope John XXIII, alabaos were finally
accepted in Catholic celebrations in the second half of the 20th century. This was a change
influenced by the Second Vatican Council and the subsequent emergence of liberation theology
(synthesis of Christian theology and socioeconomic analysis) adopted by many Colombian priests
who had been working with marginalized communities since the 1960s.° As a consequence
of the above, the Diocese of Quibdd, the capital of the department of Chocd, has deliberately
incorporated ethnic practices as part of its social ministry in the region. In municipalities like
Bellavista, in the midst of the abandonment of the State and the constant intimidation by armed
groups, the priest of the town, Father Antun Ramos, has been one of the few institutional figures
who provided support to the community. Father Antiin approved the inclusion of rituals of
African origin in ceremonies celebrated under his coordination.

Official Catholicism has not been an exception within the Colombian elites in terms of
producing injustices, however, it is important to distinguish in this study that there have been
important exceptions among members of the clergy who work in marginalized communities.
Talking about this kind of solidarity, one of the Pogue’s singers, Eugenia Palacios Palacios,
composed an alabao in honor of Father Jorge Luis Mazo. Father Mazo was murdered by the
paras in a boat on November 17, 1999 for his work with the communities in the Atrato River
area.

He was humanitarian in the river of Bojayad
And with all his patience

he was going to visitus /. . .

The panga that killed him

Belonged to the paramilitaries

He received a heavy blow

That threw him into the Atrato River . . .
Goodbye, Father Jorge Luis /

You left for no more /

The Pogue community /

Will always remember you.*'

Since massacres annihilate “normative structures and behavior”,?? forms of social cohesion
such as alabaos are challenged and even broken, and new forms of expressing pain, anger,
and memory in the public sphere are born. Consider, for example, a situation in which the
practice of singing alabaos as part of the traditional rites for burials that could not take place.
In fact, Afro-descendants in the area believe that if the proper rites are not performed with

20 Valencia Caizamo, “Alabaos y chigualos-gualies del Choc¢ traidos al escenario recitalistico del cantante lirico.”,
13.

21  Aurora Vergara, “Suffering While Black: Resistance amid Deracination.”, in Afrodescendant Resistance to
Deracination in Colombia (London: Palgrave McMillan, 2018), 73.

22 Bharucha, Performance and Terror, 13.
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singing, the souls of the dead will not be able to cross over to the afterlife, thus completely
altering the social order and community life. As Father Anttin said in November 2019: “If the
deceased rests, the living can also rest”.?

Members of the Pogue singers in Afro-Colombian traditional attire. (ICESI)

The new alabaos by Pogue’s singers are quite significant if we take into account that “the
Bojaya massacre was not the end of the war on the Atrato River, but the beginning of a new
stage of military growth operations,” according to the Report of the Historical Memory Group.?*
Consequently, this endless tragedy increased the risks of damage and forced displacement of
the civilian population. In this regard, Botero and Vergara consider that through their music,
the Pogue singers “sing their territory, ‘inhabit it with their songs’ and (re-appropriate it
symbolically)”.?

Other inhabitants of the region, besides the Pogue singers, have also created rap songs,
poems, and even alabaos, and have also organized dance groups related to their own experience
of the massacre.*® The vast majority of these works are part of traditional oral culture. The
lack of a consistent documentation endeavor by the state makes it problematic for these artists
to be recognized outside their region. Colombian universities in alliance with institutions in
the United States and Europe have sponsored digital and media records, but such efforts are
sporadic. A valuable example is Voces de resistencia, about the Pogue singers, a project of the
Afro-diasporic Studies Center at ICESI University directed by Aurora Vergara, from which

23 Uno a Uno: Bojaya—memoria atrasada, Diocese of Quibd6 and PAZIPAZ, producers 019. www.youtube.com/
watch?v=KmzOJ1y-S4g.

24 Sanchez (coord.) et al, Bojaya: la guerra sin limites: Historical Memory Group Report on Bojaya, 81.

25 Ibid., 11.

26  Ibid.
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the graphic material of this essay comes. These scholars have carefully studied how Pogue’s
singers have changed the lyrics of the alabao in accordance with the development of the war
in their community. It is important to note that these new alabaos, despite having their origin
in the cultural theatrical representations of Catholic pain and mourning, are not ideological, nor
do they seek to promote any religious objective or to have a political position. Their objective
is completely pragmatic, namely, to tell the government, the armed groups, the international
community, and their Colombian compatriots: “Please, stop killing us.” In relation to social
change and this pragmatic objective mentioned above, these songs have focused both on the
community as a way of helping in the processing of the loss and pain of their loved ones, and
also on the government as a means of requesting protection and reparation. They have also
been made for an external audience located in the urban centers of the country, which for
the most part has remained uninterested in the war afflicting the rural regions of the country.

If the news did not report precisely what was happening in these isolated Afro-descendant
communities, the alabaos did so by emotionally affecting the listeners through their melancholic
tempo and, above all, through the powerful participation of a group that repeated in a kind
of “responsorial chorus” the facts, their demands, and their pain for the dead. Saulo Enrique
Mosquera, a peasant member of the Pogue singers, speaking about the composition and
modification of traditional lyrics, describes that because of “the world's situation, and what
has been going on in the country, we have been accommodating things so that the rest of
society learns that there are people here who feel what is really going on in Colombia. And

so that we don t settle for impunity”.”’

Reading the historical records from the 1990s to the present of massacres and targeted
assassinations committed during the Colombian conflict, one is horrified by the extreme levels
of impunity and nastiness present in the memory of the conflict. Nevertheless, most educated
Colombians deny such conditions or validate them by saying that the paramilitaries were “a
necessary evil,” because otherwise the leftist guerrillas would have won the war. Through
this idea they absolve the State and cynically wash their hands excusing themselves of any
responsibility in the paramilitary-guerrilla conflict, despite the fact that even in large capital
cities the presence of peasant families displaced by the conflict demanding alms at traffic lights
is undeniable. In this context, through alabao, both the singers and the community become
agents that advocate for social change at the national level; their strategies include pointing
out how necropolitics intertwines with racism. As expressed in an alabao by Ana Oneida
Orejuela Barco of the Pogue singers:

27 Voces de resistencia: Cantadoras de Pogue (Cali: ICESI University, 2016-2017).
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Virgin of the Candelaria, Patroness of Bojaya
Here we come to sing because we want peace
What happened in Bojaya

That was already warned

They informed the Government

And it didn t pay attention

Just because we are Black

They treat us that way

They declare war on us

To get us out of our land.*®

In another alabao by Cira Maria Pino Palacios, it is said verbatim: “And go tell the media/
not to erase memory,” which indicates the desire to question the official and hegemonic
representation of events in the public sphere. We can say that in these alabaos the community
performatively expresses its particular requests, contradicting the role of passive subject of state
aid, international support or academic studies. On this matter, it is quite telling that the arrival
of various international organizations, academics, and state agencies into the area where the
massacre occurred was ironically called the “Vests Fair” by the local community.?® This allows
us to see the great skepticism of the village regarding the people who would listen to their
claims and demands. It is clear that villagers believed these organizations were there to serve
their own interests, but not those of the community. It also indirectly refers to the safari-style
pocket vests that Americans and Europeans often use when doing field work in the so-called
Third World and which, for the locals, seems more like a uniform.

To avoid the cultural domination and subordination of the slave culture that is at the core
of these new alabaos, we can observe that the bond established by the community with the
saints, the Virgin Mary and Jesus is no longer sufficient. In other words, the bond established
by the community in traditional alabaos is not enough to rehumanize a community and to
restore its sense of identity, especially when, as Longoni affirms, “the human form has been
lost”.* Nor can this link restore the local people’s connection to a territory that is continually
threatened not only by the guerrillas and paramilitaries, but also by drug traffickers related
in varying degrees with the former and spurred on by the economic interests of national and
multinational companies. Expressed in a different way, despite mentioning the saints, Jesus
and the Virgin, these new alabaos focus on the pragmatic goals of stopping the violence,
obtaining reparation, and reclaiming the dead. They do not center primarily on moral or
religious ideologies, such as the afterlife or forgiveness.

It may be difficult to understand how a group of women can be allowed to sing such serious
demands without being attacked by militaristic actors in the Colombian conflict, given the

28  Vergara, “Suffering While Black: Resistance amid Deracination.”, 75-76.
29  Sanchez(coord.) et al, Bojaya: la guerra sin limites: Historical Memory Group Report on Bojaya.
30 Longoni, “Perder la forma humana.”
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background of widespread threats and frequent killings of civilians that have occurred during
the period from the 1990s to the present. In this regard, Botero and Vergara sustain that the
Pogue singers are able to use alabaos to denounce evil because they are “mainly organized by
women” and, as such, “they seem to present no threat to the armed groups™.' For this reason,
we believe that it is the strategic use of the prevailing idea of the feminine as the submissive
that allows them to speak out. In the words of bell hooks, the alabaos build these women’s
(and men’s) “right as a subject in resistance to defining reality” >

The Politics of Performing

The Pogue Singers during the documentary Voces de Resistencia (ICESI)

It is significant to note that the participation of women from an early age in community rites,
especially in the performance of music, has given them continuous training in lyrical structure
and musical patterns. This has allowed them to respond actively and publicly to the type of
traumatic events that we have been describing. We can relate this fact to the “autonomous”
trait that Botero and Vergara identify in the alabaos of the Pogue singers, since their new
alabaos are performed, not during the funeral rites of specific individuals, but in a separate
and parallel cultural production for the purpose of commemorating, in a regional ceremony,
the 2002 massacre every May 2. They also sing at other community events in the Atrato area
related to denouncing threats and attacks on civilians.

The Pogue singers have themselves become an art form, as the singers themselves claim.
In an interview, Cira Maria Pino Palacios explained that singing was born with her, but it was

31 Botero and Vergara, “Cantando el territorio”, 8.
32 bell hooks, Teaching to Transgress (New York: Routledge, 1994), 65.
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when the massacres began to take place, and the people in her group began to compose their
own lyrics, that this activity became an art.** Alabaos bring together art and life, the individual
and the community, the spirits of the dead and the living. This can be seen when analyzing the
way in which they are performed as Valencia Caizamo affirms: “The way in which alabaos are
performed is very open, and not defined by a specific tempo. It depends on the passion and
inspiration of the performer”.3* We could say that in terms of embodiment practices and what
in the West we would call “theatricality”, whenever the alabao is performed the singers balance
their bodies to describe the phrasing of the melody and the musical rhythm since the gestures
of the performer play a very important role and the executors or facilitators never stand still.

Another interesting aspect of these new alabaos is the reference to the deficient and
incomplete documentation of the victims of the conflict by the government. “If the victims
register, by protocol, did not include the dead children in their mother s bodies, the ‘alabaoras’
reconstructed their names and included them in the ‘alabaos.’If by a mistake someone was left
outside the register of victims, the ‘alabaos’amended this error”.** In this sense, we could say
that the Pogue singers, in the absence of the bodies, go from a spiritual community context to
a public stage beyond the community to affirm the names of the beings that have been made
to disappear. It is an act of open opposition to the necropolitics of both the armed groups and
the Colombian State, and in particular the official government reports on the Bojaya massacre,
which are always fragmentary. In this sense, it is meaningful what Bharucha affirms about
the recreation of traditions and myths of the past, which can help us to see the present not
so much because these myths are being revived in what could be an “eternal present”, but
rather because this new representation of myths acquires new meanings (in some way altered)
in a simulation of what has already happened. “It is only by puncturing the counterfeit of
similitude that the reality of dissimilitude becomes visible”.** To some extent the new alabaos
are genuine connections with the community’s past, as well as a demand for the right to a
dignified life in a context of extreme dehumanization where both the dead and the living are
in an indeterminate state or limbo.

Here we would like to note that in many traditional cultures around the world, art is
understood as part of life and, therefore, cultural productions are not called “art”, as is the case
with the alabaos. In fact, the field of performance studies, as interdisciplinary and open as it
may seem, emerged within a Western cultural background rooted in the Renaissance, which
prejudiced the individual artist over any collective conception of cultural life. It is our opinion
that even if cultural performative acts around the globe have been legitimized in our day as

33 Voces de resistencia: Cantadoras de Pogue.

34 Valencia Caizamo, “Alabaos y chigualos-gualies del Choc6 traidos al escenario recitalistico del cantante lirico”,
21.

35 Botero and Vergara, “Cantando el territorio.”, 13.

36 Bharucha, Performance and Terror, 13.
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worthy of analysis on an equal footing with Western “art,” we theater researchers should still
be aware that the idea of the individual Western artist as superior is still very influential in
our field. We consider alabaos to be a form of empowerment that has been created against
the hegemonic culture and politics of Colombia and Latin America. It is the reason why the
Pogue singers call what they do “art” as a way of situating their interpretation within the
dominant value system and to communicate with the armed groups, the State and their many
compatriots who deliberately overlook the reality of what is happening in their country outside
the main urban centers.

As we mentioned initially, in order to represent the victims of the conflict, the Pogue
singers were invited by President Juan Manuel Santos to interpret their alabaos in the official
ceremony of the peace agreement that took place in Cartagena de Indias on September 26,
2016. This produced more than one paradox. In this televised ceremony, the Bojaya massacre
was officially narrated as if it had a closure, a happy ending. This is as if the massacre was an
item from the past that had magically become a symbol of national hope. Mabel Lara, a young
black television presenter, introduced the group as follows: “These women used to wear black
to sing to the pain of war; now they are singing to the hope of peace”. However, as has been
experienced by these singers, sadness and mistrust cannot simply end for people who have
suffered such traumatic events for so long. In this sense, this public act was not very different
from the old dynamic of leaving Afro-descendant communities out of national discourse.

Analyzing the ceremony, we can say that the alabao singers resisted this official narrative.
Dressed in white instead of their traditional dress (the staging or mise en scéne by the Colombian
state required that they be in white as the president and most of the official guests), they sang
an alabao that asked the Virgin Mary for peace, congratulated the president and praised the
FARC for surrendering their weapons, but also, they recalled how seriously their community
had been hurt. In their songs they affirmed that it was imperative that there be justice and
reparation, and they asked the armed groups, including the FARC, not to repeat these violent
acts.’” Coming to the end of their acting, when their song of lament began to increase in
tempo, the singers accentuated that the government’s responsibility did not end with the peace
agreement. At that moment, instead of continuing on stage facing the public, they turned to
look at the president, pointed at him and chanted: “Listen, Mr. President, come near us / and
tell us / what will happen with the other armed groups”. With this gesture, they were not only
asking the president to get closer to their reality, but were also referring to the fact that as of
2016 the communities along the Atrato River continued to be threatened by new paramilitary
groups and the guerrillas of the National Liberation Army (ELN), a group different from the
FARC. The progressive political magazine La Silla Vacia published this headline about the
event: “The Alabao Singers Scolded the Government and the FARC”.

37 Ibid.
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Despite the irrationality of extending the bloodshed resulting from more than half a century
of armed conflict in the countryside (especially considering the fact that none of the armed
actors had an objective chance of winning the war), as we announced at the beginning of this
essay, 50.2% of the Colombian population voted “no” to ratification of the peace agreement
in the October referendum of 2016. In stark opposition to the national result, in Chocé and
most other regions with large Afro-descendant and indigenous populations, the majority voted
in favor of the peace process, including an overwhelming 96% in the Bojaya area. In reply to
the country’s negative vote, the Pogue singers sang:

Those who didn t know and voted no
God bless their memory

That they might better reflect....

To Santos and Uribe Vélez,

Sit down to rethink.

This dialogue of peace

Should become reality.®®

Let us observe how Pogue’s singers emphasize in their composition the ignorance of their
compatriots about the reality of their country. Following the strategy of traditional alabaos,
they allude to the gospel, particularly Luke 23:34: “Father, forgive them, for they know not
what they do.” However, instead of leaving the issue in the hands of God, as a traditional
alabao would, they focus on telling the two most influential politicians in the country to
negotiate their disagreements. At the beginning of this essay, we said that the Pogue singers,
while supporting the peace negotiations, embodied the awareness that the process of public
mourning (as well as justice and reparation) was far from conflict-free. Current events in
Colombia lend credence to their misgivings.

In 2018, at the end of the presidency of Juan Manuel Santos, Ivan Duque, a close ally of
Alvaro Uribe, was elected president of Colombia. As president, Duque chose history professor
Rubén Dario Acevedo as the new director of the National Center for Historical Memory. In
2019 Acevedo was the government representative at the official ceremony held in Bojaya
to return the remains of the victims of the 2002 massacre to their families. At the event he
insisted, to the astonishment of those present, that “there were only two protagonists of the

38  As has been established by the Human Rights Watch report on Colombia, the far-right Alvaro Uribe-Vélez
(Colombian president before Juan Manuel Santos), has adamantly led political opposition to any peace agreement
with the leftist guerrillas, advocating instead for their extermination, but as president he was quick to reach
a demobilization agreement with the paramilitary that did not actually end these organizations or hold them
accountable for their crimes (see the 2005 Human Rights Watch report on Colombia).
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massacre: the guerrillas and the paramilitary”.** The response of Leyner Palacios Asprilla,
representative of the Inter-Ethnic Truth Commission for the Pacific Region highlights the
difficulty Afro-descendant and other isolated communities will have in trying to bring about
change. Palacios Asprilla emphasized that:

there were three actors in the massacre: the FARC; the paramilitary, who used us as a
human shield; but also the state authorities for neglecting their duty to restrain the attack.
... I hope the next encounter with the state will begin to create an environment of trust, but
how can trust be created when violence and fear have returned to Bojaya? Today we are
with the dead, but also with the fear of what is going on. Today the paramilitary and the ELN
guerrillas are near many communities.... Today the state forces continue being as dismissive
as in 2002, and then they say they knew nothing about it. We are tired of picking up bodies.*

In this way, we can see not only how the wounds of war remain open in Colombia but
also how the conditions produced by the current government have created conditions which
hinder their closure.

By Way of Conclusion

Esmila Diaz Asprilla, Luz Mary Mosquera Orejuela, Maricel Mosquera Pino, Maxima Asprilla
Palomeque, Rosmira Palacios Pino,

Ana Oneida Orejuela Barco, Yesenia Lizcano Renteria, Helia del Carmen Mosquera, Marledys
Palacios Asprilla, Jhon Mario Mosquera Orejuela,

39  The appointment of Rubén Dario Acevedo has been considered one of the most notable gaffes of the Ivan Duque
government because Acevedo, like the vast majority of Colombian right-wing elites, is a denier (negacionista)
of the existence of an armed conflict in the country. The political consequence of this statement is that the
State is not responsible for human rights violations, nor does it have obligations to the victims regarding truth,
justice, reparation and non-repetition. This appointment in one of the most sensitive organizations dealing with
the conflict has put at risk the entire documentary archive and the testimonies of the massacres that occurred in
the last 50 years in Colombia. Due to this, Colombia lost its membership in 2019 to the International Coalition
of Sites of Conscience, an international network that brings together 275 entities from 65 different countries.
Uno a Uno: Bojayé—memoria atrasada.

40  Uno a Uno: Bojaya—memoria atrasada.
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Ereiza Palomeque Palacios, Luz Marina Cafiola de Palacios, Rosa Isabel Renteria Cuesta, Zenaida
Mosquera Palacios, Luz Mary Mosquera Orejuela,

RS AR A X
Idalis Diaz Asprilla, Cira Maria Pino Palacios, Floriana Mosquera Rivas, Marcelina Pino
Mosquera,Nilda Palacios Pacheco,

T N\ B

Yenny Andrea Mosquera Mosquera, Eugenia Palacios Palacios, Emilia Hinestroza Pino and Esat
Palacios Hinestroza.

The Pogue singers work within the ancestral tradition of the alabao of slave origins to
repair deep fractures in community life and memory caused by the impossibility of maintaining
ancestral funeral rites, such as the alabao mourning songs. From the local collective traditions,
they project their claims beyond the community and on the national (and international) scene,
becoming a symbol of all the victims of the Colombian armed conflict. In doing so, they attempt
to repair profound gaps in collective memory, particularly with regard to the experience of
women. This practice is based mainly on the perspectives of female subjects who, through

20 Tiyatro Elestirmenligi ve Dramaturji B6limii Dergisi 32, (2021)



Paola Marin, Gaston Alzate

performative practices, actively mobilize the memory of the armed conflict towards collective
experiences that have been - and still are - silenced in the media and official discourse.

This performative cultural practice does not take an ideological side to the conflict, nor
does it assume a nationalist, moralistic or triumphal perspective of it. On the contrary, this
cultural practice is based on absent and injured bodies and goes against the tide of a society
that continues to relegate marginalized communities to limbo, a society that continues to
value the authoritarian war strategies of previous governments, as demonstrated by the recent
election (2018) of Ivan Duque as president. According to the report of the Institute of Studies
for Development and Peace,*! in the first two years of the Duque government, 573 social
leaders and human rights defenders were assassinated in Colombia.

In this article we highlight an artistic practice that cannot be detached from political
practice, particularly in countries where widespread terror informs daily life. In this context,
this cultural practice of the alabaos activates historical memory and presents it as a place of
tension and reinvention of politics from the point of view of the unarmed.
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ABSTRACT

The aim of this article is to discuss how the theatre of a community aspiring to
nationhood and autonomy from British colonial rule used stereotypes inherited
from popular history and nationalist discourse to create drama that contributed
to shaping a national identity. The article will also discuss how these stereotypes
were retained within the Maltese performative culture beyond the political
realities that ushered them in.To do this, the article analyses the references to
Ottoman Turks in Maltese theatre from the 19* century to the contemporary
period. Most of these instances revolve around the Siege of Malta of 1565 by
the Ottoman army, which is considered a moment of great importance in the
history of the country. In these works, as in Maltese culture in general, the Turk
is seen as the nemesis of the Maltese and represents everything they are not.
The article contextualises the different recorded performances in the historical
moment they speak of, but also in the historical moment they were enacted.
The discussion is framed around colonialism as a historical period and as a
theoretical concept which informed the Maltese national identity.
Keywords: Maltese theatre, 1565 Siege of Malta, British colonialism, Ottomans,
Race
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The Ottoman Turk in Maltese Theatre and Drama: A Discussion of the Role of Stereotypes in the Theatre of...

Malta is a small island state in the central Mediterranean. With a population of around
half a million people, it is one of the smallest states in the European Union. Having been an
independent country since 1964, it has developed into a relatively successful economy, due
largely to a thriving tourist industry which besides the climate and beaches, has exploited the
country’s rich history. However, Malta would be a very different place, and probably not even
a country if it were not for its relationship with the Ottoman Empire. This relationship has also
been an important building block for Maltese national identity and culture.’

Malta (and its smaller, dependent, islands) has had a long history of colonisation. Being in
a strategic position roughly equidistant between the southern coasts of the European continent
and the northern shores of the African continent and having convenient natural harbours, it
attracted the attention of any power that wanted to dominate the Mediterranean or at least
control its trade routes. Most of the important historical Mediterranean powers ruled over
the island. This meant that Malta was part of the Phoenician trade route,> an outpost of the
Roman empire and then of the Byzantine empire, a less important colony during the Muslim
expansion into Europe,* and for centuries a fief to many of the smaller powers that came out
of Europe in the late Middle Ages. All of these colonisers left an imprint on the island. For
example, Maltese, the language spoken to this day in the country, is a direct descendent of
an Arabic dialect introduced to the island by colonisers from the Maghreb region after the 9"
century,* and is the only national language of Semitic origins in Europe.

However, Malta acquired a political importance that belied its size from 1530 when the
Order of St John accepted to make the island its home after losing Rhodes to the Ottomans.
The event which consolidated the connection between the Order and the island of Malta
was what in Malta is still known as “The Great Siege” of 1565. As part of a larger project to
acquire a foothold in Western Europe, an Ottoman army invaded Malta in the summer of 1565.
Accounts of the siege state that the Ottoman invading army was made up of about 65,000
trained soldiers, while the island was defended by a garrison of about 500 knights and 2,000
mainly untrained Maltese fighters.® Given that the Order had only taken control of the island
25 years earlier and was initially unconvinced that the island was suited for their mission
to protect the pilgrims en route to the Holy Land, the island had to rely on inadequate and
outdated fortifications. Therefore, it is easy to understand why many narratives of the siege
given by the knights of the Order of St John and by Maltese writers see this as a David vs
Goliath encounter, with the locals, against all odds, defeating a much stronger opponent. The

Carmel Cassar, Society, Culture and Identity in Early Modern Malta (Malta: Mireva, 2000), 228-234.
Anthony Bonanno, Malta: Phoenician, Punic, and Roman (Malta: Midsea Books, 2005), 20-22.

Charles Dalli, Malta: The Medieval Millennium (Malta: Midsea Books, 2006), 57-59.

Joseph M. Brincat, Maltese and Other Languages: A Linguistic History of Malta (Malta: Midsea Books, 2011),
44-49.

5 Adetailed account of the planning and the execution of the siege, relying on sources in the Istanbul State Archives
can be found in Arnold Cassola, The 1565 Ottoman Malta Campaign Register (Malta: PEG, 1998).
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failure of the Ottoman army to take Malta was seen as a highly significant moment for Western
European powers, and by extension, for the survival of Christianity in Europe.® It also marked
a change in attitude by the Order towards Malta, whereby they became convinced that their
future was on the island and they therefore embarked on building a new fortified city, and
creating the infrastructure to live safely and comfortably there. Put simply, during the century
and a half of the Order’s rule over Malta, the island became an autonomous state, although the
native population had very little influence on the way it was governed. With time the siege
acquired legendary status, with paintings being commissioned to commemorate it and books
written about it. It was used by the Order to affirm its authority over the island, also when the
Ottoman threat was no longer real.

To this end, the Order incorporated narratives of the Great Siege into open-air public
performances that were meant for consumption by the native population which was generally
excluded from performances in formal theatres. During the 18" century, every year, for the
celebration of spring, a musical performance was commissioned to commemorate the Order
of St John’s greatest achievements and to laud the current grandmaster. The texts for these
performances often referred to the 1565 siege, and at least two, La Pieta Coronata (The
Crowning of Mercy, 1750) and [ trionfi di Malta sui nemici della fede (Malta’s Triumph over
the Enemies of the Faith, 1755) made it their central plot.”

Although the relationship between the Order and the Maltese was often problematic, the
latter generally accepted the narrative of the Great Siege as the most glorious moment in the
island’s history. An almost continuous performance tradition which goes back to at least the
18" century is that of the carnival parata. This is a sword dance that is performed every year as
a signal for the carnival celebrations to start. The performers dress up as knights and Ottoman
fighters and re-enact a generic battle from the Great Siege, where invariably the knights win.
A description from the early 20" century refers to the two groups of dancers as “Christains”
and “Turks”,® an obvious reference to the binary opposition that had been accepted between
the Christian Maltese and the Muslim Ottomans. During the rule of the Order of St John and
during British rule (1800-1964), the parata had to be authorised by the authorities, and was
also subsidised. There are even contracts from the 18™ century stipulating the conditions under
which the performers were to participate. It is thus evident that the Great Siege was central
to official discourse about identity.

6  Thomas Freller, Malta: The Order of St John (Malta: Midsea Books, 2010), 99.

Joseph Eynaud, “Teatro e folcolore a Malta nel secolo decimottavo,” Melita Historica 6/2 (1973), 161.

8  Sibella Bonham-Carter, “The Maltese Parata: A Men’s Sword Dance”, Journal of the English Folk Dance and
Song Society 5/1 (1946), 66; quoting Anthony Cremona, a Maltese folklorist. See also Cassar, Society, Culture
and Identity in Early Modern Malta, 234.
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Identity became a more contested issue during the 19* century. A number of factors’
had fostered the concept that the Maltese had the characteristics required to be able to claim
that they were a distinct nation, occupying a clearly defined territory, using a language that
distinguishes them from any other nationality, and sharing a common history and religious
heritage. These qualities became particularly important in the light of British colonial policy
that negated agency to all indigenous populations and fostered an ideology that attributed very
little value to cultures that were considered different to major European ones, or to communities
which expressed themselves through these cultural markers. In Malta, this colonialist attitude
manifested itself through attempts to introduce the English language into education, justice
and administration, as well as introducing legislation and policies which made adopting the
culture of the colonisers a prerequisite to being considered for most positions in public life.

It was in this context that a renaissance of popular culture took place from the early 19*
century. For the first time a number of intellectuals and artists started using Maltese as a
language of artistic expression, while until then, the language of culture had been Italian.
Anyone who wrote poems or texts for theatre would have written in Italian. The Maltese
language, previously limited to oral communication, now became a symbol of this renaissance,
and a statement of the democratic intentions of these writers, as Italian was understood only
by the upper classes, while Maltese was the language spoken by everyone, even if it had no
literary tradition. Much of this writing is rich in political content, and generally political,
religious and linguistic arguments came together to create a body of works that is romantic
in inspiration, but mainly focused on the issue of national identity. Many of the early poetry
written in Maltese speaks of the beauty of the Maltese islands, the qualities of the Maltese
people, perceived as an honest, courageous, and God-fearing population,'® and often refers
to history to substantiate its arguments. A case in point is Gan Anton Vassallo’s /I-Gifen
Tork (The Turkish Warship), a long poem written in 1842. It narrates, with a fair amount of
poetic licence, a historical event that took place in 1760, when a number of Maltese slaves
managed to capture the Corona Ottomana, the ship they were held on as rowers, and steered
it to Malta, where they regained their personal freedom and handed the ship over to the Order
of St John. The poem stops with the triumphant pilgrimage that the Christian slaves made to
a well-known sanctuary in Malta.!" Many other poems, including some of the national poet

9 These factors include influences from the Romantic Movement which had swept Europe in the late 18" century
and the early 19™ century, the presence of Italian risorgimentisti in Malta, the birth of a free press on the island
and the gradual introduction of free public schooling.

10 A good example of this type of poetry is that written by Gan Anton Vassallo, see also Gio Antonio Vassallo,
1I-Poeziji (Malta: Malta University Press, 2012).

11 For a detailed analysis of this poem see Marco Galea, “Renewing an Enemy-Ship: Turk sightings in nineteenth
century Maltese literature”, Sacra Militia 4 (2006), pp. 29-34. https://www.academia.edu/45664208/Renewing_
an_Enemy_ship_Turk_sightings_in_nineteenth_century Maltese_literature.
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(Dun Karm Psaila)’s better known works, deal with the events of the Great Siege.'? However,
before all this had happened, it was theatre that set the tone for the way art would depict the
Maltese/Ottoman relationship. And it is perhaps no coincidence that the first original play in
Maltese that we know of is based on the 1565 siege. The play was called Katarina and it was
written by Luigi Rosato.

Rosato was a singer employed on a part-time basis'® with the main theatre in Malta when
in 1839 he wrote the play to be performed on his benefit night. The Real Teatro was owned
and controlled by the state, which even during the British colonial period saw it primarily
as an opera theatre and appointed an impresario to hire an opera company and organise the
programme for one or more seasons. What spectators watched at this theatre was therefore
mainly Italian opera, as English theatrical genres had made very little inroads on the island.
Thus, when Rosato decided to write a play in Maltese and perform it for a public accustomed
to watch performances only in Italian, he was making a strong political statement in favour
of a new culture that used the vernacular language as its primary means of expression. The
subject matter is also very significant. By choosing to write about the Great Siege, Rosato is
highlighting the issue of nationality and using history to highlight the values that he (and most
intellectuals of his time) considered to be markers of Maltese national identity. The Maltese
are depicted as brave, honest and faithful to their religion. All these are characteristics which
were important for the nation-building project that artists were slowly embarking on, and
which would before long be taken up by the first generation of politicians fighting for rights
and representation from the colonial government.

The play, written in verse, dramatizes the story of a young Maltese woman and her family,
who are caught up in the events of the siege of 1565. The first part of the play is very narrative
in nature. It immediately sets out the parameters within which it is discussing the siege. In
the worldview created by the play this is a war between good and evil, between an innocent
community and an aggressive invader, between Christianity and Islam. The Ottomans, or as
they are invariably referred to in the play, Turk/s, are described in negative, even demeaning,
terms. They are “cursed” and “cruel” and their character and intentions are reflected even in
their physical appearance:

Nilmah f"Ghajn Tuffieha ghall-widien tisfel
Qatta Torok jigru mal-plajja kollha.

12 See as examples Dun Karm Psaila, “II-Ghanja tar-Rebha” (The Song of Victory), “Dehra tat-VIII ta’ Settembru
1565” (A Vision of 8" September 1565) in /l-Poeziji Mighura (Malta: Klabb Kotba Maltin, 1980) 190-2, 202.

13 Due to the size of the country and lack of investment in the performing arts, most performing
artists in Malta are either amateur or can only work as performers on a part-time basis. See Vicki
Ann Cremona and Marco Galea, “The Amateur Theatre in Malta,” Amfiteater 8/1 (2020), 196-
208. https://www.slogi.si/wp-content/uploads/2020/07/Amfiteater-8 1 RAZ 07 Cremona_Galea
AN.pdf?fbclid=IwARONnyrngl TfphafzZSA9CPblalGaSYAhrFylyffUOdLNHp9cXMAphm6UHPS.
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X'erba’ mitt ruh, Gannizzari u Sangakki,
Dak l-ilbies taghhom jilma,

Dawk it-tghanijiet ilellxu f’idejhom,

Dik il-kruha ta’ wi¢chom

Gaghluni nehimed fejn kont.

In the valleys of Ghajn Tuffieha (a beach towards the north of the island)
1 saw a throng of Turks along the beach.

Around four hundred of them, Janissaries and flag-bearers,

Their uniforms shining,

The scimitars in their hands catching the light,

The ugliness of their faces

Made me stop in my tracks."*

Several people who have witnessed battles come on stage to inform the other characters
of what is happening. Their narratives are full of tales of plundering and violence from the
Ottoman side, and courageous resistance by the Maltese and their overseers. The overriding
sentiment is one of mutual hate between the two opposing forces. Particular attention is given
to the Ottoman general, Dragut (Turgut Reis), whose exploits as military leader and corsair
created fear in all southern European leaders. Dragut had previous history with the Maltese
and the Order, as he had attempted to invade the islands several times in previous decades,
and had managed to conquer the dependant smaller island of Gozo, taking all its able-bodied
inhabitants as slaves. He had also, on several occasions, plundered ships belonging to the
Order of St John." In the play he is described as an enemy of the Maltese, who has sworn to
annihilate them, and who must therefore be killed. However, among the Maltese characters
in the play, fear of Dragut and of his soldiers paralyse them.

All this sets up the play for its climax. Katarina, the character which gives the play its name
but who until the last scene had been primarily passive is suddenly thrust into the midst of
the action. An Ottoman general who is conveniently named Assan sets eyes on Katarina and
would like to possess her. As spectators we had been warned about him in the previous scene,
when he had been introduced through a monologue in which he vents his hatred against the
islanders and instructs his soldiers to butcher the Maltese, and not show any mercy to anyone.
He is motivated by his conviction that all Christians are evil and by his loyalty to Suleyman
the Magnificent who had ordered the siege and whose great wish it was to conquer Malta, as

14  Luigi Rosato, “Katarina,” in Marco Galea (ed.), {t-Teatru Malti tas-Seklu Dsatax 1 (Maltese Theatre in the
Nineteenth Century) (Malta: Mireva Publications, 1997) 6. Translations from the Maltese are by the present
author.

15 Corsairing was an accepted activity in the Mediterranean until the late 18™ century, which different states
regulated through licencing and taxing. Grandmaster La Valette, who ruled over the Order of St John and as
a consequence over Malta during the siege of 1565, was himself reputed to be a very good corsair. See Liam
Gauci, In the Name of the Prince: Maltese Corsairs 1760-1798 (Malta: Heritage Malta, 2016).
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the Order of St John had been disrupting the Ottomans through their corsairing. Besides being
depicted as blood-thirsty and lacking any mercy, Assan is also described in racial terms. The
only physical detail that the playwright feels he needs to give us is that Assan is black. The
issue of blackness is often encountered in 19" century and early 20" century Maltese fiction
and drama. Although racial difference is present in a lot of European writing of the period,
as a result of colonial perceptions and local resistance to them, in Maltese writing it is more
accentuated.

Colonial attitudes to race were fairly uniform. European colonialists saw themselves as
racially superior to any racial community they subdued. Science was roped in to explain racial
differences and extrapolate that white Europeans were racially superior. In fact, the colonial
project was often referred to as the “white man’s burden” from a phrase used in a Rudyard
Kipling poem. This pseudo-scientific hierarchy of races'® was used to justify the inhumane
treatment often used against indigenous populations within the colonial context. To quote
Albert Memmi:

The European colonists, as the dominant group, literally had to be racist to legitimize
their control. To continue to live as colonists, to which all alternative had already become
unimaginable for them, they had to render inferior their ill-fated partners in the colonial
relation."’

As aresult, colonised communities tried to work their way around this discrimination. As
Fanon had already noticed in Black Skin, White Masks, the classification of colonised races
according to how close or far in complexion they were to their colonisers led to granting
some rights to one group but not to another.'® Thus for the colonised subject (and by extension
the colonised community) to survive within the colonial system, it was imperative to place
themselves as close as possible in racial terms to their colonial rulers, and this could only be
done by distancing themselves from other colonised communities. Fanon gives an example of
how people from the Antilles distanced themselves from Senegalese people because they felt
the latter were darker than themselves.!? In the Maltese context, the indigenous population, or at
least those amongst the population who had a European education, refused to be labelled non-
whites and non-Europeans as they were considered by their British rulers, and in the context
of the colonial world, they felt that the only way to do this was to emphasise their superiority
over other colonised peoples. Politicians regularly claimed that culturally and racially, the

16  See John P. Jackson Jr and Nadine M. Weidman, Race, Racism and Science (Santa Barbara: ABC-Clio, Inc,
2004), 44-57.

17 Albert Memmi, Racism (Minneapolis: Minnesota University Press, 2000), 31.

18 Linda Lane and Hauwa Mahdi, “Fanon Revisited: Race Gender and Coloniality Vis-a-Vis Skin Colour,” in R.E.
Hall (ed.) The Melanin Millennium: Skin Color as 21st Century International Discourse (Dordrecht: Springer),
170-171.

19  Frantz Fanon, Black Skin, White Masks (London: Pluto Press, 2008), 14-5.
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Maltese were much closer to Europe than they were to Africa.”® In popular culture, Africa
was the land of the blacks, and anything to the south of Malta was Black Africa. This “other”
world included Turkey, or at least the Turkey of the Great Siege. In Maltese consciousness,
the Turk was, and to some extent still is, perceived as being black. Given the problematic
role that race has played in the creation of modern Turkey,” the uninformed and derogative
appellation is ironic. From a Maltese point of view it is also unforgivable as during the 17®
century Malta was in constant contact with ethnic Turks, who were enslaved in Malta in their
hundreds.? In fact the most widely used Maltese-English dictionary, after recording the phrase
“iswed Tork” gives this explanation “(lit.) as black as a Turk (here the word Turk is misused
for Moor or Berber who, unlike the Turks, are dark skinned.”? The same dictionary records
a phrase describing an unbaptised baby as “ghadu Tork” (being still a Turk),>* which further
emphasises the dichotomy whereby in Maltese minds being Maltese stood for being good,
white, beautiful and Christian, while being Turk meant the exact opposite: evil, black, ugly
and Muslim.

Therefore, when Katarina is repulsed by the Turk’s advances in the play, it is not only or
mainly the issue of sexual violence that is at play. Katarina is repulsed as any type of closeness
with Turks is against her nature. As Assan offers her his wealth in exchange for her acceptance
to be his partner, she prays to God to keep her strong in order to protect her virtue and her
island, and addresses her nemesis:

Ragel ahrax thieghed minni,
Mishut int u r-razza tieghek.
Lesti qabar, fih idfinni

Qabel nahseb nagleb mieghek.

Move away from me, cruel man,

Cursed are you and your race.

1'd rather you dug a grave and buried me
Than consider joining you.*

Being the villian that he is in the play, he of course kills her immediately. Beyond the point
that the play wants to make that the virgin’s sacrifice will allow the community to overcome
its inertia, there is the underlying issue of the fear of miscegenation that is at play here. In
fact, racial purity would become an objective tied to national identity, claimed to be true by

20 Geoffrey Hall, The Maltese Language Question (Malta: Said International, 1993), 122, 273.

21  Murat Ergin “‘Is the Turk a White Man?’ Towards a Theoretical Framework for Race in the Making of Turkishness,”
Middle Eastern Studies 44/6 (2008), 827-850.

22 Godfrey Wettinger, Slavery in the Islands of Malta and Gozo ca. 1000-1812 (Malta: PEG, 2002) 36-39.

23 Joseph Aquilina, Maltese English Dictionary 11 (Malta: Midsea Books, 1990), 1466.

24 Ibid.

25 Rosato, Katarina 25-6. The last verb as used in Maltese refers both to getting close to the male and to apostasy.
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politicians and celebrated by writers. Again, using racial purity as a marker of identity was a
concept that was given currency by colonialists, especially in the light of theories that claimed
that different races had separate origins.

The importance of the play lies not only in the fact that it is the first play in the Maltese
language known to have been performed, but also in that it set the tone for much of what was
written during the 19" and early 20" century. An author who is acknowledged as “the father
of Maltese literature”, Guzé Muscat Azzopardi, wrote a series of short historical novels, most
of which focus around the 1565 siege. These novels try to contribute to the nation-building
process by foregrounding the eternal battle between the Maltese and the Turk, and in many
of these novels, the defeated Turkish villains are punished in an almost sadistic way, to give a
warning that whoever crosses the Maltese would pay. In these novels Turks are always portrayed
as black, and their skin colour is associated with dirt. In order to infiltrate the Ottoman camp
during the siege, one Maltese hero has to paint his face using burnt cork.?® These novels were
widely read and remain in print to this day. The pseudo-historic exploits of the Maltese heroes
depicted in them acquired legendary status and towards the end of the 19" century they were
often adapted into stage plays,*’” and were possibly the main source of historical information for
large numbers of illiterate or semi-literate spectators. These adaptations were mostly made by
insignificant theatre-makers, but were hugely popular around the turn of the 20" century. For
example, in 1894, the most important theatre company of the time, L Indipendenza, performed
a series of historical plays, with some titles indicating that they were in fact adaptations
from Muscat Azzopardi. After a run at an out-of-town theatre that was mostly patronised by
villagers, the plays were performed again successfully at the more important Manoel Theatre
in Valletta, presumably to a more urban audience.” The texts for most of these adaptations
have not survived, but we know that they were very similar to the novels they were adapted
from. It is therefore safe to assume that the portrayal of the Ottoman Turk as the other that we
encounter in the novels was retained in these adaptations. Such an adaptation, from 1930, has
survived and points in the same direction. Very little is known about this text besides its date.
The author is not mentioned and we know it was probably performed because a version of
the text includes handwritten directorial notes.* This text is called //-Ballata ta’ Toni Bajada
(The Ballad of Toni Bajada) and is clearly based on Muscat Azzopardi’s novel Toni Bajada.
Not only are the characters identical in name and behaviour, but many of the situations are
also lifted from the novel. The play focuses on the eponymous character, who is portrayed in

26 Guzeé Muscat Azzopardi, Toni Bajada u rakkonti ofira (Toni Bajada and other narratives) (Malta: KKM, 1977),
31.

27  Anon. Il-Gahan tas-Soltu. 22 September 1906, 4.

28 M.A. Borg, Gheluq il-Hamsin Sena (Malta: Tipografia Nazionale), 32-3.

29 Two versions of the text exist, preserved in digital format by the School of Performing Arts’ Digital Archive
(University of Malta) . They were typed using the same typewriter and quality of paper. One of them is dated
1930 but it is clear they are from the same period (https://www.um.edu.mt/library/oar/handle/123456789/40121.
Accessed 28 April 2021).
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almost superhuman terms. For example, with very little experience, he can single-handedly
steer a sailing ship through a terrible storm, and even manages to escape from slavery and
make his return to Malta. One of his defining characteristics is his hatred for Turks, who he
describes more than once as “unbaptized dogs”. He has a fixed idea of what it means to be a
Maltese and a Christian, and for him, being a Turk precludes anyone from becoming Maltese.
This is best exemplified in the play by his encounter with Hamid Zuta, an Ottoman corsair
he leaves to drown after sinking his ship,*® but who ends up in Malta as a slave, converts to
Christianity and is employed by Toni’s family in his absence. Yet Toni’s theory that you can
never trust a Turk, even if he clearly shows you that he is a friend and ally: “Min jitghammed
bis-snien, jitghammed taparsi... jien ma nafdah xejn... kulhadd merqtu u ftietu” (Whoever is
baptized after his teeth have grown, is baptized only in name... I don’t trust him... I will have
nothing to do with him)?! is eventually proved right. As soon as the Ottoman invading army
landed in Malta in 1565, he openly joined their ranks, confident that their military superiority
would prove too much for the Maltese and he could pay the latter back for enslaving him. This
betrayal of the Maltese interests therefore leads to his being condemned to die by hanging, and
the execution is not only public but within the drama is juxtaposed with the representation of
Toni’s wedding to his beloved.

It is perhaps not a coincidence that one of the very few plays about the Great Siege to have
survived is from 1930. During the previous decade, the Maltese had acquired self-government
and had the first truly representative parliament, albeit with limited powers. During this time, the
narrative of the Great Siege victory was pushed to the forefront, with an important monument
erected in one of the main squares of Valletta in 1927,3? and in the same year an annual tradition
(which is still ongoing) was initiated by commissioning Dun Karm, the national poet to write
a speech to commemorate the event. A poem?® he wrote as a conclusion to his speech includes
all the stereotypes that we encounter in the fiction and drama about the siege during the whole
period leading up to independence. The Maltese are portrayed as brave and perseverant, and
fighting for what was right, while the Turks are shown as cruel and pertaining to the “wrong”
religion. The poem, like the other works discussed here, needs to be read in the context of a
nation still in its infancy, whose population needs to be reassured that their battles are worth
fighting, and that there were moments in the past which highlighted the values they needed to
cultivate to acquire a national identity that could stand its own within the context of colonialism
and the struggle for autonomy. In this light, the Turk came to represent everything the Maltese
were not (or aspired not to be), the Other against whose image what being Maltese meant
could be seen more clearly.

30 Anon., /[-Ballata ta’ Toni Bajada, 6.

31 Il-Ballata ta’ Toni Bajada, 18.

32 Wikipedia, ‘Great Seige Monument’, https://en.wikipedia.org/wiki/Great Siege Monument. Accessed 29 April
2021.

33 The title of the poem is ‘L-Ghanja tar-Rebha’ (The Song of Victory).
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After Independence, which Malta acquired in 1964, historical drama was no longer a
politically useful genre in Malta, and there have therefore been fewer opportunities for the
portrayal of Turkish characters from the past in mainstream theatre. However, given that
the Great Siege is considered to “represent a very crucial episode that contributed towards
the creation of a Maltese identity, both in fact and in concept,”™* these events are regularly
commemorated through pageantry, such as in historical re-enactments. Besides this, celebratory
performances sometimes rework this story for large scale shows. An opera, The Maltese
Cross was performed in 1995, and a musical entitled /565 The Musical premiered in 2005, to
be revived in a revised version in 2015. In 2006, a performance aimed at the tourist market,
Knights Spectacular 1565, started a run that lasted several years. The latter two productions
rely on stereotypical characterisations for their Turkish characters, not too differently from
what had been done for the 1839 play we discussed earlier. Even sexual violence is used as a
marker for the Ottoman soldiers in /565 The Musical.*

The Turk is also a frequent presence in comedy. In a 1908 adaptation of Georges Feydeau’s

36 In

La Dame de Chez Maxime, a ghost of an Ottoman soldier is introduced for comic effects.
fact, Turkish soldiers from the Great Siege still seem to resonate with comedy audiences. A 2012
grotesque retelling of the history of the city of Valletta included as its main character Dragut
(Turgut Reis), a ghost who haunts the city where he died.’” As recently as 2018, a Christmas
pantomime entitled La Valette u t-Tliet Muscatieri (La Valette and the Three Musketeers)
retold the 1565 siege where both the Maltese and the Turks are unworthy fighters, but the

jokes are mostly on the Turks.*

The Maltese population is constantly reminded of the 1565 siege. The event is commemorated
every year on the 8" September, which is a national holiday, aptly known as Victory Day. It is
commemorated by traditional boat races and a speech by a public figure next to a monument
marking the siege. History curricula at all levels emphasise the siege and the time of the Order
of St John, and it is often referenced in mundane objects such as adverts and commemorated
through beers and wines. It is not an exaggeration to claim that in the Maltese national
consciousness, the 1565 siege, perhaps along with World War 1II, is much more significant
even than the acquisition of independence.

In recent years, the 1565 siege has inspired performances in a most improbable field. In
2007 the Maltese national football team was drawn to play against Turkey in the qualifying

34 Cassar, Society, Culture and Identity in Early Modern Malta, 235.

35 Paul Xuereb, “The Great Siege in a Minor Mode,” The Sunday Times of Malta 20 February 2005.

36 M.A. Borg, ‘Zeza tal-Flagship’ in Opere in Vernacolo 11 (Malta: Tipografia Nazionale, 1930), 7-8.

37 Trevor Zahra, Xaghriet Mewwija (Sheltered Plains), unpublished playtext, 2012. Performed in 2018: Accessed
29 April 2021, https://www.kreattivita.org/event/xaghret-mewwija-2/.

38 For a discussion on the Maltese version of British Christmas pantomime, see Marco Galea, “The Pantomime
Other: Building Fences in Pantomime Performance in Malta”, Otherness: Essays and Studies 5/1 (2016), 113-
130.
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group for the European championship. By coincidence, the home match was to be played on
the 8™ September. Local supporters grabbed the opportunity to organise themselves. They used
the historical coincidence to drum up support for the national team. In the weeks leading up
to the match, billboards appeared in various parts of the island advertising the match and the
supporters’ union, using iconography associated with the siege, mainly a knight’s armour with
a football in place of a human head.** Videos were posted on YouTube making direct links
between the siege and the match,* and on the day hundreds of supporters turned up at the
stadium dressed up as knights or wearing the Knights’ eight-pointed cross on black t-shirts.
Even though historically Maltese persons were not allowed to become members of the Order
of St John, the supporters of the national football team have adopted the iconography of the
knights to represent them. After the Malta-Turkey match (which ended in a draw, the best
result Malta had ever obtained against that opposition), the supporters retained the iconography
and choreography related to the siege. Knights in armour and the eight-pointed cross feature
regularly in their communication, *' and this kind of choreography has split into the support
for the national teams in other disciplines, such as rugby and water polo.

Today, it would be ridiculous to say that there are any remains of the enmity that characterised
the relationship between Malta and Turkey from the 16% to the 18" centuries in political
terms. The two countries enjoy good political and economic relations. However, the narrative
that developed through the centuries and was reinforced during the 19" century, at a crucial
formative period for the creation of a Maltese national identity, is very difficult to dislodge. It
is embedded in a culture, a literature and a language. Almost sixty years after the end of formal
colonialism in Malta, a frame of mind that was created as a consequence of colonial rule is
still very strong. Its manifestations in sport may seem light-hearted, but when it manifests
itself as xenophobia and a reluctance to accept outsiders into the community, especially if
they come from what is perceived as the south, it becomes problematic. Of course, none of
the animosity is addressed towards Turks, but it is addressed towards people who correspond
to the Maltese historical definition of the Turk.

39  Herman Grech, “Turkish fans may take no delight in Malta clash,” Times of Malta 24 August 2007: Accessed
2 April 2021 .https://timesofmalta.com/articles/view/turkish-fans-may-take-no-delight-in-malta-clash.7159.

40 Grandmeme, “Malta vs Turkey — South End Core,” YouTube: Accessed 2 April 2021 https://www.youtube.com/
watch?v=61br13ZgYCg.

41 Publicity artwork for England vs Malta football match 2016: Accessed 2 April 2021. https://www.facebook.
com/photo?fbid=10210568993242221&set=gm.10153894546597555.
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ABSTRACT

This paper suggests recognizing Joan Littlewood and Cedric Price’s Fun Palace
project as a blend of the Old Left and the New Left as it fulfills 1960s’ faith in
social progress through change in people’s work/leisure balance on account
of era’s technological advances and also prioritizes Joan Littlewood'’s working-
class politics as it seeks to make urban centers accessible to all people’s pastime
activities. Fun Palace project was also introduced by Richard Schechner in The
Drama Review issue of 1968 and therefore can be regarded in the whereabouts
of early performance art definitions delineated by Schechner. Although Fun
Palace resides in the dynamic New Left moment on the timeline, recognizing
Littlewood's communistic commitments in Fun Palace idea is a necessary tribute
to Joan Littlewood’s life in working-class theatre, and a relevant perspective
in probing the social and political potentials of the annual Fun Palace revivals
initiated by Stella Duffy in 2014, the Joan Littlewood Centenary.
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Introduction

The implications of an artistic or cultural action as an opportunity for common/regular people
outside the arts to try themselves at artistic practices, or ‘artistic events,’ can test canonical and
formalizing restrictions on the arts; arts can be made communal, ensuing shared emotions, fresh
and current symbolic meanings. Artistic actions are proposed by artists as relational actions to
be shared in public spaces, looking for a rapport/interaction with witnesses/participants, seeking
some co-presence to activate relational aesthetic potentials of an artwork. Nicolas Bourriaud
defines relational aesthetics as “a set of artistic practices which take their theoretical and practical
point of departure from the whole of human relations and their social context rather than an
independent and private space.”! Such artistic actions have political implications; they are
associated with social work that has potential to challenge public awareness. These definitions
are applicable to the original idea of the Fun Palace project that was the brainchild of Joan
Littlewood and Cedric Price in 1960s’ London. The Fun Palace blueprint, which projected a
vast, publicly accessible arts and crafts center in the visionary fervor of the New Left in 1960s
England, lends itself to exploration in reference to Bourriaud’s relational art as it emphasizes
physical joint presence, creation and mobilization of communal sharing around art and also
science work. The importance of the 1960s’ moment in the Fun Palace theoretical frame is further
stressed by the fact that Richard Schechner included the project in 7he Drama Review (Spring
1968 issue) titled “The Fun Palace,” authored by Littlewood and Price, as he built a context
towards defining environmental theatres of the 1968 revolutions. When one looks at the cover
of the subject TDR, this context is starkly highlighted as a theme in large font: ‘architecture/
environment.’> Emerging in the 1960s’ new faith in social progress and possibilities of a new
high-tech era, put in context with Schechner’s earlier definitions of environmental theatre,
and delineated by current scholarship in this precise context, Littlewood and Price’s project
seems fully submerged in the New Left fervor. Yet, I argue that it also resonates with the Old
Left of the interwar period, with its emphasis on inclusivity, accessibility and visibility of the
underprivileged in a central urban area, reminiscent of the historical working-class fights on
being heard for their want of recognition, opportunities and jobs. During the Joan Littlewood
centenary in 2014 and the following 2015, the Fun Palace idea re-emerged in the UK and
went viral across the globe until the 2020 Covid-19 pandemic. The Fun Palace revivals have
come close to the ideas that the original Fun Palace project instigated in terms of activating
their local public in a relational sense as they shared artistic and cultural activities in their
local ‘Fun Palaces, however, as Jenny King, who had the chance to work with Littlewood, also
implies, these venues as local Fun Palaces do not observe Littlewood’s Old Left sentiments
which were integral to the blueprint of the original Fun Palace.

1 Nicolas Bourriaud, Relational Aesthetics (Les presses du réel, 2002), 113.
2 See TDR’s front cover, TDR 12/3 (1968) in the Michael Barker Collection of Joan Littlewood, Subseries E, box
3, folder 12, Harry Ransom Center, University of Texas at Austin.
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Joan Littlewood and Ewan MacColl, founders of the Theatre Workshop ensemble, were the
radical left-wing theatre revolutionaries who embarked on the journey of taking theatre to the
working-class population in England in the mid-1930s, during the high times of the Workers’
Theatre Movement. They survived many difficult tests of being a communistic ensemble in
England and when they settled in East London permanently, in 1953, MacColl left his active
participation, protesting in his true-blue communist fervor, the group’s decision to quit its
formative motivation to reach out to the working class, and instead, to play to the critics’ circle
of London’s commercial stages. In 1956, the ensemble came out with Brendan Behan’s tragic
parody of the Irish people’s reduced circumstances, their uprising and oppression by England,
The Hostage and drew immediate critical attention and acclaim. Today the Theatre Workshop
is known as the ensemble that revolutionized the British theatre. Following various successful
transfers from London’s East End to the famous theatre row, the West End, Joan Littlewood
produced another hit, in 1963, Oh What a Lovely War! a documentary piece which treated the
Great War as an object of farce in Theatre Workshop’s typical working-class antimilitarism.
Gradually her theatrical activity waned as she found new outlets to materialize her vision,
and the age was the revolutionary age of the New Left in England; the 1968 fervor, only more
technological, more space-bound and even more bourgeois. Littlewood’s Fun Palace project
happens to be a virtual manifestation of her involvement with that new revolutionary fervor
which, I argue, drew her in for her commitment to the possibilities of bettering the lives of the
under-privileged by offering them accessible, communal spaces of artistic, cultural interactions,
which in fact perfectly translated the spirit and the dynamics of the Theatre Workshop stage
and its rapport with its working-class audiences.

Surveying the archive material of the original project of Littlewood and Price, I have
found that the annual Fun Palace events held across the UK, in her birth week in early October
starting from 2014, were quite in keeping with the ideas of community engagement in most
of Littlewood’s post-theatrical, space-oriented projects. However, the revivals signify a new
dimension of community service that is arguably debatable because the original project of
Littlewood and Price implied a rendering of urban centers accessible to the metropolitan
wanderers and strangers of unspecific class backgrounds rather than nearby community
populations that the revivals observe.

This paper engages with two ideas of artistic action that Littlewood’s Fun Palace project
may induce: the original idea created by Cedric Price and Joan Littlewood in the 1960s and
the Fun Palace revival initiated by Stella Duffy in 2014. I argue that while the revivals Duffy
organized were in keeping with the spirit of the original project, research on the resonance of
the revivals with the blueprint of the Fun Palace reveals that the original Fun Palace, albeit its
birth in the New Left period, also observed the Old Left aspects of class politics. Almost all
leftwing theatrical programs which were able to evolve into the postwar era and eventually
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into the 1960s were either inadvertently commercialized or joined the ranks of new theatrical
categories such as community theatres or applied theatre practices, with some exceptions such
as Littlewood’s own theatre, the Theatre Workshop, their repertory remained intact in its anti-
establishment, pro-working-class agenda. However, like all revolutionaries and visionaries,
Littlewood lent herself to possibilities of the new revolutionary era of late 1960s, the New Left
in England. On a closer survey, honoring Littlewood’s communistic backgrounds, one will
find that the community-oriented practices of the Fun Palace revivals are somewhat removed
from Old Left purposes of the original Fun Palace idea.

Furthermore, archival research reveals that the Fun Palace project was also hailed by
Richard Schechner and discussed in his periodical, The Drama Review (1968) within the
context of environmental theatres of the New Left and was thus weaved into the genealogy
of performance art. In his essay titled ‘Six Axioms,” Schechner published his observations on
the environmental theatre and seemingly associated the Fun Palace project with this concept.

In this paper I survey the 2014 and 2015 Fun Palace practices, along with how the original
Fun Palace project has been interpreted in scholarship and the points of divergence/convergence
of the original idea from/with these interpretations.’

Cedric Price and Joan Littlewood’s Fun Palace

Fun Palace was a dream of Joan Littlewood that never materialized due to the lack of
sponsorship. It was designed and programmed between 1961-63; its feasibility studies were
completed in 1964. Legally and administrative-wise it was set up as a foundation and registered
as a charitable trust in 1966. It was withdrawn from the originally intended Lea Valley site in
1966, due to neighborhood objections and had to move to Stratford but in its ideal life, it was
intended as a travelling, portable site that belonged more to a metropolitan than a community
setting.* It is possible to think that the Fun Palace was a recourse to dreams that Littlewood
could not work out on the stage; an extension of her revolutionary fervor that she found could
not manifest through the theatre. Fun Palace was not a theatre. It can be deemed as Littlewood’s
vigilant directorial aims to set people free in an artistic, cultural, innovative, idealized space
to create ripple effects of change in their identities, views of life.

I suggest reading The Fun Palace idea as a diluted move of communist thinking that
gets itself preoccupied with urban centers instead of considering the suggested benefits for

3 Although, due to Covid-19 pandemic, current debates on relational art making inevitably include virtual
dimension, too, the digital Fun Palace platforms which started in 2020 are beyond the scope of this paper which
concentrates on case studies where metropolitan/community access, physical proximity and joint presence are
held as main criteria derived from Nicolas Bourriaud’s explanations.

4 See chronology section of the ‘Non program A Laboratory of Fun by Joan Littlewood Head of Project Committee’
in The Drama Review, 134, in The Michael Barker Collection, Subseries E, Joan Littlewood in print, Box 3,
Folder 12. Harry Ransom Center, UT Austin.

40 Tiyatro Elestirmenligi ve Dramaturji Bolimi Dergisi 32, (2021)



Fatine Bahar Karlidag

the underprivileged, in its need to stay temporary, as a “a short-term play thing in which all
of [them] can realize the possibilities and delights that a 20™Century city environment owes
[them]” and “must last no longer than [they] need it,” leaving targeted population undefined,
yet indicating a short span of interest, hinting at the robustness of the under-privileged classes
and their modest educational backgrounds as well as the allowances of a fast-paced urban life
style for such amusement spaces.’ Yet, I argue that it contrasted with the spatially destructive
tenets of 1968 as it offered an accommodating, free urban space, “with architects, designers,
engineers, cyberneticians, cooks, topologists, toy-makers, flow masters, think clowns, [that]
offers you the occasion to enjoy, 24 hours a day, space, light, movement, air, sun, water, in a
new dimension”; it planned to mobilize “international, national and private organizations,” to
set up a trust for its administrative and financial burdens and left all direction in the hand of
teachers, scientists and artists.® The motive of animating its audience is a common working-
class theatre characteristic of the 1930s, for example in Bertolt Brecht’s work, and also in
MacColl’s and Littlewood’s discourse. The spirit of the Old Left as it found only the best fit
for the working class, and serving them with only the best in terms of technology, culture,
art is quite removed from the revolutionary spirit of 1968 that Hans Enzensberger claims to
have sprung from the middle class, and to have advocated for anarchy in the urban space and
a deconstruction of many technological, social and artistic norms (like traditional theatre),
starkly contrasting, I would argue, the working-class motivation to reach for the amenities
of better life standards.” Arguably, this distinction will guide perspectives on the social and
political efficacy of the Fun Palaces held annually since 2014.

Reconsidering canonical definitions through Littlewood’s vision of the
Fun Palace project

It seems true that the Fun Palace revivals have a political edge. Looking at the activities
and the community engagement, one can see that the events brought the communities together,
engendering relational artistic and cultural practices and spaces. In her Fun Palace and other
site-related projects, Littlewood embraced dreams beyond her theatre stage to fathom the
emancipation of people through leisure activities, rather than implying a working-class
emancipation which she and MacColl had envisioned as the task of their theatre. Nevertheless,
I argue that her motives in Fun Palace embraced both the Old Left structures of feeling and
the progressive spirit of the New Left.

Richard Schechner includes the Fun Palace project in a 1968 issue of The Drama Review
where he also discusses for the first time, the defining characteristics of ‘environmental theatre’

5 Mel Gussow Collection Container 109.1, Littlewood, Joan 1964-94. Harry Ransom Center.

Ibid.

7  Hans Magnus Enzensberger, “Constituents of a theory of the media,” in Marris, Paul., and Thornham, Sue. Media
Studies: A Reader, (New York: New York University Press, 2000), 73.
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in the protest culture of 1968 revolutions. Littlewood and Price wrote an essay titled ‘The Fun
Palace’ which includes two pages’ of pictures of the project, itemizing the contents of the site,
an argument section, and Littlewood’s ‘Non-Program.” Argument section describes Fun Palace
as an impermanent site to instigate leisure activities in tune with ever-changing demands of
the age: “4 short life toy of dimensions and organizations not limited by or to a particular site
is one good way of trying, in physical terms, to catch with the mental dexterity and mobility
exercised by all today.”® The following section by Littlewood, titled ‘Non-Program a Laboratory
of Fun,” begins with her classical Old Left contexts of factory workers and miners: “7Those
who at present work in factories, mines and offices will quite soon be able to live as only a few
people can: choosing their own congenial work, doing as little of it as they like, and filling
their leisure with what delights them.”® The differences between the Old Left and the New
Left are quite stark and yet, the Fun Palace project seems to lend itself to both revolutionary
milestones. I argue that the Fun Palace case suggests a continuity of Littlewood’s intentions
shaped by the Old Left’s structures of feeling although it has been mainly discussed and
theorized in reference to New Left environs and its spatially driven performance paradigms.
General tendency in scholarship in Littlewood’s later career is to see this as a phase when
her politically charged theatre work was watered down or when she dismissed class politics,
giving way to a “self-created function as jester.”'® Littlewood herself eschewed theatre and
called it as ‘obsolete’ as politics, and expressed in an interview that “the printed word bit for
the theatre [was] out of date,” signaling her future, post-theatrical occupations.!' However,
tracing the class struggle thought as what Raymond Williams calls a ‘structure of feeling’ is
quite possible when we look at her Bubble City projects or the famous Fun Palace project.
These projects may seem to the formalist eye like the end of Littlewood’s theatre, but I argue
that they inherently run on the same class-politics driven performance motive.

The Fun Palace project fulfills Schechner’s explanations of environmental theatre, yet
also resonates with Theatre Workshop’s Old Left manifestos and initiatives in many aspects.
Schechner’s observations of the performative street interventions of 1968 coincide with the
New Left, yet a clear divide is perceivable between the New Left trends and Littlewood’s
project. Original Fun Palace idea remains loyal to the Old Left tenets albeit its extreme reliance
on technology, live communication and spatiality as newly defined norms of environmental
theatre listed by Schechner: Littlewood’s Fun Palace project would ideally be portable and
accessible to a diverse population of Londoners (class specifics not elaborated) at major urban
spaces in the city for a temporary period. It would be a state-of-the-art technology space

8  Littlewood and Price, ‘The Fun Palace’, TDR 12/3 (1968), 129, in the Michael Barker Collection of Joan
Littlewood, Subseries E, box 3, folder 12, Harry Ransom Center, University of Texas at Austin 129.
Littlewood, ‘Non-Program A Laboratory of Fun’, The Drama Review, 130.

10 Robert Leach, Theatre Workshop Joan Littlewood and the Making of Modern British Theatre (Exeter: University
of Exeter Press, 2010), 143.

11 Mel Gussow Collection- 109.1 Littlewood, Joan 1964-1994, Harry Ransom Center.
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abounding with various media outlets, space for creation, fun and curiosity, located at the
heart of the city within instant reach of all types of public/private transport. With its vision of
broad accessibility, high technology, city and commoners’ intermingling at its central locations,
the original project was resonant with the Old Left that wanted the best for the working class
in terms of access to technology and amenities; aiming to animate and educate them like a
director looking to animate the foyer:

ARRIVE AND LEAVE [sic.] by train, bus, monorail, hovercraft, car, tube or foot at any time
YOU [sic.] want to — or just have a look at it as you pass. The information screen will show
you what is happening, no need to look for an entrance — just walk in anywhere. No doors,
foyers, queues or commissionaries: it’s up to you how you use it. Look around - take a lift,
a ramp, an escalator to wherever or whatever looks interesting.

CHOOSE [sic]lwhat you want to do or watch someone else doing it. Learn how to handle
tools, paint, babies, machinery or just listen to your favorite tune. Dance, talk or be lifted
up to where you can see how other people make things work. Sit out over space with a drink
and tune in to what's happening elsewhere in the city. try starting a riot or beginning a
painting — or just lie back and stare at the sky.

WHAT TIME IS IT? [sic] Any time of day or night, winter or summer — it really doesn t
matter. If it’s too wet that roof will stop the rain but not the light. The artificial cloud will
keep you cool or make rainbows for you. Your feet will be warm as you watch the stars — the
atmosphere clear as you join the chorus."

It is possible to historicize Schechner’s environmental theatre axioms as an attempt to read
theatre’s response to the new civic movements of the late sixties. In his survey of the exemplary
historical models of environmental theatre, Schechner gives little credit to the Workers’ Theatre
Movement of the 1920s and 1930s’ agit-prop performances which more radically responded
to their historical moments. Arguably, Littlewood’s intentions were shaped by the Old Left’s
structures of feeling which were instructive, reforming, revolutionary, whereas Schechner
mostly observes and describes his contemporary situation that is the New Left that Enzensberger
describes as destructive and revolutionary. The New Left’s actors were mostly middle class,
such as anti-war youth, and the spaces were draft centers and campuses — except for the civil
rights marches - and Schechner observes the political edge in their mobilizations, to instigate
anew theatre, appropriating the streets as “public arenas, testing grounds, stages for morality
plays”.® Schechner writes in his article, “everyday street life is marked by movement and the
exchange of space, street demonstrations are a special form of street life which depend on the
heightened application of the everyday regulations. The ever-increasing use of public space

12 Mimeo and Ms material on Fun Palace Project, Box 3, Folder 9, The Michael Barker Collection, Harry Ransom
Center.

13 Richard Schechner, Environmental Theater: An Expanded New Edition Including ‘Six Axioms for Environmental
Theater,” (New York: Applause, 1994), 55.
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outdoors for rehearsed activities is having its impact on the indoor theatre”.** Littlewood’s
theatrical partner Ewan MacColl’s Theatre of Action sprang from similar tensions in 1934, in
the wake of the divide between Workers’ Theatre Movement’s emphasis on agit-prop (and later
social realism) versus the need to explore the indoors theatre by the young theatre activists. The
streets were the roaming ground of left-wing activists to reach out to the non-theatre-going,
public with their dramatic propaganda.'® 1930s’ agitation and propaganda on the streets, duly
called agit-prop, originated from Soviet Russia and were instigated and shaped by the communist
ideology, in contrast to the New Left’s revolutionary environments that were shaped more by
random civil disobedience and the newly politicized middle-class protests of the historical
moment. Therefore, clearly, Schechner’s definitions of social activism as performance excludes
earlier similar social and theatrical responses to the historical moment such as the interwar
period’s agit-props overseen by the historical Workers’ Theatre Movement (WTM) or the
Blue Blouse troupes, which seem to fit in with Schechner’s descriptions of environmental
theatre. Early twentieth-century hunger marches in England happened before the communist
party interventions yet they were organized by the labor organizations and they come close to
the norms of the civil rights marches that Schechner lists among his examples, which can be
categorized as political actions rather than cultural or artistic, but they testify to the fact that
the street had been a mature environment for the representation of political strife much earlier
than 1968. Schechner was observing the political strife in his time and space: at visible urban
space and most importantly, they mostly echoed the progressive middle class, as the owner of
that urban space, who differed greatly from the marching unprivileged thousands in the Hunger
Marches of the early 20" century in Britain. In comparison, Joan Littlewood’s Fun Palace
would have been a temporary intervention to validate visibility of the under-privileged and
aimed at providing them with non-discriminate access to major urban districts. This arguably
signifies a class-oriented approach to occupying places, deliberately expressed by Littlewood
in the typically Marxist remedy for severe capitalist urban expansionism: “building a short-
term play thing in which all of us can realize the possibilities and delights that a 20™ Century

city environment owes us”."°

In a 1969 interview with Margaret Croyden, Littlewood describes the project as such:

You see I envision a place where one works with a lot of finesse, with a lot of grammar, self-
discipline, or a very articulated piece of art, and the next minute you 're doing jazz. And you
go from one to the other, and you love the grammar of the language. And the next minute
you re taking off with what the jazz players did in their time, and that is opened to everybody,
to the genius of each child or each older person . . . Well, side by side with this campaign to

14 Ibid., 50.

15 For more information on Theatre Workshop, see Howard Goorney and Ewan MacColl, Agit-Prop to Theatre
Workshop: Political Playscripts, 1930-50 (Manchester, UK; Dover, NH, USA: Manchester University Press,
1986) and Howard Goorney, Theatre Workshop Story (London: E. Methuen, 1981).

16  Littlewood interview, Mel Gussow Collection Container 109.1, Littlewood, Joan 1964-94. Harry Ransom Center.
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live, which is quite hard, one literally says to everybody, to about two hundred miners with
their wives and kids, let’s play games. They can as you know, give you a creative notion of
their own life, or their own pain or their own laughter, maybe only once. But it’s something
like the therapy of clowning that everyone needs, not just us lucky ones who are mad enough
to spend our lives trying to get other people to enjoy themselves...""

Reiterating her care for the miners’ distressed families and their humane needs for leisure
and fun, the above quote is a clear emphasis on Littlewood’s working-class concerns that shape
her post-theatrical projects. These environment-focused paradigms were famously formulated
by Richard Schechner as he defined the new ‘environmental theatres’ of 1968 to be elaborated
into one of the defining frames of what we now know today as the performance art. Schechner
refined the concept in 1994 as “environmental performance,” meaning “one in which a/l the
elements or parts [sic] making up the performance are recognized as alive.”'® Schechner’s
original conception of the environmental theatre relied on six tenets that broadly implied the
expansive potentials of theatre by formulating possible interventions in its conventional set
of relations; its use of space for the performance and audience; expanding possibilities of
performance space; variations in focus; multiple and independent appeals of production elements
upon audience and the replacement of the text with the process of performance. Schechner’s
observations of the performative street interventions of 1968 coincide with the New Left, yet
Littlewood’s Fun Palace project resonates with the Old Left tenets albeit its extreme reliance
on technology, live communication, mobility, and spatiality.

Fun Palace Scholarship

Before sharing the details of the Fun Palace revivals, surveying the recent scholarship
on Littlewood’s Fun Palace idea will help establish grounds for comparison. Robert Leach
calls Fun Palace, “a kind of twentieth-century equivalent to the eighteenth-century pleasure
gardens,” in cooperation with Cedric Price, the architect famously known for his “space-age
utopianism™." Characterizing it by its informality and flexibility, Leach stresses the project
to be Littlewood’s conception of a “university of the streets,” offering various recreational
and creative activities. However, Leach’s reference to an idea of forming ‘strong community
link[s]’ through the project does not sound like the original proposal, as the site was proposed
to be open to all people of all ranks and from all districts of London and elsewhere, hence
making no specific reference to a matter of community.?® The original Fun Palace project had
a vocation to make downtown temporarily accessible to various classes (unspecified) and
groups of people, which is closer to the notion of the millennial occupy movements, suiting

17 Joan Littlewood and Margaret Croyden, “Joan Littlewood: Interviewed by MARGARET CROYDEN.” The
Transatlantic Review, no. 33/34 (1969): 56-65. Accessed April 30, 2021. http://www.jstor.org/stable/41512832

18 Schechner, Environmental Theatre, x.

19  Leach, Theatre Workshop, 201.

20 Ibid.
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the context of how David Harvey discusses possibilities of reversing capitalist hegemonic
expansions in the urban space in his essay, ‘From space to place and back again: reflections
on the conditions of postmodernity,” discussing the need to create alternative urban spaces to
counter hegemonic space invasions.?' Nevertheless, the recent revivals differ from the original
project in this sense. The extent of the millennial projects’ vocations for creating what look
more like urban playgrounds that explicitly counterpose any occupy sentiments can be debated.
Likewise, the ‘Argument,” published in The Drama Review in 1968, states wider social and
urban concerns than communal ones in its description of the project:

The city today works in a constipated way, in spite of its physical and architectural limitations.
The legacy of redundant buildings and the resultant use of patterns acts as a straitjacket to
total use and enjoyment ... A short-life toy of dimensions and organizations not limited by
or to a particular site is one good way of trying ... to catch up with the mental dexterity and
mobility exercised by all today.**

Joan Littlewood describes the site in her ‘Non Program’ which featured in The Drama
Review as

not only accessible to those living and working in the immediate neighborhood, but also
accessible as a regional and national amenity ... allow[ing] random time usage [which makes
the idea of community bonding a less likely outcome] ... [with] varied communication routes
... of a metropolitan or regional network passing [sic] the site,

due to the fact that the varying metropolitan destinations chosen for the site would probably
differ in terms of public’s attention to the offerings of the site and the local routines of the
district.

Nadine Holdsworth offers a deeper analysis of the Fun Palace, referring to its difference
from its contemporary projects for its cultural inclusiveness, and pointing out that Littlewood
saw it as a “twenty-four-hour long, large-scale community center,” interprets its communal
functions in reference to Nicolas Bourriaud’s relational aesthetics theory which draws attention
to the possibility of art work’s creating a relational space in an alienated society.?* This emphasis
on community-building through relational aesthetics counters Littlewood’s own accounts of
her projects, such as when she expressed the following conceptions of the project in a 1964
interview: “it s a delight place, a learn place, a toy for people. You re not meant to look at it.
You’re meant to be in it. But you mustn 't be addicted. It’s a microcosm of a city. A toy where a
woman can behave like a harlot if she wants to. Not a do-good place, a do-bad place,” which

21 David Harvey, “From Space to Place and Back Again: Reflections on the Conditions of Postmodernity”, in
Mapping the Futures: Local Cultures, Global Change, Ed. Jon Bird, (London: Routledge, 1993), 2-29.

22 Littlewood, ‘Non-Program,” The Drama Review, 133.

23 Ibid.

24 Nadine Holdsworth, Joan Littlewood s Theatre (Cambridge: CUP, 2011), 211.
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potentially counters the implications of community-building, reproducing, on the contrary,
the rowdy feeling of emancipation and communication that Littlewood sought in her stage-
audience relationship, in the vein of the interviewer’s note: “anti-theatre, anti-art, anti-apathy”
.2 Further, Holdsworth refers to Cedric Price’s cooperative inspiration as a visionary architect
and their proposing “a radical re-conceptualizing of cultural democracy and participative
learning,” and reads the Fun Palace as their “rethinking of the spaces” for such possibilities.?

Fun Palace Revivals

Other than being the 100th year of the Great War, 2014 was marked in the British theatrical
environment as the Joan Littlewood Centenary. The events included a round-the-year run of
Theatre Workshop’s Oh What a Lovely War! by the Theatre Royal in Stratford, the company’s
home from 1952 to 1979. The centenary celebrations hosted an idea by Stella Duffy, a theatre
director, actor and a novelist, who proposed a different type of celebration for the centenary,
earlier in 2013, and her call started a chain-reaction across the UK to initiate the opening of
more than 150 Fun Palaces in Britain alone. Duffy’s idea was also taken up by theatre people
beyond the British borders who made spaces available for Fun Palaces in other countries such
as the US, Canada, Iceland, Germany and Japan. These venues opened their spaces on the
weekend of 4th and 5th October 2014, just before Littlewood’s 100th birthday on 6 October.

Dufty’s motto was, ‘everyone an artist, everyone a scientist,” which accurately relates
Littlewood’s motives in making arts and culture alive and accessible in all citizens’ lives.
The BBC website’s subtitle for the news claimed the annual event, “The UK s biggest ever
celebration of creative participation.”® The venues had to comply with the founding principles
of the never-materialized Fun Palace, which Littlewood and Price had described as “free,
local, innovative, transformative and engaging”.*® The venues were free to offer their menu of
activities to their locals for the weekend. The Reviews Hub website shared Duffy’s statement
about Fun Palaces as “a huge shout for culture at the heart of our communities, working
towards democratizing arts and science and making them accessible to the people,” and her
hope that the centenary would become an annual weekend event and inspire new generations
of artists and audiences all over the world.” Ironically, the Arts Council, whom Littlewood

25 Littlewood, in an interview, expressed that she aimed for a sense of communion in her productions, like in the
pubs, and the interviewer noted: “anti-theatre, anti-art, anti-apathy” in her transcript of the interview titled in
an unedited version, ‘Joan Littlewood, Oct. 1, 1964.” In Mel Gussow Collection, 109.1 Littlewood, Joan 1964-
1994, in Harry Ransom Center, UT Austin.

26  Holdsworth, Joan Littlewood's Theatre, 219.

27 “Everyone an artist. Everyone a scientist.”. BBC Arts -Get Creative.2014, Accessed on: 3/17/202 1 https://www.
bbc.co.uk/programmes/articles/11rjh X6 FONHBvvRFzb007B8/everyone-an-artist-everyone-a-scientist

28 “News: Fun Palaces project marks Littlewood centenary,” The Reviews Hub Blog, July 21, 2014, http://www.
thepublicreviews.com/news-fun-palaces-project-marks-littlewood-centenary/ (broken link)

29  Jenny King, “A Tribute to Joan Littlewood,” Theatre Cloud Blog, published February 4, 2015,
http://theatrecloud.com/news/a-tribute-to-joan-littlewood (broken link)
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had repeatedly approached and who had rejected Theatre Workshop productions for most of
her career, funded the project.®

The Fun Palace project suggested by Dufty quickly gained popularity on social media,
too, sharing the events of the centenary weekend with the nation, and eventually recruiting
more venues for the following year’s event and furthermore, making it annual: Fun Palaces
were repeated annually until the pandemic since 2014 with the same principles, and in 2020,
the project was taken to the digital platform as with all cultural activities across the globe.

For a closer view of the Fun Palace revival, we can look at 2014 and 2015 events as examples.
The revivals happened annually in the first weekend of October until the pandemic. The first
year’s events were hosted by more than 150 venues in the UK, beyond Duffy’s expectations.
A variety of venues opened their doors on the weekend commemorating Joan Littlewood’s
100" birthday in 2014: the weekend of 4™ and 5" of October, including churches, libraries,
theatre houses, parks, swimming pools, museums, schools, bakeries and cocoa houses, art,
and community centers. Next to institutional hosts such as Birmingham Arts Museum, London
Metropolitan Archives and museums, two theatre companies opened the smallest venues for the
event: Big Telly Theatre’s Fun Palace was a small size caravan and Agent 160 Theatre built a
tent in the Wales Millennium Center. The event was offered freely to its neighboring citizens,
to engage them through the weekend with arts, science and crafts. From what I could gather on
Facebook, I can list these activities as baking, composing music and writing lyrics, conducting
scientific experiments, water sports and games, designing costumes and wearing them, drawing
and painting, children’s theatres, junk sculpture, story-telling, improvisational ‘DIY Theatres’
of random card picking and performing, sandwich-making competitions, baking, street-size
board games, weaving, work-outs, playing with clowns, photography, shadow puppetry,
relief printing, painting with professional artists, 3D printing, building camera obscura, ice
cream making, decorating, model building (e.g., flying Fun Palaces), ukulele and tambourine
playing, story painting, pop and folk singing, origami and knitting, dressing up as mermaids,
swimming, kayaking, yoga, giant origami, Japanese storytelling, seniors’ sharing memories,
mask making, geometric crochet learning, belly dancing, language learning, stained glass
works, making comics, adult face painting, and sharing international breakfasts.’!

It is possible to refer to a personal account of a Fun Palace experience from 2014 in the
comments sections to Michael Billington’s review of the centenary on The Guardian on 6

30  For the Arts’ Council’s rejections to fund the Theatre Workshop productions until mid-fifties, see Goorney’s
and MacColl’s books mentioned earlier. Stella Dufty, ‘Celebrating Joan Littlewood: it’s time to build her fun
palaces’ The Guardian Theatre Blog, published 18 September 2013, Accessed on 4/30/2021,
https://www.theguardian.com/stage/theatreblog/2013/sep/18/theatre-joan-littlewood-culture-fun-palaces

31 Fun Palaces Facebook page, Detailed photographs of events can be reached at Facebook page of
Fun Palaces. Various events listed above are descriptions of pages with links. Fun Palaces’ Facebook
page. Accessed on: 10 Oct 2015. Available at: https://www.facebook.com/FunPalaces/photos/
ms.c.eJXFZNERWCAIAICNeqKGwP6LtcLFnl~;PhABwjxwbDMAetM3mxjRe8~;uK WDLKTNm7P8scPk~;03~
vsL4Zc~;bFv7plDZtOPytmS~ t~ rfMurbTKq7y73vmufefqeeAEuZjRV.
bps.a.555668887911886.1073741833.488480977964011/555668904578551/?type=3 &theater
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October 2014. This person shared their experience in Brockwell Lido, an outdoor swimming
pool:

As she would have loved the legacy dreamt up this weekend by Stella Duffy and Shelley Silas
of Littlewood s long hoped for Fun Palaces. All around the country. We had ours at Brockwell
Lido. And the sun shone! the mermaids dipped and flipped. You could play dominoes on the
poolside or get your blood pressure taken, learn more about dance and science, sign language
or the ecosystem. Glide on the pool in kayaks or try your hand at the cycling machines.It all
went off, if vou'll forgive the word, swimmingly. Gloriously.

1 think Joan would have loved it. And to tower it all off, a screening of Oh What a Lovely
War, Richard Attenborough s directorial debut. It was great - but you know, I'm over 50 and
1 can remember the impact the stage show made on me, watching it standing in the sawdust
at the back of the stalls as there was then at the Theatre Royal. It was bitter and playful and
terribly, terribly moving.

Another piece indicative of events scheduled for the 2014 Fun Palace weekend was from
the website of Theatre Royal at Stratford East, Theatre Workshop’s home from 1953 to 1979,
inviting people to contribute to their project of building a ‘little wood’ for Joan, under the
banner: “Stratford East Fun Palace ‘Petit Bois’ (A ‘Little Wood’ for Joan) in The Courtyard,
Old Town Hall, 29 Broadway, Stratford, London E15 on Sunday 5 October 2014, 2-5pm” The
Theatre called out to the community and asked to bring in “a real tree/sapling in a pot - or
a homemade tree (use your imagination — make a tree out of whatever you can recycle!)” to
assemble a forest of 100 trees for the afternoon, “in a marquee in the middle of Stratford!”
the list of activities included learning to make a pin-hole camera, seed-bomb with community
gardeners, twisting a balloon-dog, blowing a didgeridoo, making a wish, doing a tango, having
a sing, and lying back and listening to a fusion of Argentinian music and other rhythms.*

2015 October’s Fun Palaces took place in Australia and New Zealand, too, adding to the
international network of the annual event that had already covered countries like Japan and
Germany. In North America, there appeared to be two physical venues for the 2015 event;
one of them in New York, Queens, Qed’s Fun Palace. The North American region’s digital
Fun Palace was a radio show in Toronto, Canada: The Fun Palace Radio Variety Show. The
show held an exclusive online space for the Fun Palace project for 24 hours for “streaming
local content and connecting with Fun Palaces across the world” 3* The other physical venue

32 backscratch, 6 October 2014 (5:25) comment on Michael Billington, “Joan Littlewood: Oh what a legacy,” The
Guardian, published October 6, 2014. Accessed 3/17/2021, http://www.theguardian.com/stage/2014/oct/06/
joanlittlewood-oh-what-a-legacy-centenary

33 Theatre Royal Stratford East’s Facebook page, “FUN PALACE - ‘PETIT BOIS’ (A ‘LITTLE WOOD’ FOR
JOAN)” Theatre Royal Stratford East’s Facebook page. Accessed on: 10 Oct 2015 https://www.facebook.com/
events/1542737622624626/.

34  “The Fun Palace Radio Variety Show,” Fun Palaces. Accessed on: 10 Oct 2015 http://funpalaces.co.uk/discover/
the-fun-palace-radio-variety-show-2/.
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in Canada was Cathedral Village Arts Festival Fun Palace in Saskatchewan, joining in with
“storytelling, science of color, hair braiding, artist cards, weaving, ‘frankentoys & more!” 3

The utopian vision of the Fun Palace was imagined in 1960s when it seemed that technology
would soon free the working people from their workaday lives, and everyone — not just the
educationally and financially fortunate — would have free time and energy to learn, to explore,
to play, to engage and eventually creativity would no longer be the monopoly of the privileged
elite, and that the process would eventually blur the work-play boundaries. The revivals’
initiator, Duffy, also referred to these events as a form of political engagement: after the first
event in 2014, she wrote for The Labour Arts Alliance, a blog promoted by England’s Labour
Party, that the Fun Palaces across the nation provided ground for public access to arts, crafts
and sciences and they eventually would bring political awareness to public. Duffy stated in
her piece that the Fun Palaces were a way of staying politically engaged in the political arenas
controlled by the “predominantly white, male, middle class,” living in “apathy and disaffection,”
promoting austerity policies.*® Duffy reported that the Fun Palace event in the 2014 October
attracted more than 60,000 people in England who were mostly volunteers, “often on minimal
funding [ ...] people who had never before created a community event, let alone one engaging

with both arts and sciences” >’

The centenary was received well and without reservations by the theatre circles. In its first
year’s wake, Elizabeth Schafer, British theatre scholar, wrote in an article for Times Higher
Education that the attempt was about doing something to bring art and science together and
eventually make a difference for a community, and that *“/¢/his risk-taking, big, brave, counter-
cultural and slightly insane project seems far more Littlewoodian than yet another production
of Lovely War” .38 In a press release, Teesside University reported that both the university and
the historic Ormsby Hall, where the Theatre Workshop was located for eighteen months in
1946 and 1947, were official Fun Palaces. Teesside University invited a guest lecturer, Jean
Newlove, the Theatre Workshop choreographer and MacColl’s second wife, to give a talk on
October 9, 2014, to celebrate the centenary. As an insider to the theatrical collaboration between
Littlewood and MacColl, Newlove reiterated the Leftist vision of their work that, she argued,
was so strong that “MI5 kept an eye on them” .** Theatre Cloud blog writes that Jenny King,

35 “Cathedral Village Art Festival Fun Palace,” Fun Palaces. Available at: http://funpalaces.co.uk/discover/
cathedral-village-arts-festival-fun-palace/ Accessed on: 10 Oct 2015.

36 Stella Duffy, “The opportunity to create boosts wellbeing, social cohesion and public engagement,” Labour
Arts Alliance, published on October 15, 2014. Accessed on: 10 Oct 2015. http://www.labourartsalliance.org.
uk/the opportunity to create boosts wellbeing_social _cohesion_and public_engagement (Broken link)

37 Ibid.

38 Liz Schafer, “Stage Whispers: Joan Littlewood,” Times Higher Education, published August 21,2014. Accessed
on: 15 Oct 2015 https://www.timeshighereducation.com/features/culture/stage-whispers-joan-littlewood/2015209.
article.

39  “Modern British theatre made in Middlesbrough,” Teesside University News Centre, published September
22,2014. Accessed on: 1 April 2021 http://www.tees.ac.uk/sections/news/pressreleases_story.cfm?story
1d=4760&this_issue_title=September%202014&this_issue=256.
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a friend of Littlewood, who worked as her assistant from 1973 to 1976, created a 35-minute
film, 4 Tribute to Joan Littlewood, added to the common appreciation of her work, stating
that Littlewood had broadened the classic repertoire, discovered new writers, and assembled
a genuine company of extraordinary performers to create a fresh theatrical style of playing.
Yet she also added that Joan Littlewood had been deeply engaged with the present. “If Joan
were alive now,” King said, “for sure, the horrors of Gaza would be under hers and Gerry's
[her partner and ensemble manager] scrutiny rather than any revival of Oh What A Lovely
War”. T argue that if she were alive now, she would probably be interested in the horrors of
Gaza rather than the initiation of the Fun Palaces, too, for that same reason. King related
Littlewood’s ideas about reviving the theatre: “There is more stimulus in reality than in these
endless discussions about art, all the schematic ideas for reviving theatre. They 're not the

answer. The answer is all around us.”*

For children and youth — inclusivity as class politics

Littlewood’s Old Left attitude continued in her more spatially oriented interventions as she
worked in her Bubble City projects and London Summer Fair projects of 1967. Her revolutionary
spirit turned to saving poverty-ridden districts’ children from the streets, emancipating the
less privileged urban populations in benevolently regulated spaces. A press release titled
‘Industry helps the Arts Bubble,” and a press statement form the Corporation of London titled
‘City of London Festival Big Day for the Children in the City’ mention Fun Palace Itinerant
Trust’s Mobile Fair Project that included “toys, games and entertainment structures and events
such as a 50’ windmill with bells and clastons, an inflatable world where everything inflates,
a humanoid, a bubble environment, and a human kaleidoscope, you can shout at a wall and
watch it change color according to your tone.” A churchyard was spared to designers working
with Littlewood to try their ideas, and major industrial corporations such as Dunlopillo, 3 M
Company, Pirelli Ltd and Honda donated material. The overall design belonged to one of the
Archigram Group founders, architect Peter Cook.*

Input from industrial giants such as these corporations present a historical phase of industry
and arts cooperation for making artistic actions possible for commoners, and Littlewood took
her dreams in all possible directions, sports included: in a 1973 interview that Littlewood gave
to the Sunday Times, where she was asked how football could become a spectacle, her answer
was like a summary of how Littlewood and MacColl regarded theatre for their working-class
audiences: “The day of a match should be a festival, a pageant of sporting and other happenings
... [with] a choice of alternative activity while the match is taking place ... It would be better

40 Jenny King, “A Tribute to Joan Littlewood,” Theatre Cloud Blog, published February 4,
2015, http://theatrecloud.com/news/a-tribute-to-joan-littlewood (broken link)

41 Press Release for City of London Festival summer fair, 1968, The Michael Barker Collection, Series I, Subseries
D, The Fun Palace Trust, Box 3, Folder 10. Harry Ransom Center.

42 The Michael Barker Collection, Series I, Subseries D, The Fun Palace Trust, Box 3, Folder 10. Harry Ransom
Center.
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than hanging around the pubs and getting bored ... the [football] clubs (she cites West Ham
particularly) are possessive and secretive ... It's what we 're battling; exclusiveness,” expressing
her attempts to cooperate with the district clubs to no avail.** Thus, as Littlewood shared her
ideas on how to enliven football, which she compared to theatre in terms of its dependence
on the public, she reiterated her unerring position to stand for inclusion, education (in the
same interview, she also throws in the idea of discussing the game after the match so that
“really fervent fans and youngsters” could be kept off the streets) and entertainment. This
position of Littlewood is a clear extension of a commitment to include the underprivileged in
the cultural, artistic and sports affairs of the city and the nation. Her use of an excerpt from a
progressive architecture periodical, Archigram, as an epigram for her Bubble City project’s
leaflet attests to her Old Left orientations while keeping up with the norms of community
engagement and service:

We are nearing the time when we can all realize our aspirations. It is too simple to see this
merely as the amassing of objects, but they represent pretty accurately the directions outwards
that our mental environment can reach: to the furthest imaginable limits. This is the crux of
the matter: in the past, the indulgences of the mind and in intellect (as applied to artefacts)
was the privilege of the rich.**

These examples can testify to the continuing structure of the Old Left feeling in Littlewood’s
commitment to inclusion of and bringing access to the people in all affairs of the society
even as she was submerged into the 1960s’ spirit of events and happenings. She was never
formalistically concerned with the outcome of her work and this kept her operating tools and
projects dynamic and adapting to the new conditions. Littlewood proposed to produce the
civic action as she shifted from directing theatre to enticing people to get active, imaginative
and animated at a customized urban space sanctioned by the City or local government and
supported by corporations. Hans Enzensberger regarded the New Left with a certain skepticism
due to its inherent sadism in enjoying the spectacle of destruction (he uses the German word
schadenfreude that online Merriam-Webster translates as “enjoyment obtained from the
troubles of others”) of technological tools along with various other structures. This is another
contrasting point with the Old Left of the 1930s’ propagandist art as MacColl had, at various
times, expressed the importance, like Brecht, to come as possibly close to the new versions
of the mass media as possible and include it on their stage. The two periods’ comprehension
of revolutionary action, therefore, were quite different.

43 John Lovesey, ‘What the game needs,” Sunday Times, January 7, 1973, The Michael Barker Collection of Joan
Littlewood, Series I, Subseries D, Mimeo and ms. material on Fun Palace project, Box 3, Folder 9. Harry Ransom
Center.

44 Archigram 8, Bubble City (Pamphlet), The Michael Barker Collection, Series I, Subseries E, Box 3, Folder 12,
Harry Ransom Center.
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Conclusion

In this paper, I aimed at clarifying the intentionality behind the Fun Palace project of
Littlewood and Price and my motive was to bring an emphasis to Littlewood’s working-class
politics that reverberated through her post-theatrical activities such as the Fun Palace and
other space-related projects. The Fun Palace project was conversant with both the genealogies
of performance art as it was cited in the historical moment when Schechner was initiating
definitions of environmental theatre, and the Old Left structures of feeling in Littlewood’s
theatrical and post-theatrical practices. The Fun Palace revivals that have happened since the
2014-15 Littlewood Centenary do offer socio-political possibilities for bringing communities
together around artistic and crafts-related activities. However, recognizing Littlewood’s Old
Left intentions in Fin Palace can better augment future research in their capacity to argue
for these revivals’ proximities to the blueprint of the Fun Palace project and to propose new
avenues of inclusion and action through arts and culture.

Stella Dufty, as she was awarded an OBE (Member of the Order of the British Empire) in
2016, acknowledged that the award she was receiving was quite at odds with ‘the communist
Joan,” but she made a point of using most means for sustaining the Fun Palace revival projects.*
It is certainly a perspective, and the origins of the Fun Palace idea need not determine the revivals’
fare. However, it is also worthwhile to ponder Jenny King’s reminder that Joan Littlewood’s
attention, were she alive in 2014, would be on the distressed cultures and geographies such as
Gaza in 2014, rather than resuscitating the theatre art. Therefore, placing Littlewood’s motives
in the Old Left may help formulate further questions on the political implications of such
artistic actions of the Fun Palace scale, their motives, and ends, and may propose a necessary
tribute to Joan Littlewood’s life in working-class cause, and moreover offer a democratic
perspective in our neoliberal times.
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ABSTRACT

The purpose of this article is to explore Sevim Burak’s theatre through Adorno’s
“negative dialectics”and “culture industry” theories. The article claims that Burak’s
theatre is revolutionary in the sense that it challenges the traditional norms
of theatre based on representation of real life. Burak, in contrast to traditional
theatrical forms, creates a form negating real life and resisting against any
form of mimetic representation. However, this does not turn her theatre into
an apolitical, anti-social, or extremely individualistic one as Burak’s form is
rooted in the social and parental background of the playwright. However, her
unique form was expelled from the literary circles and has long been neglected
by scholars, which the article claims is the result of the reflections of Adorno’s
“culture industry” on the literary scene in Turkey. Thus, the final claim of the
article is that Burak’s theatre is revolutionary and a protest not due to its subject
matter but to its form.

Keywords: Sevim Burak, Protest theatre, Form in theatre, Culture industry,
Negative dialectics
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Sevim Burak’s Protest Theatre: Understanding Sevim Burak Through Adorno

Introduction

Despite the common reluctance to classify Sevim Burak’s art, especially her theatre as part
of a particular art movement or school, Burak’s theatre reflects characteristics of anti-realist
movements led by twentieth century artistic modernism. As early as 1917, Dow defined artistic
modernism as “an inclusive name applied to the many forms of rebellion against the accepted
and the traditional. A modernist likes to be thought a rebel”." This defined characteristic has
been revisited by many others since then, and Sevim Burak as an artist could be regarded as
the embodiment of this “rebellion” in the history of Turkish literature and theatre. This does
not necessarily imply an obligation to categorize Burak’s art; however, evaluating an artist’s
work without a conceptual framework would fail to ensure a satisfactory result. It would
not be wrong to claim that this has mostly been the case in the limited scope of literature on
Sevim Burak.

Bedia Kocgakoglu’s “Askin Sizofrenik Hali Sevim Burak” [Sevim Burak: Schizophrenic State
of Love]* and “Sevim Burak’i Besleyen Damarlar” [The Streaks that Fed of Sevim Burak]’,
Ahmet Kiling’s article “Sevim Burak in Kiiciirek Oykiiciiliigii” [The Short Story Storytelling
of Sevim Burak]* are a few examples which aimed to explore Burak’s works mostly relying
on close reading and general characteristics of Burak’s art, failing to link the works to a
conceptual background. This resulted in repetitive plot summaries of Burak’s works, mostly
her short stories, rather than an analysis of the author’s artistic style. However, it should be
noted that Niliifer Giingdrmiis’s feminist reading’, Beliz Giigbilmez’s reading of Sevim Burak’s
works as pieces of “minoritarian literature™, Zafer Aracagok and Burcu Yalim’s endeavor to
locate Sevim Burak in the world literature through their comparative article on Burak and
Sarah Kane’, Seyma Giimiis’s reading of Sevim Burak through queer theory® have paved the
way for more innovative and analytical approaches to Sevim Burak’s art. Mustafa Demirtas’s
work Postyapisalct Edebiyat Kurami [Poststructuralist Theory in Literature]® in which the
author attempted to explore Burak’s works through a poststructuralist perspective is worth

1 Arthur Wesley Dow, “Modernism in Art”, The American Magazine of Art 8 (1917), 113-116.

2 Bedia Kocakoglu, Askin Sizofrenik Hali Sevim Burak (Konya: Palet Yayinlari, 2009).

3 Bedia Kogakoglu, “Sevim Burak’1 Besleyen Damarlar”, Selcuk Universitesi Edebiyat Fakiiltesi Dergisi 17
(2007), 45-59.

4 Ahmet Kiling, “Sevim Burak’in Kiigiirek Oykiiciiliigii”, Turkish Studies (2011), 1983-1994.

5 Niliifer Giingérmiis, “Sanatginin Annesinin Kiz1 olarak portresi”, YK'Y Feminizm Uzerine Konusmalar Dizisi,
Kadinlar, Kimlikler, Hafizalar, Psikanaliz ve Feminizm Paneli (2005).

6  Beliz Giigbilmez, “Tekinsiz Tiyatro: Sahibinin Sesi/Sevim Burak’in Metninde Teatrallik ve Minor Sesin Temsili”,
Tiyatro Arastirmalar: Dergisi 16 (2003), 4-17.

7  Zafer Aracagok, Burcu Yalim, “Spectacle, Speculative, Spectile: Situations in Sarah Kane, Sevim Burak etc.”,
Third Text (2010), 437-444.

8  Seyma Giimiis, “Sevim Burak’m Queer Nesneleri: Yanik Saraylar’da Esya-Insan iliskileri, Oznellik ve Otekilik”,
Monograf 14 (2020), 60-82.

9  Mustafa Demirtas, Postyapisalci Edebiyat Kuramui: Sevim Burak, Edebiyatta Bir Tekillik Diistintirii (Otonom
Yaynlari, 2015).
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mentioning here. However, the majority of this work focuses on the historical development
of poststructuralist movement rather than its implications on Sevim Burak’s art. Thus, the
primary motive for this article is to contribute to the limited conceptual analysis of Sevim
Burak’s oeuvre and to acknowledge Burak’s relatively neglected theatrical works, compared
to her short stories, in the light of Adorno’s negative dialectics and culture industry theories.

Sevim Burak was born in Ortakdy, Istanbul in 1931 to a Muslim father and a Jewish mother,
a symbiosis which influenced her whole life as well as her writing style. Burak spent the first
21 years of her life in Kuzguncuk, a neighbourhood in the Anatolian side of Istanbul, which
was mostly inhabited by Jewish people, and known as “Little Paris” due to its cosmopolitan
atmosphere.'? After graduating from Deutsche Schule Istanbul (German School of Istanbul), a
private high school in Beyoglu, Burak did not pursue higher education, and started working as
amodel and then as a seamstress.!! It is a well-known fact that Burak used to pin the pieces of
her works on the curtains, and then rearranged them in various orders to create a whole work, a
style generally associated with her career as a seamstress. Sevim Burak started taking literature
lessons from the renowned novelist of the time, Peyami Safa whom she met at a beauty contest
in 1947. Bedia Kogakoglu, based on Karaca Borar’s (Sevim Burak’s son) remarks, underlines
that Peyami Safa, who was then married, was in love with Sevim Burak.!? Burak then started
her writing career in the 1950’s as a short story writer.

When Sevim Burak started to publish her first short stories in 1950, the literary community
in Turkey was mostly dominated by socialist realism, and Burak’s debut stories tended to be
more realistic and representative, assumedly under the influence of this literary monopoly. In
an interview dated 1965, Burak referred to these first stories as “an attempt to play up to the

common expectations”.'*

Only in 1965, Burak found the opportunity to publish Yanik Saraylar [Burnt Palaces],
her most provocative work until then, and a work exemplary of her style, unlike the stories
she published during the 1950’s. As Glingdrmiis puts it “it [the book] was met with both
great acclaim but also with a bit of amazement... Sevim Burak stands out as a writer who
did not appear to quite fit in with the literary climate of her time. She was an ‘eccentric’”."?
“Not fitting in with the literary climate of her time” precipitated the author’s expulsion from

the literary circle, leading to her long-lasting resentment towards the monopoly when Yanik

10 Bir Usta, Bir Diinya: Sevim Burak. One Master, One World: Sevim Burak, Ed. Filiz Ozdem. (Istanbul, Yap1
Kredi Yaymcilik, 2013), 23.

11 Kogakoglu, Askin Sizofrenik Hali Sevim Burak, 30.

12 Ibid., 39.

13 “Hirsiz”, Ulus, No: 10339, 12.04.1950, “Intihar”, Ulus, No: 10380, 23.05.1950, “Kdse Kapmaca™, Ulus, No: 1440,
22.07.1950, “Gecekondunun Zaferi”, Ulus, No: 10352, 11.11.1950, “Nisanh Kiz”, Milliyet, S.94, 04.08.1950,
“Biiyiik Giinah”, Yeni Istanbul, S. 267, 24.08.1950”

14 Kogakoglu, Askin Sizofrenik Hali Sevim Burak, 69.

15 Niliifer Glingérmiis, foreword to Bir Usta, Bir Diinya: Sevim Burak. One Master, One World: Sevim Burak, 7.
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Saraylar [Burnt Palaces] was not deemed worthy of Sait Faik Short Story Award in 1966. She
wrote of her resentment towards the decision in a letter to Giizin Dino dated 1980. (Kogakoglu
mentions this letter as “written to Karaca Borar”'®, but in the 2014 publication of Sevim
Burak’s letters, this letter is addressed to Giizin Dino):

Yanik Saraylar [Burnt Palaces] wasn t awarded because they were afraid that I would be
spoilt if I received the prize. The award was given to a bad author, who published a few
books ten years ago. It is rumoured that he doesnt have money to buy wood, and that is
the reason... Memet Fuat sent a letter to the jury declaring that he would resign if Yanik
Saraylar [Burnt Palaces] were not awarded... Both Memet Fuat’s letter and my book were
excommunicated. Memet Fuat resigned from the jury."’

“Yanik Saraylar” [Burnt Palaces] consists of six short stories which share some common
characteristics both in terms of the themes and the style. The influence of the writer’s Jewish
background is visible in each story; however, Burak was interested not only in storytelling in
“Burnt Palaces” but also in experimenting with the writing style. The jury members of the
prestigious Sait Faik Short Story Contest that year were Memet Fuat, Tahir Alangu, Behget
Necatigil, and Haldun Taner. Although avant-garde styles were emerging in the 1960’s and
Burak’s story book was identified as the “literary event of the year”, the jury decided to award
Cengiz Yoriik’s book “4 Camel in the Desert”. Yoriik’s stories depicted village life in the
Aegean side of Turkey and his style was far away from avant-garde, mostly representing
the popular “village literature” as explained by Karpat. Sevim Burak believed that Burnt
Palaces was excommunicated by the jury due to its avant-garde style which was not based
on representative realism. Memet Fuat’s resignation from the jury supports Sevim Burak’s
assumption. The winner of the award Cengiz Y 6riik published his last book the following year
and continued his life as a tradesman.

Only after seventeen years in 1982, this resentment was partially restored and Burak
returned to the literary scene not only as a short story author but also as a playwright, having
proved to be a unique character with her theatrical style in the history of Turkish theatre. Her
second short story collection African Dance was published in 1982, consisting of fifteen short
stories, followed by her theatrical masterpiece His Master s Voice published in the same year.
The play was based on her short story A4 Ya Rab Yehova [Oh God! Jehova].

Burak had had a heart disease since she was ten, and she had to deal with it throughout her
life. She passed away in 1983 while preparing to publish a novel Ford Mach I, another short
story collection Palyago Rusen [Clown Rusen], two theatre plays Everest My Lord and Here
is the Head, Here is the Body, Here are the Wings, all of which were published after her death.
Her son Karaca Borar published Sevim Burak’s letters addressed mostly to him, in 1990 (fifth

16  Kogakoglu, Askin Sizofrenik Hali Sevim Burak, 71.
17 Sevim Burak, Mach One’dan Mektuplar (istanbul: Palto Yaymlari, 2014, 5. Baski), 31.
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publishing in 2014) which provides valuable information about Burak’s literary life between
1965-1983 as well as her personality and artistic style.

Burak’s Theatre and Adorno’s Aesthetic Theory

Sevim Burak’s theatre can be identified with ascesis and vigilance. Burak declared that
she had worked for seven years on transforming her short story “Ah Ya Rab Yehova” [O God
Jehova] into a theatre play “Sahibinin Sesi” [His Masters Voice], which turned out to be one
of the most innovative and experimental plays in the history of Turkish theatre. In a sense, the
play proved to be a stance against “culture industry”, a term borrowed from Adorno.

The protagonist in “His Master s Voice”, Bilal lives in a neighbourhood mostly inhabited
by minorities. He is in an emotional relationship with Zembul who is Jewish; however, he is
unwilling to get married to her although Zembul is pregnant. He is nervous that the neighbours
would force him to get married to Zembul, which drives Bilal even more paranoid, adding to
his already suspicious character. Bilal is also a draft dodger and uses Muzaffer Seza’s identity
in fear of getting captured by the police. Muzaffer Seza is a military pilot who passed away
in an explosion. Bilal’s paranoid feelings climb up to an extreme upon Zembul’s giving birth
to her baby. He believes that the baby belongs to someone else and that Zembul is cheating
on him. He starts to be suspicious from all of his neighbours which turns into xenophobia. He
ends up seeing delusions and the ghost of the dead soldier, which comes to a point where he
cannot distinguish dreams from reality. Meanwhile, he pricks his heel with a needle, and the
needle starts moving from his heel up to his heart throughout the rest of the play, and Bilal’s
mental health deteriorates to a point in which he starts making plans to set fire to the whole
neighbourhood.

Before proceeding with specific passages from the play, it would be useful to explain
Adorno’s approach to art and its relevance to Sevim Burak. A near contemporary of Sevim
Burak, Theodor Adorno (1903-1969) was one of the most significant philosophers of the
twentieth century and a prominent figure in the Institute of Social Research in Frankfurt, which
was to lead the Frankfurt School movement.'® In the Dialectic of Enlightenment, Adorno and
Horkheimer brought forward one of the most critical evaluations of the Enlightenment and
modern western society, proposing that the existence of fascist ideologies proved a dilemma
inherent within the Enlightenment.'® For Ferda Keskin “Posing a criticism to the modern society
requires to criticize the society from within. This could be achieved only through a criticism

18 Lambert Zuidervaart, “Theodor W. Adorno”, The Stanford Encyclopedia of Philosophy, Ed. Edward N. Zalta
(Winter 2015 Edition), https://plato.stanford.edu/archives/win2015/entries/adorno/.

19 M. Horkheimer & T.W. Adorno, Dialectic of Enlightenment: Philosophical Fragments, Ed. G.S.Noerr, trans.
E. Jephcott (Stanford: Stanford University Press, 2002), 63-93.
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based on the norms of the society being criticized.”.*° In accordance with this interpretation,
it could be claimed that Adorno aimed at a real criticism based on the existing norms rather
than a transcendent one based on the norms of a utopian society.

The focus of this article will not be on Adorno’s criticism of the Enlightenment though, due
to the scope of the topic; however, his ideas on modern art, aesthetics, and “culture industry”
will be applied to Sevim Burak’s theatre and Burak’s stance within the Turkish literary circle.

In Aesthetic Theory, Adorno defines the position of modern art as “the social antithesis
of society ', which endows modern art with an autonomous power. This autonomous power
of art in Adorno is obviously a response to Georg Lukacs who claimed that content should
determine form in literature, and the ideology of the author should determine the value of
the literary work. In “Realism in the Balance”, Lukacs, who defined “socialist realism” as
the only decent artistic form, argued that “the art they [modernists] create remains abstract
and one-dimensional ’** and abstraction for Lukacs could only be used as a secondary tool to
reflect “objective social conditions”. Thus, the primary purpose of art and literature should be
to represent the real world as objectively as possible. Lukacs further claimed that modernism
destroyed not only the traditional art forms, but also the literature itself. This restrictive and
bigoted approach to art and literature caught flak from Walter Benjamin, Ernst Bloch, Bertolt
Brecht, and obviously Adorno, a debate which culminated in one of the long-lasting segregations
in the art history. Adorno in response to Lukacs claimed “Instead of recognizing the objective
function of formal elements in determining the aesthetic content of modern art, he willfully
misinterprets them as arbitrary ingredients added by an over-inflated subjectivism... He remains
indifferent to the philosophical question of whether the concrete meaning of a work of art is
in fact identical with the mere reflection of objective reality, a vulgar-materialist shibboleth
to which he doggedly clings.””

Taking into consideration the fact that Lukacs’ understanding of realism was widely adopted
by the literary circle in Turkey during the 1950s and 60s through the “village literature” which
focused on representing the village life in Turkey, the reason behind Sevim Burak’s expulsion
from the literary scene turns out to be more obvious. Burak’s art, although deeply influenced
by her Jewish background and the socio-historical factors, aims neither to represent a so-called
objective reality nor to convey a message or an ideology, but rather to present “situations” of
the humankind, in Jaspers’** words through a unique artistic form.

20 Omer Naci Soykan, Ferda Keskin & Besim E. Dellaloglu, “Adorno ve Yapit1” in Adorno: Kitle, Melankoli,
Felsefe, Ed. E. Efe Cakmak (istanbul: Yap1 Kredi Yayinlar1, 2003), 37.

21 T.W. Adorno, Aesthetic Theory, trans. R. Hullot-Kentor (Minneapolis: University of Minnesota Press, 1997), 8.

22 Georg Lukacs, “Realism in the Balance” in Aesthetics and Politics, Ed. Ronald Taylor, (London; New York:
Verso, 1980), 28.

23 Theodor Adorno, “Reconciliation Under Duress” in Aesthetics and Politics, Ed. Ronald Taylor, (London; New
York: Verso, 1980), 151.

24 Chris Thornhill and Ronny Miron, “Karl Jaspers”, The Stanford Encyclopedia of Philosophy, Ed. Edward N.
Zalta (Spring 2020 Edition), https://plato.stanford.edu/archives/spr2020/entries/jaspers/.
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It would not be wrong to claim that the expulsion of non-representational or experimental
works of literature as Burak’s is still a tendency in some literary circles in Turkey. To clarify
this claim further, major literary magazines in Turkey such as Notos? and Varlik? tend to expect
new short story writers to fit into certain stylistic features in writing a story to give a social
message or at least to follow the linear plot development with a dénouement, a climax, and a
resolution, an approach which could easily be seen on the review columns of these magazines.
Although this does not necessarily mean that experimental works are totally expelled from
these magazines, the sample reviews clearly put forth the expectations of the literary circle
in charge of these columns. The aim of this claim is not to prioritize one style over the other,
but to underline the unequal approach in the reception of the experimental works. Obviously,
not all experimental works prove to be satisfactory; however, adopting the stylistic features
of realist literature as the only medium would possibly result in the ignorance of satisfactory
experimental works as well. Sevim Burak had to fight with this approach in the 1960s, and
it is highly possible that she started writing plays due to the relatively free space of theatre.
Demirtas highlights this as well:

1t is not hard to comprehend the extremely difficult situation Sevim Burak faced in a literary
scene where socialist realist literature had the predominant role. Burak's expulsion from the
literary circles is understandable taking into consideration the fact that the author figure in
Turkey was always considered as part of the intellectual figure and that the function of being an
author was evaluated within the scope of social consciousness and social mission... However,
it is not understandable why formalist authors who questioned the role of language in their
works- such as Leyla Erbil- neither took part on the side of Burak nor supported her art.*’

Turning back to the relationship between Adorno’s aesthetic theory and Sevim Burak’s
theatre, Adorno is against the “realist” theory of Lukacs in that of Adorno, although not
neglecting the role of sociocultural factors in an artist’s work, emphasizes the significance of
“import” over “function”, which proposes that political or economic functions of an artwork
result from the “import” or “form” of the artist, in line with his theory of “negative dialectics”
based on the negation of so-called reality.?® Rabaté warns us that Adorno’s negativity “should

25 In the short story column of August/September 2019 issue (pages 140-142), the sentence “you are destroying
reality” is used for five different reviews, to explain why these stories were not published in the magazine. In
the December 2018/January 2019 issue, the reviewer says “A short story writer should seek for reality and thus
for believability in a story. Setting, time, and characters serve to this end” (141).

26  Inthe December 2018 issue, Jale Sancak criticizes a social media comment about her with the words “For months,
I have been trying to comment on the stories sent to me- sometimes unwillingly and getting bored with it- I am
spending my time on this. And my only purpose is to make people write better stories. So, what is wrong with
putting some rules to story writing? You might think that socialist realism and stylistic rules are old fashioned
but that is the way I prefer reading stories”.

27 Demirtas, Postyapisalci Edebiyat Kurami: Sevim Burak, Edebiyatta Bir Tekillik Diisiiniirii, 161.

28  Zuidervaart, “Theodor W. Adorno”.

Tiyatro Elestirmenligi ve Dramaturji Bolimu Dergisi 32, (2021) 63



Sevim Burak’s Protest Theatre: Understanding Sevim Burak Through Adorno

not be confused with nihilism

though, reminding Adorno’s own definition of negativity:
“Works of the highest level of form that are meaningless or alien to meaning are more than

simply meaningless because they gain their context through the negation of meaning”.*°

Sevim Burak’s debut play “Sahibinin Sesi” [His Masters Voice] embodies this aesthetic
approach with its use of anti-realistic elements within the play and fragmented language
described as “a language unique to the playwright” by Demirtas.*' This form could be clarified
better with some examples from His Master s Voice. The play opens with Bilal observing the
neighbourhood with binoculars and then he starts talking as if he were a reporter. However, it
is not clear whether he is talking to himself or addressing the audience: “Ziya Bey is coming...
Monsieur Verdu... favourite of the widows in our neighbourhood... Blue beard...Blue beard...
Oh...Oh...What am I seeing? The midwife...Sorry, The Midwife Madame Anastasya”.3* Even
from these first lines, Burak makes it clear for the audience that Bilal has psychological
problems, and in terms of form as Gii¢cbilmez claims, Burak presents Bilal’s character aligned
with Heidegger’s theatricality; Bilal is both the seer and the seen.** Thus, in a way Burak
demolishes the so-called “fourth wall” on the stage with this portrayal. Similarly, on the next
page, Burak openly indicates in the stage directions that Bilal talks directly to the audience:
“I went to my father's house crossing to Istanbul by 8:50 ferry. I learnt that my father spent
the night sleepless (pauses) After visiting the grave of my mother, I went up to Beyoglu taking
the tram from Fatih...” >*

This character portrayal is quite different from the characters of realist theatre who act as
if there were no audience. Another stylistic feature is presented on the same page when Bilal
starts talking about his father’s dream. His father’s dream is animated on the stage with a
changing of light into blue, and throughout the scene we understand from the stage directions
that the characters act as if they were animals: “Zembul is in a strange dress made from the
furs of a wild animal ... tearing the furs...Ziya Bey and Zembul imitating the acts and sounds
of an animal...this scene should be exaggerated as much as possible...Zembul s voice is like
a cat meowing... Ziya Bey as if barking... ”.* In this scene, Bilal also takes part in his father’s
dream; thus, as aforementioned, once again he is both the seer and the seen, or this time both
the teller and the told. This is one of the scenes in which dream and reality are intertwined.

29 Jean-Michel Rabaté, “Philosophizing with Beckett: Adorno and Badiou”, in 4 Companion to Samuel Beckett,
Ed. S.E. Gontarski (Singapore: Wiley&Blackwell, 2010), 97.

30 Adorno, Aesthetic Theory, 12.

31 Demirtas, Postyapisalct Edebiyat Kurami: Sevim Burak, Edebiyatta Bir Tekillik Diisiintiri, 159.

32 Sevim Burak, Sahibinin Sesi (Istanbul: Yap1 Kredi Yaymlari, 2020), 7.

33 Beliz Giigbilmez, “Tekinsiz Tiyatro: Sahibinin Sesi / Sevim Burak’in Metninde Tekinsiz Teatrallik ve Minor
Ses’in Temsili. Theatre of the Uncanny: His Master’s Voice/ The Uncanny Theatricality and The Representation
of the Minor Voice in S. Burak’s Text”, Tiyatro Arastirmalar: Dergisi, 16 (2003), 4-17.

34 Burak, Sahibinin Sesi, 8.

35 Ibid, 9.
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Towards the end of Act I, Bilal’s father dies; however, the scene is not a sentimental one
unlike a death scene in a realist play but presented rather as a regular phenomenon. Bilal
continues reporting to the audience how his father died and, quite relaxed, lies on his father’s
bed. This is the point where the play takes a different turn with the prick of a needle. While
getting ready to sleep after reporting the funeral, he suddenly jumps: “Owww... There is
something in my heel... God damn.... This is a needle. Who has put it here? It was under my
father s bed. It is in my heel. It needs to be taken out. But how?... Where?...Where?...Where?...
1t is no visible. God damn... It is lost...1It is lost... ”.3® The needle might be interpreted as a
symbol for his feeling of guilt; however, Gligbilmez does not agree with this and claims that
the needle does not have a metaphorical meaning, but rather Bilal himself turns into a needle
which constantly pricks to himself.*’” Bilal becomes a whole with the needle, and the needle
becomes a part of him. Following this, he starts hearing voices: “Psst...Don t hide yourself
behind the curtains... I can see you are there...”.*® The delusions in the first Act of the play
turn into voices in the second Act as Seyben also explains.* His madness moves through his
body and captivates him as the needle.

The transitions among the scenes are also worth mentioning to understand Burak’s theatrical
style. Towards the middle of Act I, Zembul gets furious when Bilal throws their neighbour
Anastasya, who wants to help Zembul, out of the house:

ZEMBUL: Bastard! Bastard! You are a bastard...I can't look at anyone s face now. You have
shown me up...I will hang myself. [ want to get rid of this man! (Zembul starts tearing her
clothes off. She gets mad. Bilal looks around him as if seeking for help. Zembul screams)
Help! They are killing me!*

Following this scene, however, Bilal closes the curtains, and the stage darkens. When the
stage light is on again, we see a completely different scene where Bilal is reporting the events
of that day. Thus, Burak’s play does not follow a linear plot and scene development.

These dream scenes, animalized characters, the needle walking through Bilal’s body up to
his heart to kill him during the play, and the development of the scenes all elucidate Adorno’s
“import” idea which challenges the representational form of literature in that these stylistic
experiments do not aim to represent an objective reality but rather to present situations rooted
in a socio-cultural background.

36 Ibid., 45.

37 Giigbilmez, “Tekinsiz Tiyatro: Sahibinin Sesi / Sevim Burak’in Metninde Tekinsiz Teatrallik ve Mindr Ses’in
Temsili. Theatre of the Uncanny: His Master’s Voice/ The Uncanny Theatricality and The Representation of
the Minor Voice in S. Burak’s Text”, 14.

38 Burak, Sahibinin Sesi, 46.

39  Burcu Yasemin Seyben, “(In)sight of Things: An Analysis of the Relation between Subjectivity and Reality in
His Master s Voice”, Third Text, 26 (2012), 745-755.

40 Burak, Sahibinin Sesi, 20.
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The most prominent reflection of this socio-cultural background can be seen in Zembul’s
having two names - a reference to her Jewish background (Siimbiil and Zembul) - Bilal’s
schizophrenic delusions, and his hostility towards “the Other” (Jewish neighbours). Gligbilmez
supports this argument as well explaining that Bilal has hostile feelings towards anyone who
is not like him and feels trapped in a neighbourhood inhabited mostly by these people.*' On
Act 11, Bilal looks out of the window and says: “Here is the vulgar people. I will wait holding
my revolver. I will murder these common people one by one. I will kill all of them ”**, which
exemplifies Bilal’s hatred towards the neighbours. On Act I, while talking to Muzaffer Seza’s
ghost, Bilal says: “I never sleep without locking my door. I don t have children, cats, or dogs at
home. When there is any kind of noise in the house, it frustrates me and I start shouting” ** which
shows that his hatred actually stems from fear. This hatred/fear is not only an individualistic
one but also a form of xenophobia embodied in Bilal’s character and touches upon a social
problem, discrimination against minorities specifically Jewish people. Gligbilmez also refers
to a Turkish law dated 1932, which restricts the work permits of non-Turkish citizens, as an
influence on Burak’s play.*

Thus, Burak is experimenting with the theatrical style in different ways; however, this does
not necessarily mean that Burak’s form is completely individualistic without a sociohistorical
background; in contrast, it is rooted in the author’s Jewish background and the social conditions
of the country as both Giingérmiis*, and Demirtas*® also underlined. Thus, in accordance with
Adorno’s “negative dialectics” theory, although sociohistorical elements and objective reality
constitute the foundation of Sevim Burak’s theatre, Burak negates this objective reality through
her form rather than represent it.

The emphasis on form put forth by Adorno, and embodied in Burak, differs from the
formalist approach which seeks “art for art’s sake”. As Dellaloglu explains: “For Adorno,
an artwork is not a mirror reflecting real life; it is rather a platform where alternative lives
emerge...Adorno always attached a negative meaning to “social”. And what prevents art from
sharing the negativity of this “social”, although living in it, is the aesthetic form... An artwork
is political in as much as its form deviates from the social reality. ¥ Dellaloglu’s emphasis on
the political aspect of non-representational or “modern” art forms responds to the most common

41  Gigbilmez, “Tekinsiz Tiyatro: Sahibinin Sesi / Sevim Burak’in Metninde Tekinsiz Teatrallik ve Minor Ses’in
Temsili. Theatre of the Uncanny: His Master’s Voice/ The Uncanny Theatricality and The Representation of
the Minor Voice in S. Burak’s Text”, 15.

42 Burak, Sahibinin Sesi, 47.

43 1Ibid, 32.

44 Giicbilmez, “Tekinsiz Tiyatro: Sahibinin Sesi / Sevim Burak’in Metninde Tekinsiz Teatrallik ve Mindr Ses’in
Temsili. Theatre of the Uncanny: His Master’s Voice/ The Uncanny Theatricality and The Representation of
the Minor Voice in S. Burak’s Text”, 15.

45  Giingormiis, foreword to Bir Usta, Bir Diinya: Sevim Burak. One Master, One World: Sevim Burak.

46  Demirtas, Postyapisalct Edebiyat Kurami: Sevim Burak, Edebiyatta Bir Tekillik Diistintiri.

47  Soykan, Keskin & Dellaloglu, “Adorno ve Yapit1”, 37.
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criticism to modern art that an artwork which prioritizes form over content is apolitical. In
contrast to this argument, as Dellaloglu claims, the political characteristic of modern art forms
is rooted in their formalistic features in the sense that they pose a challenge to the status quo,
namely traditional art forms, and through this to the dominant ideology, which suggests that
an artwork’s political aspect is not related to its subject matter, but rather to its form.

The use of language requires emphasis in further analysing Adorno’s aesthetic theory and
form. Adorno and Horkheimer pose a serious critique towards the Enlightenment focusing
on its self-destructive nature, which cannot be explained through traditional linguistic forms
and conceptual frameworks urging a fragmented and unique artistic language.*® This use of
language emerges as an inherent characteristic of Sevim Burak’s theatre both in Sahibinin Sesi
[His Master s Voice]and Iste Bas Iste Govde Iste Kanatlar [Here s the Head, Here's the Body,
Here are the Wings], which is reflected in the below passage from Sahibinin Sesi [His Master's
Voice]. Bilal’s fragmented language, uncompleted sentences, and the use of punctuation are
exemplary of Burak’s non-traditional use of language:

Bilal: ... Wedding...Hi wedding... They will unite us...Haa..Haa..Haa / That notorious child...
The child in the dream. Rachitic child. Fatherless...child... ¥

As Demirtas argues “Burak is interested in the transformative power of the words rather
than their metaphorical qualities. While doing this, she forms each and every sentence in a
way to bear multiple meanings. A new detail is realized in every single reading. ”*° Demirtag
defines Burak’s language as “rhizomatic” meaning that each piece is linked to the others
forming a chaotic whole. However, attaching a pejorative meaning to the word “chaotic”
would be misleading since the word implies a chaos as defined by Samuel Beckett: “... there
will be new form, and that this form will be of such a type that admits the chaos and does not
really try to say it is something else...To find a form that accommodates the mess, that is the
task of the artist now. ! Based on this definition, it would not be wrong to claim that Sevim
Burak’s quest for a new form in theatre parallels that of Beckett whom Burak admired.

All of the aforementioned qualities of Sevim Burak’s theatre - her non-representational style,
unique language, use of unrealistic elements which challenge the traditional plot development
- can be said to reflect Adorno’s theory of negative dialectics and aesthetic understanding.
However, Sevim Burak’s stance as a playwright in the history of Turkish theatre also requires
an analysis of her art in terms of Adorno’s ideas on “culture industry”.

48 Horkheimer & Adorno, Dialectic of Enlightenment: Philosophical Fragments, 63-93.

49  Burak, Sahibinin Sesi, 17.

50 Demirtas, Postyapisalct Edebiyat Kurami: Sevim Burak, Edebiyatta Bir Tekillik Diistiniirii, 172.

51  Tom F. Driver, Interview with Samuel Beckett, in Samuel Beckett: The Critical Heritage, Ed. Lawrence Graver
and Raymond Federman (London: Routledge & Kegan Paul, 1979), 46.
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Sevim Burak and “Culture Industry”

Adorno’s theory on “culture industry”, in other words his “critical social theory” is based on
Marx’s “fetishism of commodities” idea. Marx, emphasizing the distinction between “surplus
value” and “use value” claimed that surplus value of a commodity, commonly confused with
the use value, results from the exploitation of the capitalist system leading to a commodity
fetishism.>> Applying Marx’s ideas to the cultural and artistic fields, Adorno claims that art’s
autonomy has been renounced in the late capitalist system and that marketability has been
granted privilege over artistic value; in Adorno’s words “Culture now impresses the same
stamp on everything. Films, radio, and magazines make up a system which is uniform as a
whole and in every part. Culture has become openly, and defiantly, an industry obeying the

same rules of production as any other producer of commodities”. >

However, interpreting Adorno’s criticism of the culture industry merely as an opposition to
art’s transformation through technological developments would be misleading as Adorno puts
the real problem as setting “value standards”’, which basically refers to the adoption of certain
artistic forms and expulsion of the non-traditional others. This approach, for Adorno, undermines
the significance of “style”, the primary characteristic of an artwork. While underlining the
problem with adopting the existing forms as absolute, Adorno emphasizes the significance of
the non-traditional as “It is only in struggle with the tradition, a struggle precipitated in style,
that art can find expression for suffering...the great work of art has always negated itself, the

inferior work has relied on its similarity to others, the surrogate of identity. ’**

Adorno’s definition of “culture industry” could well apply to the condition of literary
circles in the 1950’s-60’s Turkey - and even today-, when Sevim Burak emerged as a figure
to challenge the dominant form, namely socialist realism. Although great works of socialist
realist literature were produced during this period, it would not be wrong to say that it turned
out to be the most marketable genre, which ended up with the dismissal of other forms, thus
understanding Sevim Burak’s position in Turkish literature also requires an evaluation of the
industrial and ideological factors of the time.

1950 was a turning point for the country both in terms of politics and literature as this
was the year when the opposition party, Democrat Party, came to power following the 27-
year rulership of the Republican Party (CHP). This was a tremendous change in the country
as the new ruling party brought “a new process of leadership selection, social mobilization,
and broader popular participation” > Karpat, in another work on Turkish literary modernism
explains the role of the literary circles preceding the 1950s with these words:

52 Karl Marx, Capital Volume I, Tr. Ben Fowkes, (London: Penguin Classics, 1990), 28.

53 T.W. Adorno, The Culture Industry, Ed. J.M. Bernstein, (London; New York: Routledge Classics, 2005), 9.
54 Horkheimer & Adorno, Dialectic of Enlightenment: Philosophical Fragments, 103.

55 Kemal H. Karpat, “Political Developments in Turkey, 1950-70”, Middle Eastern Studies 8/3 (1972), 349-375.
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Contemporary social literature places itself'in the role of spokesman for the entire society
and looks upon all individuals, intellectual and layman alike, as responsible for the good of
that society if only for the reason of having been born in it. The prime responsibility is placed
upon the intellectual, who should provide enlightened leadership with due consideration to
the actual needs of society and respect for its way of life.>

As Karpat puts it, the intellectuals including the writers were given a role of educating and
leading the public through their works during this period. Karpat underlines that this trend
changed into an interest in the solution and depiction of village problems in the literature of
the 1950s.%” Karpat dates the beginning of this trend to Mahmut Makal’s notes on village life
published in Our Village (1950). Upon the great public interest the work received, Makal wrote
three more books on village life in Turkey, a trend followed by other literary figures such as
Talip Apaydin, Fakir Baykurt, and Mehmet Bagaran.*®

This first group of village writers was followed by an even more popular second group
including Yasar Kemal, Orhan Kemal, Tahir Kemal, Samim Kocagdz, and ilhan Tarus. This
“village literature” trend was a tremendous success and some of the aforementioned writers
such as Yasar Kemal and Orhan Kemal proved to be among the greatest writers of Turkish
literature; however, Sevim Burak, who started writing during the same time period, claimed
in many of her letters that it also precluded the emergence of other literary forms and themes.
Erdag Goknar, in his study on canonical literature in Turkey, also underlines that Turkish
literature often served political purposes in different periods rather than artistic ones, and thus
the literary works were expected to follow this popular tendency. For Goknar, the novel for
example “was used as a didactic tool for matters of poverty, education, and the social position
of women” in 1910s and then “as tools for nationalisation” in 1920s and 30s, and “as tools
for Anatolian social consciousness” in 1950s and 60s.* Although not in a critical sense, Talat
Halman also underlines that representing everyday life has been the common and predominant
tendency in the history of Turkish fiction.® This constant use of literature for different political
and popular purposes, or for representing everyday life was the point that Burak protested
against. For example, in a letter dated 1982, she criticizes Yasar Kemal harshly:

There is someone called Yasar Kemal, who has an international fame. For me, he is just
worthless. I can't stand reading a line written by him. He is just exploiting the traditions of
Anatolia. And Europe, of course, supports him... They have been advertising him for years.

56 Kemal H. Karpat, “Social Themes in Contemporary Turkish Literature”, The Middle East Journal, 14/1, (1960),

29-44.
57 Ibid., 40.
58  Ibid., 40.

59  Erdag Goknar, “The Novel in Turkish: narrative tradition to Nobel prize” in The Cambridge History of Turkey:
Turkey in the Modern World, Ed. Resat Kasaba (Cambridge University Press, 2006), 472-503.

60 Talat Sait Halman, “Modern Turkish Literature: Disorientation and Reorientation”, Books Abroad, 46 (1972),
226-231.
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That is a kind of trade for me. He even insists that he will be awarded Nobel prize one day ...
Anyway... I am not that kind of a writer. Everybody knows it.%!

As Demirtas puts it, Sevim Burak, on the other hand, writes for “a reader who is not
included in the commercial scope of art. Burak is against the transformation of literature
into a touristic and cultural object, and she defends the creative power of literature against
traditional canonic literature. ”** Demirtas underlines the revolutionary aspect of Sevim
Burak’s literature in challenging the norms of traditional canonical literature both in terms of
the audience addressed and the new form.

Agreeing with Demirtas, Glingérmiis claims “She [Sevim Burak] is the first writer in our
literature who leaves everything aside to get to the essence of the work, even going so far
as to bring before us a poster of the alphabet where we can feast our eyes on each letter”.®
Gilingoérmiis focuses on Burak’s experiments with linguistic forms especially in her short
stories, also emphasizing Burak’s commonly mentioned “montage” technique in creating her
works. Burak pins the pieces of her manuscripts on curtains and finalizes her works through a
long process of editing and assemblage, which has often been misinterpreted as a coincidental
technique. Thus, not only Burak’s end product but also her creative process was a challenge
to the norms of the culture industry. Burak’s own words explaining the audience she aims to
address to are also worth mentioning: “I won t write for the shrewd people- I will write for
the ones who have gone senile early- for the dreamers- for the ones preparing to leave this
world... I will share this world only with the ones who have lost their minds. I will only write
to the ones who have gone mad because of love, to schizophrenics, to extremely romantics, to

extremely sadists...to lunatics.”*

However, Burak’s montage technique should not be confused with the Soviet montage
theory practiced by Soviet filmmakers such as Eisenstein, aiming at political propaganda rather
than artistic experiment. As Maria Gough, citing Klucis, explains there are two distinct lines in
terms of using montage technique: the first one is used mostly by Dadaists and expressionists
as an artistic innovation; however, the second one created by the Soviet artists serves to
the ends of political propaganda.® Mueller describes this distinction through a reference to
montage in Brecht, claiming that “montage” in modern art is used as a reactionary aesthetic
technique against the traditional forms; however, Soviet artists abused the technique as a means
of political propaganda, removing it from its original purpose.  Obviously, Burak’s use of

61  Sevim Burak, Mach One’dan Mektuplar, 140.

62  Demirtas, Postyapisalct Edebiyat Kurami: Sevim Burak, Edebiyatta Bir Tekillik Diistiniiri, 171.

63 Giingormiis, foreword to Bir Usta, Bir Diinya: Sevim Burak. One Master, One World: Sevim Burak, 11.

64  Burak, Mach One’dan Mektuplar, 24.

65 Maria Gough, “Back in the USSR: John Heartfield, Gustavs Klucis, and the Medium of Soviet Propaganda”,
New German Critique, No.107, (2009). 133-183.

66 Roswitha Mueller, “Montage in Brecht”, Theatre Journal, Vol. 39, No.4, (1987), 473-486.
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montage technique did not aim to serve political propaganda as the author declared on various
occasions, including her letters that she was against the use of art for political purposes. As
Glingoérmis also puts it “Underneath her sentence-cutting, her sliding of lines one on top of
another, her inversion of familiar stretches of time, lies a very important quest that is almost
a life and death issue. This is a search for meaning through the use of style.”"’

Unlike Sevim Burak’s targeted audience mentioned in the quote, works of art are
produced for masses in Adorno’s “culture industry”, thus Adorno frequently makes use of
the examples of television and movies; however, his ideas could be applied to all artistic genres
including literature. Sevim Burak’s own letters prove to be the most overt evidence of Burak’s
disappointment with the culture industry, parallel with Adorno. In a letter to Giizin Dino, Burak
complaints that her play has been neglected by the literary circle as it does not have an explicit
social message, unlike the plays of Yasar Kemal and Gilingdr Dilmen, underlining that her
plays are not “marketable” enough®, which reminds of Adorno’s ideas on artistic commodities.

Conclusion

Sevim Burak has been one of the most revolutionary literary figures in the twentieth
century Turkish literature not only with her short stories, but also with her plays and the unique
theatrical style she created. However, she has mostly been neglected or misunderstood, and her
works have mostly been explored with the medium of traditional literary forms, which led to
a superficial approach to Burak’s art. This tendency has changed recently, and it is important
to note that Burak’s art attracts the attention of novice scholars.

In this paper, I aimed to contribute to the literature on Sevim Burak through a philosophical
reading of her theatre, an aspect which has commonly been ignored. In doing this, Sevim
Burak’s near contemporary Adorno’s ideas on aesthetics and culture paved the way for reading
Burak as a revolutionary literary figure. Burak’s art, especially her theatre, opposes to the
representation of “real” life, by negating the so-called representable, in line with Adorno’s
“negative dialectics” theory.

Art’s purpose for Burak is not to represent the already visible but rather to create a unique
world of its own through an artistic form. Burak creates this form in theatre through her use
of language, her schizophrenic characters, and anti-realist elements embedded into reality.
By creating this unique form, she challenges the canonical style imposed upon by the literary
circles just as Samuel Beckett, Eugene Ionesco or Harold Pinter did in European literature.
In that sense, her art proved to be a challenge to “culture industry” which focuses on the
marketable rather than the artistic, explaining why she was expelled, by many, from the literary

67 Giingormiis, foreword to Bir Usta, Bir Diinya: Sevim Burak. One Master, One World: Sevim Burak, 13.
68  Burak, Mach One’dan Mektuplar, 31.
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society. Burak’s art proves that the protest quality of an artwork cannot merely be attributed to
its subject matter or the message it conveys, but an artist could produce protest work through
the use of stylistic features which challenge the set rules; thus, understanding Sevim Burak’s
art requires more than summarizing or closely reading the content of her works through the
norms of traditional forms. Only through wider philosophical, aesthetic, political, and social
perspectives, can Sevim Burak’s art be located in the scope of world literature.
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essay presents a panoramic view of ways of comprehending aesthetics along
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go on being the dramaturgy of theatrical performance, as a form of Art, being
the transubstantiation of an ordinary world into a transcendent world of signs.
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Aesthetics in Theatre: The Challenge of Effect Under the Skin

Introduction

From Aristotle s Poetics to the end of the eighteenth century,
the arousal of passions, feelings, and affects denoted the
commonly desired effect of theatrical performances within
the wider framework of the aesthetics of effect.!

According to professor Fischer-Lichte, the great transformation of paradigm in the European
theatre in the 20th century was due to the displacement of the importance attributed to the
dramatic text to the importance attributed to the text displayed on stage.? The History of
European Drama and Theatre (1990) contributes to structure the essence of theatre history,
as “liminal space”, from the neoclassical and medieval “ritual theatre”, through the Theatrum
Vitae Humanae of the Renaissance and Baroque, to the modernity of the “rise of the middle
class and appearance of the theatre of illusion™ and the “dramatization of identity crisis”,*
the decay and loss of essential values of which led to the emergence of the “theatre of the
‘new’” man”.> Although the attention to the discovery of the audience’s role is focused on
a German perspective, the phenomenon manifested itself in different ways throughout the
Western world, according to local cultures, with a desire for experimentation. Its origin can be
found in the great socio-political transformations that took place in the nineteenth century and
continued through the following century. In Portugal, the painter and poet Almada Negreiros
(1893-1970), in 4 Invengdo do Dia Claro (1921, Inventing a Clear Day), expresses the
same principle of paradigmatic change after World War I, stating that we do not belong to a
“century that invents”, but to a century that reinvents the use of what has been invented. When
quoting Rimbaud — le monde n’a pas d’dges, I’humanité se déplace tout simplement — Almada
expresses his concern over searching for the essence of new things — saluons la naissance du
travail nouveau. In the search for an artistic purity, in the first half of the twentieth century,
research was oriented towards the construction of aesthetics, while in the second half it sought
the elaboration of poetics that defined the founding aesthetics — nous savons donner notre vie
toute entiere tous les jours — and motivated future fractures. Thus said, let us ask in what way
the concept of spectacle and its manifestations changed throughout the evolutionary process
in the twentieth century.

In classical dramaturgy, the term spectacle was synonymous with what is now considered
as staging:

1 Erika Fischer-Lichte, The Transformative Power of Performance: A New Aesthetics (London/New York:
Routledge, 2008), 150-151.

2 See Erika Fischer-Lichte, The Show and the Gaze of Theatre: A European perspective (lowa: University of [owa
Press, 1997).

3 Erika Fischer-Lichte, History of European Drama and Theatre (London/New York: Routledge, 2002) 146.

4 Ibid., 202.

5 Ibid., 284.
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The Spectacle has, indeed an emotional attraction of its own, but, of all the parts, it is the
least artistic, and connected least with the art of poetry. For the power of Tragedy, we may be
sure, is felt even apart from representation and actors. Besides, the production of spectacular
effects depends more on the art of the stage machinist than on that of the poet.®

Here is the anathema thrown on the spectacular form. In the name of Truth, Art was intended
to be a product of Rationality, which the Spectacle did not possess, because it depended on
the reinterpretation of the didaskalos, a director, whose logical interpretative discourse would
have to approach the emotional logical discourse of the spectator. Euripides did not neglect
this characteristic in the writing of his tragedies despite the precepts of the Greek Stagirite.

This attitude of distrust was perpetuated through successive reinterpretations of Aristotle,
for different reasons, always renewed, throughout the Western world. Frequently, the so-called
literate socio-professional elites, more than the general public, who are illiterate, behave in
a paternalistic way, if not hostile to the spectacle, or individual performance, that does not
lead them to the good port of obvious understanding. And yet what the spectacle means is as
important as what the spectator feels it means. One should not expect the spectacular production
to explain what the reception should do, i.e., to be imbued with the dynamics of the spectacle.
Neither should it close itself, creating an attitude of intellectual arrogance and blaming the
receiver for inability to comprehend a non-existent communication.

Against what was regarded as the accommodating attitude of the spectator rose the theatre
artistic elites at the beginning of the twentieth century. For creators as Vsevolod Meyerhold
(1874-1940), the stage acted as a barrier between the spectator and the actor, thus dividing
the theatre into two equally alien worlds - those who acted and those who watched. It became
necessary to build a bridge over the orchestra pit in order to bring the two sides together, drama
and reality, scene and realness. Without ever neglecting the text, but abolishing its literary
characteristic, Meyerhold reflected on the theatricality while writing the scene. The concept
of staging led to an understanding of the need for a dramaturgy, i.e., a work that harmonized
the understanding of the text through the performance of the actors who inhabit the space of
the scene, a pretext of the spectacle itself, thus gaining the right of his freed life.” According
to Picon-Vallin, it is a theatre of a “scientific era” that originated a theatre of a “technological
era” of today.?

Antonin Artaud (1896-1948), in Le thédtre et son double (The Theatre and his Double,
1938), considered the spectacle as a hinged point of representation, which allowed it to enlarge

6  Auristotle, The Poetics of Aristotle (London: Macmillan, 1902), 29-30.

7  See Jean Weisberger. Les avant-gardes littéraires au XXe siecle (Amsterdam/ Philadelphia : John Benjamin,
1984).

8  Béatrice Picon-Vallin, “Vers un ‘super-acteur’?”, in Etudes thédtrales, L acteur entre personnage et performance
26 (2003), 59-68.
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the physical space in all possible planes, to work in different degrees of perspective, and added
the notion of time and movement. According to Roland Barthes (1915-1980), the spectacle
became a universal category through which the world could see itself, thus ending up being all
that is offered to the eye, with so much to be shown and seen, as demonstrated by the creative
technique of Erwin Piscator (1893-1966). This extension of the concept of spectacle implied
that it would no longer be considered only as the representation of a dramatic text, but would
include other forms of scenic representation — dance, opera, cinema, mime, circus — or other
activities involving the participation of the public — sports, rites, cults, social interactions. The
cultural performances that ethnoscenology currently deals with aim to extend the study of
theatre to the spectacular practices of the whole world, especially those that have their origin
in the rite and ceremonial practices. In this sense, we can speak of the need for a dramaturgy
of the actor himself, which organises all the expressive elements and the techniques of work
to optimise the interpretive quality. The individual work that is generated constitutes itself
as a form of laboratory according to experimentalist forms as opposed to those of art as a
vehicle, by Jerzy Grotowski (1933-1999), Peter Brook (b. 1925) or Eugénio Barba (b. 1936).

However, when G.W. Hegel (1700-1831) recommended the free circulation of manuscripts
in theatres, he was consciously laying the foundations for an emancipation of dramatic art
through the spectacle, i.e., staging the drama. Hegel believed that the concept of Beauty could
be objectively and rationally identifiable.” Hegelian aesthetics belongs to the philosophy of
the spirit, to the philosophy of art without any metaphysical pretension, in the creation of the
idea of artistic beauty, always superior to the natural, because it is a production of the spirit,
a perfect harmony between form and content. Being a concept in the absolute essence, it is
subject to gradual evolution in time and geographical space. The static principle of idealised
beauty gives way to the dynamic principle of a self-conscious subjectivity, which is an important
factor for the realisation of the spirit and evolution of human history.

On the Art of Theatre (1911), Edward Gordon Craig (1872-1966) reaffirmed the same
idea, being the theatre “so exceptional a place™": “First and foremost comes the scene”'":

The Art of Theatre is neither acting, nor the play, it is not scene nor dance, but it consists
of all the elements of which these things are composed: action, which is the very spirit of
acting, words, which are the body of the play, line and colour, which are the very heart of
the scene, rhythm, which is the very essence of dance."

Therefore, the art of theatre, which for centuries had been essentially logocentric, and
dependent on literary criticism, since the end of the eighteenth century and throughout the
nineteenth, widened its horizons, not only in theoretical debate but also on staging a play.

9  See Guilherme Pires Ferreira, “O conceito de Belo em geral na Estética de Hegel: Conceito, ideia e verdade”,
Revista Eletrénica Print by Metavoia, 13 (2011), 81-90. http://www.ufsj.edu.br/revistalable

10 Edward Gordon Craig. On the Art of Theatre (London: William Heinemann, 1911), xi.

11 Ibid., 22.

12 Ibid., 188.
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Therefore, the art of theatre, which for centuries had been essentially logocentric, and
dependent on literary criticism since the end of the eighteenth century and throughout the
nineteenth, widened its horizons not only in theoretical debate but also on staging a play.

What is a spectacle? A minimal theoretical definition may indicate that from an internal
point of view, it is characterised by the existence of a three-dimensional space where a subject/
actor voluntarily produces senses to be received in an external space by a subject/spectator
who willingly decodes the initial senses and establishes mental synapses of the issued images.
According to a fictional statute, we can define the spectacle as an art of fiction which seeks to
create its own reality distinct from the referential reality (theatre, non-documentary cinema,
opera, mime, etc.) or as a nonfictional art, a performance built on dexterity, strength or skill
(circus, bullfighting, soccer, etc.).?

The concept of spectacle gained strength due to the deep and revealing reasons which design
the theatrical activity where everything has a significant value: text, scene and the auditorium
itself. Space becomes a global object, and the spectacle is no longer confined to the restricted
space of the stage, projecting itself out of it and the theatre building itself, into the city, thereby
increasing its framing.!* The subjectivity of the dramatic production, which is confined to
the intimacy of the author’s space, gains objectivity through the plastic materialisation of the
mediating space of the spectacle to provoke intersubjectivities among audiences and societies.

Secondly, traditional forms are renewed with new means and new techniques, new approaches
of expression in which everything is placed at the service of the theatre."” Finally, theatre gains
autonomy vis-a-vis the public, in the same way, that an adolescent emancipates himself from
his paternal guardianship. No longer needed the illusion of reality only to satisfy the taste of
those who wish to rejoice and delight in the illusory happiness of soap operas. Manufacturing
processes are exhibited, or they are integrated as the skeleton under the flesh of performance,
emotions are released, the sensibility and sensuality of the theatrical game is clearly brought
to the surface of theatrical discourse without the fixation with globalising signifiers. The desire
for total freedom led to the creation of theatrical aesthetics freed from traditional conventions,

13 Political rallies, even if they have a spectacular form, are sometimes difficult to define, for the more or less
blatant character of elocutory communication: sometimes they seem fiction, sometimes less so. However, they
are always cultural performances like any event destined to massive audiences.

14 Note the impact that open space performances, such as the street theatre, or the intervention theatre like the
Schlingensief produce both in the spectators and in the criticism.

15 Note that in the urban space of Lisbon, theatrical structures, such as Paula Sa Nogueira’s Teatro Cao Solteiro,
Ricardo Neves-Neves’s Teatro do Elétrico, Joana Craveiro’s Teatro do Vestido, Monica Calle’s Casa Conveniente,
Bruno Bravo’s Primeiros Sintomas, or Ricardo Teixeira and Ivo Silva’s Silly Season collective, among other
artistic-cultural enterprises carry out experiments in search for new dramaturgies with a creative attitude either
based on everyday life situations or on the dramatic tradition.
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as done by Free Stages, Free Theatres'® or People’s Theatres,!” creating other conventions of
novelty, also transforming the utopias of life into stage aesthetics.

The great motivation of creators such as Erwin Piscator (1893-1966),'® Vsevolod Meyerhold
(1874-1940)," Vladimir Mayakovsky (1893-1930),% Bertolt Brecht (1898-1956),2! Samuel
Beckett (1906-1989),%2 and many others lingered in his followers either consciously or
unconsciously both in form and content in the search for an aesthetic response to the great
questions of life.

But what is Aesthetics? A science under one’s skin, made of sensibility? Two complementary
meanings present themselves. On the one hand, etymology points to its Greek origin (aesthesis),
a sensibility either in the realm of perception or in the sensitive aspect of our affectivity. On
the other hand, and in a current context, it designates any philosophical reflection on Art. And
since Theatre is a form of art, it does not escape the judgment of Aesthetics as a spectacular
object, as Drama did not escape the judgment of Poetics as a literary object.

In the history of aesthetics, we can distinguish three evolutionary ages:
1.  Dogmatism, from Socrates to Alexander Gottlieb Baumgarten (1714-1762), in 1750,

2. Criticism, which leads from Immanuel Kant (1724-1804) to the post-Kantians, Johann
Gottlieb Fichte (1762-1814)* and Friedrich von Schelling (1775-1854),>* and to the infinite
freedom of the Self,

16  Die Frei Biihne (1889), in Berlin, supervised by Otto Brahm, inspired by André Antoine’s Thédtre-Libre (1887),
in Paris, and Jacob Grein’s Independent Theatre Society (1891), in London, were subscription-based theatres
which inspired the Independent Theatre Movement. They shared the same purpose of giving performances of
plays which had literary and artistic rather than commercial values.

17 Maurice Pottecher’s Thédtre du Peuple (1895), in Bussang (France) or the Freie Volksbiihne (1890), in Berlin,
depict a general movement towards the democratization of the theatre, opening the stage and auditorium to the
masses, portraying people and the actions of a people, as stated by Romain Rolland in his essay Le Thédtre du
Peuple (1913).

18  Erwin Piscator, The Political Theatre. A History 1914-1929 (London: Methuen, 1980).

19 See Marjorie L. Hoover, Meyerhold: The art of conscious theatre (Massachusetts: University Press, 1974).
Edward Braun, The Theatre of Meyerhold: Revolution and the Modern Stage (Ilowa: University Press, 1995).

20  See Bengt Jangfeldt, Majakovsky and futurism 1917-1921 (Stockolm: Almqvist & Wiksell International, 1976).

21 See Bertolt Brecht & John Willett, Brecht on theatre: the development of an aesthetic (New York: Hill and Wang,
1964). Peter Buse, “Archaeology of an acting style: Stanislavski, Brecht and the subject”, European Journal of
Cultural Studies 2, (1998).

22 See Dirk van Hulle, 4 new Cambridge companion to Samuel Beckett (Cambridge: Cambridge University press,
2015).

23 His original insights into the nature of self-consciousness or self-awareness motivate much philosophical
cogitations, like Descartes and Kant before him, about the problem of subjectivity and consciousness.

24 Friedrich von Schelling, Vorlesung iiber die Philosophie der Kunst (Lecture on the Philosophy of Art). The
Philosophy of Art; An Oration on the Relation between the Plastic Arts and Nature, trans. A. Johnson (London:
John Chapman, 1845).
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3. Positivism, from 1850 on, marked by the development of the human sciences and
the desire to extirpate the sequels of the metaphysical spirit.

Thanks to the work of Friedrich Nietzsche (1844-1900), Art develops its own language,
its own conventions, in short, the autonomy capable of opening the way to the expression
of desire. It is a new aesthetic that incites creation, instead of seeking the essence of Beauty,
which evolves from romantic pessimism to the global affirmation of the world of art (Dionysus
— Zarathustra), and inspired the Wagnerian manifestations.

According to L Esthétique (1961, Aesthetics), by Denis Huisman (b. 1929), in this third
phase, and on until day, we find four important currents of interest to us, in their individual
specificity: (1) “positivist”, (2) “idealist,” (3) “critical” and (4) “libertarian”.?®

*k ok

Positivist Aesthetics

In my concept- that I formed with beauty and joy- there is but
one art: the art that arouses infinite and ineffable sensations,
intese and very pleasant soul and moral emotions.*

In a similar way to the scientific approach, positivist aesthetics pretend to use a rigorous
methodology so that the work of art is apprehended through a non-intuitive discursive language
that fills the space between the production and reception of the work of art, that is, between
the artist and the cultural epistemology in which his work emerged. The world of forms and
their genesis can be explained, and art can be formalised as any knowledge of any age. The
existence of an experimental aesthetic systematises an objective character and establishes a
normative code, which demonstrates the work of art as the product of a medium, of a moment
and an origin. It is a model in which the objective essence of Beauty is conceptually determined
on the basis of experience and direct induction “from underneath” (von unten) in the opinion
of the German philosopher Gustav T. Fechner (1801-1887) in his Vorschule der Aesthetik
(Introduction to Aesthetics).”’

Inspired by Espinosa (1632-1677) for whom matter and spirit were inseparable, Fechner
establishes a psychophysical parallelism, creating the Weber-Fechner’s law, i.e., a method that
is capable of interconnecting a measurable physical quantity with an inexplicable intimate
personal sensation. Although highly speculative, the theory intends to demonstrate the existence
of a relation of scientific greatness between a stimulus and the production of a sensation. It
concludes thus that the scale of the stimuli can be represented by a geometric progression,

25 Denis Huisman, L Esthétique (Paris: Presses Universitaires de France, 1954).
26 J. Cano-Ruiz, “As emotividades e o sentimento humano da Arte”, 4 Batalha 115, 5-6.
27  Gustav Theodor Fechner, Vorschule der Aesthetik (Leipzig: Breitkopf, 1876).
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being the sensation of a logarithmic intensity of the stimulus. In his search for definition of
Beauty and its components, Fechner attempted to develop parameters for fundamental notions
of Gefallen/ Misfallen (pleasing/ displeasing), Lust/ Unlust (desire/ indifference), and to the
traditional categories of Schon (beautiful), Gut (good) and Wahr (truth), he added Werth
(value) and Interesse (interest), thus establishing a practical distinction between an aesthetic
sense and Aesthetics.

Linguistics also contributed to the development of positivist aesthetics. Ferdinand de Saussure
(1857-1913) in Cours de Linguistique Général (1906-11, Course in General Linguistics)*
created a mathematical system for language and its use, introducing rigorous methods of
analysis, and Benedetto Croce (1866-1952) in Estetica come scienza dell espressione e
linguistica generale (1908, Aesthetics as Science of Expression and General Linguistic)® sought
to demonstrate that aesthetics was a “general linguistic” and an “expression of expression”.

Strongly influenced by Hegel’s and Schelling’s German idealism, Croce created a Philosophy
of the Spirit in which he seeks to resolve the traditional dichotomy between empiricism
and rationalism, between sensationalism and transcendentalism through the new concept of
immanence, the immanemtism, product of life experience of the human being in a given space
and time. Reality is the product of an existence inherent to a concrete experience, an argument
that Croce exposes in works such as Materialismo Storico ed Economia Marxista (1900,
Historical Materialism and the Economics of Karl Marx),*® Logica come scienza del concetto
puro (1909, Logic as a science of the pure concept) and Filosofia della Pratica: Economica
ed Etica (1909, Philosophy of the Practical: Economics and Ethic).>!

In the iconographic field, the German-Jewish art historian Erwin Panofsky (1892-1968)
in Die Perspektive als symbolische Form (1927, Perspective as Symbolic Form)* in which he
adapts the concept of the philosopher Ernst Cassirer (1874-1945) considered that at the base
of artistic manifestations, beyond its meaning as a phenomenon and as meaning, there was a
modern and essential content: the involuntary and unconscious self-revelation of a fundamental
attitude towards the world, and hence the highest task of interpretation was to penetrate in
the essential sense.*® For Panofsky, the History of Art was a science that defined three key

28 Ferdinand de Sausurre, Cours de Linguistique Générale (Lausanne/ Paris : Payot, 1916) ; Course in General
Linguistics, trans. W. Baskin (Glasgow: Fontana/ Collins, 1977).

29 Benedetto Croce, Aesthetics as a science of expression and general linguistics, trans. Douglas Ainsle (London:
MacMillan, 1909).

30 First edition in Bari: Gius. Laterza & Figli, 1909. English edition: Historical Materialism and the Economics
of Karl Marx. (Whitefish, Montana: Kessinger, 2004).

31 English edition: Philosophy of the Practical Economic and Ethic, trans. Douglas Ainsle (London: MacMillan,
1913).

32 English edition: Perspective as Symbolic Form, trans. Christopher S. Wood (New York: Zone Books, 1991).

33 Also see by the same author: Idea: A Concept in Art Theory (1924), Studies in Iconology (1939), Meaning in
the Visual Arts (1955).
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moments of the interpretative act: a phenomenological reading of the perceived image, an
interpretation of its iconographic meaning, and an understanding of the essential content as
an expression of values. Although defined in relation to painting, Panofsky’s theory can be
applied to the theatre as an object that can be analysed both by Fine Arts and Fine Letters,
being their point of intersection.

In Studies in Iconology, Panofsky clearly distinguishes the concepts of iconography
and iconology, of image and its meaning — their ensemble creates a sign — and underlines
the importance of understanding everyday behaviour for the understanding of its symbolic
representation. Nothing more appropriate for the interpretation of the aesthetics of the theatrical
act and the work of the actor as exhibitor of theatrical signs. Similarly, the three levels of
understanding of art history as he advocates can be applied to the reception of theatrical act and
understanding of what is observed. From the primary level (iconography), the most natural,
which only perceives the work in its pure state, the audience passes to the secondary level
(conventional), which adds the importance of cultural knowledge in a deeper interpretation of
the previous level, to reach the intrinsic (content/ iconology), which requires the knowledge of
factors external to the work itself. The theatrical act can be described as a broad interpretation
of senses and the interpretive extrapolation of the initial image.

Susanne Langer (1895-1985)* presents a controversial position. Equally influenced by
Cassirer, Kant, or Ludwig Wittgenstein (1889-1961), for this American philosopher, the iconic
symbol had to stand for itself and not just for the message it supposedly conveyed. Along with
Cassirer, she shares that symbolic thought is inherent in the human being, and necessary for
the evolution of knowledge in which Art is a creation of symbolic forms of human feeling. The
work of art does not reveal the artist’s emotional experience, but only his idea of emotion. In
Feeling and Forms: A Theory of Art (1953), Langer discourses that theatre is a special poetic
form that builds the existence of an intersection of the two great realms of the imagination:
past and future. The dynamics of dramatic action do not reflect a concrete experience, but
registers a narrative process of a story that is being told, and will only be understood when the
performance reaches the end and the spectator understands the whole idea that was being told
through each moment of the action. Dramatic action would be nothing more than a “concealed
form” of a “virtual story” that opens up to the spectator.

The idea that art is a language the structural system of which can be studied opens the
way for the investigation in semiotics of the Bulgarian-French philosopher and sociologist
Tzvetan Todorov (1939-2017), of the French semiotician Roland Barthes (1915-1980) or the

34 An Introduction to Symbolic Logic (1937), Philosophy in a New Key: A Study in the symbolism of Reason, Rite
and Art (1942), Feeling and Form: A Theory of Art (1953), Problems of Art: Ten philosophical lectures (1957),
Reflections on Art (1958), Mind: An Essay on Human Feeling (1967 — 1982) and The Great Shift: Instinct to
Intuition (1971).
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engineer of acoustics Abraham Moles (1920-1992) who studied the relationship between stage
and audience, and formalised the processes of aesthetic reception of artistic phenomena.* The
positivist aesthetics support the problem plays, i.e., didactic plays, the kitchen sink realism,
and, in general, the plays that are considered to be part of the theory of communication in the
line of Barthes who also attributes a concept of functionality.

Idealistic aesthetics

In this case, the understanding of the phenomena of creation, understanding and interpretation
will be made through the transcendence of subjectivity, using intuition, the study of essence,
the reflexive method and the use of meanings without having to go through the decoding of
any of the social sciences.

Among those who defended idealistic aesthetics is the philosopher Etienne Souriau (1892-
1979)% for whom aesthetics would be a science of forms under universal appearances, being the
work of art an element of a universe unique to itself. Like philosophy, art aims to position those
the existence of which is self-legitimated, insofar as art alone can express the inexpressible. In
La Correspondance des Arts: Eléments d’Esthétique Comparée (1947), Souriau established a
“system of Fine Arts”, according to seven groups: (1) Sculpture or Architecture, (2) Drawing,
(3) Painting, (4) Drama music or pure music, (5) Pantomime or Dance, (6) Literature and Poetry,
(7) Cinema and Photography. All of them possessed sensory characteristics — phenomenon and
cause —, and each class was capable of producing two levels of artistic object: presentational
and representational.

This perspective allows the definition, in the case of theatre, in two opposing ways of
expressing the relationship between the actor and the audience: the presentational acting and
the representational acting. The first dialogues are directly with the audience, because the actor
acknowledges its presence while the latter deliberately creates a barrier between himself and
the audience, which is ignored in a studied way, and treated as voyeurs. For Robert Weimann:

Each of these theatrical practices draws upon a different register of imaginary appeal and
“puissance” and each serves a different purpose of playing. While the former derives its
primary strength from the immediacy of the physical act of histrionic delivery, the latter
is vitally connected with the imaginary product and effect of rendering absent meanings,

35  Communications et langages (in collaboration with Vallancien) (Paris, Gauthier-Villares, 1963); Créativité et
méthodes d’innovation (Paris : Fayard, 1970); Psychologie de I'espace (in collaboration with Elisabeth Rohmer)
(Paris: Casterman, 1972); Théorie de ['information et perception esthétique (Paris : Denoél, 1973).

36 He was the son of university professor of Philosophy Paul Souriau (1852-1926) who studied the aesthetics of
movement — L Esthétique du mouvement, (1899) — and defined two distinct levels of beauty: mechanical beauty
as significant, and expression of movement as meaning to the observer. Regarding his study of aesthetics to which
he dedicated himself at the beginning of the 20" century, see La suggestion dans [’art (1893), L imagination
de l'artiste (1901), La réverie esthétique (1906), Traité de la beauté fonctionnelle (1910), ou L esthétique de la
lumiére (1913).
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ideas, and images of artificial persons 'thoughts and actions. But the distinction is more than
epistemological and not simply a matter of poetics, rather it relates to the issue of function.’

The dramatic convention created narrative devices — prologue, epilogue, theatre-within-
theatre, or the asides — to force the relationship between stage-audience: actor-actor, and actor-
spectator. These effects with metadramatic and metatheatrical function enhance the fictional
nature of characters at the very moment of their representation and their true facticity:

[Language] is used in the I-you exchange to indicate or ostend, to refer to and, in general
terms, to create the dramatic macro- and micro-contexts. But what takes place between
the participants in the communicative event is constitutive of the drama in another crucial
sense. The speech event is, in its own right, the chief form of interaction in the drama. The
dialogic exchange, that is, does not merely (...) refer deictically to the dramatic action but
directly constitutes it. The proairetic (or ‘action’) dynamic of the play is carried, above all,
by the intersubjective force of discourse.>

Representational acting fits into naturalism or psychological realism, and has led to the
claboration of representation methodologies such as the Stanislavski system, and the techniques
of stage directors as André Antoine (1858-1943)% in France, Otto Brahm (1856-1912)* in
Germany, Jacob Thomas Grein (1862-1935)*! in Great Britain, or Sanford Meisner (1905-
1997)* in the USA. The presentational acting is closely linked to the Epic Theatre developed
by Bertolt Brecht (1898-1956), Vsevolod Meyerhold (1874-1940), to the Documentary Theatre
by Erwin Piscator (1893-1966), or to the Theatre of the Oppressed by the theatre practitioner
Augusto Boal (1931-2009) in Brazil. While the representational acting aesthetics intends to
portray the human being in his environment in a behaviourist manner, the presentational acting
aesthetics seek to intervene in political issues and claim a place of public debate for the theatre
in politics. Through the theatre, one learns from the past and prevents future repetitions of
previous political catastrophes.

However, the issue with idealistic aesthetics is that they tend to see art from a conservative
perspective. On the one hand, they protect certain artistic and moral values, on the other,
they enclose, in an essential value or in a timeless law, anything that only aspires to be
metamorphosed.® Souriau is as important as the linguists Vladimir Propp (1895-1970), A. J.

37 Robert Weimann, “Author’s Pen and Actor’s Voice: Playing and Writing in Shakespeare’s Theatre”, in Cambridge
Studies in Renaissance Literature and Culture, Ed. Helen Higbee and William West (Cambridge: Cambridge
University Press, 2000) 11.

38 Keir Elam, The Semiotics of Theatre and Drama (London/ New York: Routledge, 1980), 96.

39 Founder of the Thédtre-Libre, in Paris, in 1887.

40  Founder of Die Freie Biihne, in Berlin, in 1889.

41 Founder of the Independent Theatre Society, in London, in 1891.

42 Founder of the Meisner/Carville School of Acting, in 1983, and The Sanford Meisner Center for the Arts, in
1995.

43 Huisman, L Esthétique, 96.
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Greimas (1917-1992) or Roland Barthes in the elaboration of actantial models. These will lead
to new interpretations of the dramatic text through dialectical readings of the dramaturgical
functions. The paths of actions are traced according to diachronic analysis while the character’s
depth is sought using synchrony analysis, roaming every level, or layer of reality from general
to specific perspective. Actor-director Antoine Vitez (1930-1990) used to say that when
directing an actor, at the very moment of uttering a word, his interest would immediately shift
to the word itself. Instead of interpreting the situation, he would rather go for the ideality that
the situation inspired in him, becoming the dream triggered by the words in him as an actor
and a person. This defines the notion of an orally delivered language in which the elocutory
act becomes a hermeneutic act which combines the notions of volume, vocal colouring, and
corporality. His proposal for the building up of stage direction is inherent to the interrelation
of the written drama and its oral expression:

11 s’agit chez le pédagogue ou le metteur en scéne de susciter [’état d’ouverture, |’état de
divination, [’état médiumnique qui consiste a se mettre en relation avec la mémoire enfouie,
la mémoire indicible, la mémoire inavouable. C’est seulement comme cela que les acteurs
peuvent faire des choses extraordinaires. (...) Diriger les acteurs, ¢ 'est rarement de la direction
Jjustement. C’est de les observer et leur restituer |'image qu’ils produisent déja eux-mémes,
donc les rendre conscients de l'image qu’ils construisent. Il m’est trés souvent arrivé de
travailler vraiment a partir de 'aléatoire ; de la présence brute des acteurs, méme d’acteurs
ne sachant pas que la répétition avait commencé. Me trouvant a l’extérieur je les observe et
quelquefois, en les regardant vivre dans l’espace, je transforme en fiction ce qui est naturel.*

Critical Aesthetics

Though critical aesthetics’ goal is to save the utopia of art, it eventually tends to be identified
with the object which gave rise. With the decline of transcendence, rationality dominates the
twentieth century, art becomes the critical embryo, and production totalitarianism settles in
advanced industrial societies. Walter Benjamin (1892-1940), Theodor W. Adorno (1903-1969)
and Herbert Marcuse (1898-1979) stand out as critical exponents of aesthetics, all of them
belonging to the Frankfurt School.

Born in a German Jewish family, Benjamin endorsed his socialist ideals in his teens, as
part of the German Free Youth Movement, and strongly influenced by Nietzsche’s ideas. The

44 It is a matter for the pedagogue or the director to arouse the state of openness, the state of divination, the
mediumistic state of putting oneself in relation with the buried memory, the unspeakable memory, the unavowable
memory. Only then can actors do extraordinary things. (...) To direct actors, it is rarely a question of precise
direction. It is to observe them and to restore to them the image they already produce themselves, thus making
them aware of the image they are building. I have often worked really from randomness; the raw presence of
the actors, even of actors not knowing that the repetition had begun. Finding myself outside I observe them and
sometimes, watching them live in space, I transform into fiction what is natural. Antoine Vitez, André Curmi,
“La “direction d’acteur’”, Thédtre/Public 64-65, (juillet 1985), 23; Sophie Proust, La direction d’acteurs dans
la mise en scéne thédtrale contemporaine (Paris: L’Entretemps, 2006) 72.

86 Tiyatro Elestirmenligi ve Dramaturji B6limii Dergisi 32, (2021)



Guilherme Filipe

interest in Marxism, which he shared with Theodor Adorno, brings him closer to the philosophy
of Georg Lukacs (1885-1971). His ability to harmonise German idealism with dialectical
materialism and Jewish mysticism constituted his stance on aesthetic theory. In his essay of
cultural criticism, Das Kunstwerk im Zeitalter seiner technischen Reproduzierbarkeit (1935, The
Work of Art in the Age of Mechanical Reproduction®), Benjamin enunciates the first materialist
theory of art. The artwork had lost its aura, destroyed by the exchange value, the art market and
the mass reproduction of the original object. Reproduction had broken the privilege of class to
favour the character of exchange. It is nonetheless a paradoxical claim to the conservation of
individualistic values when he criticizes the falsity of idealistic discourses about art. The era
of the massification of the arts begins from the moment that there are technical resources that
reproduce the work of art to reach the largest number of people through the mass media. And
what is a mass work? Is it an art made by the masses such as crafts or any popular activity? Is
it an art created for the masses by a minority? Or is it a modern technology (radio, television,
or other means of communication)?

As sociologist, psychologist, musician and aesthetic critic, Adorno is concerned with the
preservation of the individual and the work of art as an irreducible individuality, given the
amount of existing bureaucratic and mercantile totalitarianism. His writings- Dialektik der
Aufklirung (1944, Dialectic of Englightenment)*, Negativ Dialektik (1966, Negative Dialectic)*’
and Aesthetische Theorie (1970, Aesthetic Theory)*- are fundamental to the understanding
of his philosophical perception, based on dialectics and psychoanalysis, which depend on the
historical context of World War II and the US- Soviet bipolarization policy. For Adorno, the
whole of the ideological system is not the fulfilment of the Spirit, but its death. The Dialectic
of Enlightenment, written in collaboration with Marx Horkheimer, criticises the cultural
logic of the capitalist system, the “cultural industry”, the aim of which is centred on technical
progress regarded as authoritarianism over the other. Adorno opposes the Hegel-inspired
dialectic to admit irrational thinking, thus valuing art and problematic avant-garde art as
forms of independence from instrumental reason. Since art is a mediated reflection of reality,
artistic language would serve to express the irrationality, paradox and difference in which
each work of art would be the bearer of its own world without constituting itself as a mirror
of external reality. The supposed “best of all worlds” Aldous Huxley (1894-1963) or George

45  Walter Benjamin, “The Work of Art in the Age of Mechanical Reproduction” (1936), in //luminations: Essays
and Reflections, trans. Harry Zohn, Ed. Hannah Arendt (New York: Schocken Books, 1968), 217-252. Walter
Benjamin, “The task of the Translator”, in //luminations: Essays and Reflections, trans. Harry Zohn, Ed. Hannah
Arendt (New York: Schocken Books, 1968), 69-82. Walter Benjamin, The Origin of German Tragic Drama,
trans. John Osborne (Verso, 2003).

46  Theodor W. Adorno & Max Horkheimner, Dialetic of Enlightenment, trans. Edmund Jephcott (Stanford: Stanford
University Press, 2002).

47 Theodor W. Adorno, Negative Dialectics, trans. E. B. Ashton (New York: Seabury Press, 1973).

48 Theodor W. Adorno, Aesthetic Theory, trans. R. Hullot-Kentor (Minneapolis: University of Minneapolis Press,
1997).
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Orwell (1903-1950) liquidated the individual, the singular and the subjectivity. However, the
reality of art bears witness to the possibility of the existence of another conceivable reality.
In the dramaturgy, the traditional logical coherence is broken, the narrative ruptures and the
distancing modes, the aesthetics of discontinuous and fragmentation are provided. The viewer
is asked to intervene in the creative process, reconstituting the puzzle of meanings and giving
the aesthetic procedure an ideological meaning.

For Herbert Marcuse,* critical reflection goes through the utopia of a non-repressive
civilisation of which ethos would be beauty rather than rationality, where work would become a
game, where eros, the drive for life, freed from the yoke of income and profit, would sublimate
sexuality into free creations. In 1932, when Karl Marx’s earliest writings were published,
Okonomisch-Philosophische Manuskripte aus dem Jahre 1844 (Economic and Philosophical
Manuscripts of 1844), Marcuse found in The Paris Manuscripts both a critique of the effects
of bourgeois capitalism on human life and a proposal of a new model of social organisation,
carrier of quality of life without alienations. Marcuse would be the only Frankfurt School
philosopher who would carry forward the revolutionary spirit of critical theory, “holding
together philosophy, social theory and radical politics”.>

The adverse political ambience in Germany led Marcuse to immigrate to the United States.
He arrived in 1934 and received citizenship six years later. In the post-war period, Marcuse
devoted himself to his academic career, rejecting Marx’s theory of class struggle and criticising
capitalist society in works such as Eros and Civilization (1955) in which he synthesises Marx
and Freud, and One-Dimensional Man (1964) in which he criticizes not only contemporary
capitalism, but also communism in the Soviet Union.

In Eros and Civilization, Marcuse conveys Freud’s idea of the pursuit of happiness. In his
preface, he admits that if society was not based on unbridled production and consumption, the
use of wealth and knowledge could enhance the quality of life and prevent their destructive
wills of people. Man would be more available to fully live according to his needs if he worked
less and if the socio-political system had not developed perverse forms of effective control of
society. The production of superfluous goods redefines forms and needs for society’s pleasure.
This concept will be developed in One-dimensional Man in which Marcuse declares that the
progress of industrial society has led to the reversal of the role of bourgeoisie and proletariat
from which agents of social history have become advocates of the status quo.

In the 1970s, Marcuse discovered a new sensitivity in certain youth groups (marginal student
minorities) and in some artistic movements in the United States, thus perceiving the consequence

49  Christopher Holman, Politics as radical Creation: Herbert Marcuse and Hannah Arendt. (Toronto/ London:
University of Toronto Press, 2013). Daniel J. Flynn, Intellectual Morons: How Ideology Makes Smart People
Fall for Stupid Ideas (New York: Crown Forum, 2004).

50 Isabel Maria Loureiro (org.), Herbert Marcuse: A grande recusa hoje (Petropolis: Vozes, 1999) 7.
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of a structural mutation in perception and action without which it would be impossible to
achieve or perpetuate any social change. Attaching importance to the work of art rather than
provocative exhibitions constituted his critique of Marxist idealism, and made him the mentor
of the May ‘68 movement. Both An essay on liberation (1969) and the Counter-revolution
and Revolt (1972) denounce the totalitarian role of modern industrial society and explore the
existence of possibilities for human liberation through a counterrevolution which goes against
Western totalitarianism and the massacres in Asia and Africa. Marcuse emphasises the role
of art, literature and music as revolutionary forms that are capable of creating an aesthetic
model of intervention, which corresponds to the practice of German school playwrights and
stage performers, such as Peter Handke (n. 1942), R. W. Fassbinder (1945-1982) or Heiner
Miiller (1929-1995), among others.

Libertarian Aesthetics

While previous aesthetics maintained the division between subject and object, between
ideal and real, libertarian aesthetics became categorical proclaiming the liberation of desire
and the imaginary. Nature presents itself as an overflowing reality of force into which Man
would enter through the idea of a wild perception. From the traditional principles of nature,
inspiration and spontaneity, Mikel Dufrenne (1910-1995) associated the pleasure of creativity
and utopian practices. His existentialist view of Art was influenced by Karl Jaspers (1883-
1969) and Paul Ricoeur (1913-2005).

In Phénoménologie de I’expérience esthétique (1953, The Phenomenology of Aesthetic
Experience),’" Dufrenne “proposes to trace the specificity of aesthetic experience vis-a-vis other
modes of human relationships in the world”.>> The artwork and aesthetic object are distinct
concepts explained by intentionality. The former is a product of the artist’s activity while the
latter is defined by the aesthetic experience which in turn defines the former. In Esthétique et
Philosophie (1976, Aesthetic and Philosophy), “affinity” and “intentional pact” are defined by
a relationship not only between creator and work of art — it is contained in it, as result of its
intentionality — but also in the privileged relationship established in the observer’s aesthetic
experience when “rethinking the subject of intentionality”.3* The event that stimulates life
will be the work of art, because happiness, fantasy or even madness are introduced into it. A
happening, a party, the sign art, the pop concepts, and the body art are artistic objects in which
art challenges itself. Each action relocates the space of reflection to a non-conventional area
without field compartmentalisation to revive aesthetics, change perspectives, clash “bourgeois”

51 Mikel Dufrenne, The Phenomenology of Aesthetic Experience. trans. Edward S. Casey (Evanston: Northwestern
University Press, 1973).

52 Eunice Pinho, “A Estética de Dufrenne ou a Procura da Origem”, Revista Filosdfica de Coimbra 3/6 (1994),
361.

53 Ibid., 364.
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concepts, and assume new artistic arguments. By replacing representative systems with matrices
of creativity, an artist expands the concept of Art rather than defines it or retain essences and
artistic ideals. Thinking is also an art, ergo agitprop.

If theory empties itself, the exaltation of individualism is remarkable. Art is no longer a
matter of individual taste, a way of pleasing, a reason for consensus, nor of common rules that
lead to theorising. The meaning is obtained from the observation of the process in which the
absence of style, the lack of syntax, and of grammaticality are the system rules; language is
worth for what it stimulates — desire — rather than what it means — “a process and not an end,
a production and not an expression”:

Discoursing about art tends to bring together art discourse, and aesthetics to become
programs. (...) Meaning is timeless, and Time is meaningless.**

Concluding and moving forward to a new age
What will be done? What paths will the 21st century propose in terms of art perspectives?

It seems that what intentionality expressed by Almada Negreiros almost a century ago
extends over time as the perpetuum mobile of existential relativity. And if all roads lead
to Rome, common sense asserts, then, after this panoramic view of ways of understanding
Aesthetics we feel that our modernity will remain pointing us to the ways leading to Art, at
the same time to artistic product and fruition by the maker, the spectator, the critic, the seller,
the buyer, the collector, the copycat, the copyist, the counterfeiter, by a myriad of glances,
perspectives and intentions, i.e., the “constitutive feature of consciousness”.

Is the concept complex, or human nature complicates it?

In relation to human nature, there are those who consider Art as imitation, those who
consider it as entertainment, and those who understand it as manufacturing artwork. Divergence
becomes consensual when it is assigned the duty to transfigure, to surpass reality by the use
of idealisation: a reality seen and corrected by man who reappears in it as a transformed
concept and a transforming element. The realistic scene, which is deceptively thought to be
real, will always be more idealistic than veristic. As Aristotle would say: “poetry is truer
than history”. Once more we return to the starting point, stating that in the beginning there
was the Word, the verbum, therefore the logos. The artistic recreation of the world is pure
invention which needs human deep intelligence when referring to Art. Without the dramaturgy
of mankind, there will not be a dramaturgy in theatrical performance. This presents itself as a
transposition of reality, of the referent, through specific forms. In essence, we are dealing with

54 Huisman, L Esthétique, 69.
55 Pinho, “A Estética de Dufrenne ou a Procura da Origem”, 364.
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the transubstantiation of an ordinary world into a transcendent world, transposing everyday
reality into a suprareal reality that the aesthetic experience establishes as an autonomous practise
in which a criterion corresponding to the degree of transfiguration can be defined: the less
natural, the more artistic, the less trivial, the more global art. The metaphysics of art history
will not fail to expose an evolutionary eclecticism that admits all arts and schools according
to an elementary process. Art will, therefore, continue to idealise the best of all worlds, even
if by antinomy. As a stylisation of the real, it will continue to promote existence, the creation
of forms, beyond the mere production of beauty through the works of a Conscious Being in a
permanent oscillation among positivist, idealist, critical and libertarian models according to
the cultural degree of the societies that consume them in this so-called globalised world. And
we will not be much mistaken if, despite the changing paradigms of each time, the essence
of the discussion of Beauty and Truth through the spectacular form of the Arts remains what
Baudelaire (1821-1867) felt in his time:

Le beau est toujours, inévitablement, d 'une composition double, bien que I'impression qu’il
produit soit une. (...) Le beau est fait d’un élément éternel, invariable, dont la quantité est
excessivement difficile a déterminer, et d'un élément relatif, circonstanciel, qui sera, si l’on
veut, tour a tour ou tout ensemble, I’époque, la mode, la morale, la passion. Sans ce second
élément, qui est comme [’enveloppe amusante, titillante, apéritive, du divin gdteau, le
premier élément serait indigestible, inappréciable, non adapté et non approprié a la nature
humaine. Je défie qu’on découvre un échantillon quelconque de beauté qui ne contienne
pas ces deux éléments.*®
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56  Inevitably, beauty is always of a double composition, although the impression that it produces is one. (...) Beauty
is made of an eternal, invariable element, the quantity of which is exceedingly difficult to determine, and of a
relative, circumstantial element, which will be, if you will, in turn, or together, the epoch, fashion, morality,
passion. Without this second element, which is like the amusing, titillating, appetizing envelope of the divine cake,
the first element would be indigestible, invaluable, unsuitable, and inappropriate to human nature. I challenge
anyone to discover any beauty sample that does not contain these two elements. Charles Baudelaire, “Le beau,
la mode et le bonheur”, Le Figaro. (10¢ année — 916, 26.11.1863) 1-2.
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Bu calisma Studio Oyuncular’nin 13 Kasim 2019'da 23. istanbul Tiyatro
Festivali'nin agilis oyunu olarak ilk defa gosterimini yapan ve kaynagini Grek
mitlerinden alan jo oyununun tarih, siddet, bellek, mitoloji ve giic iliskileri
baglaminda metnine ve sahnelenmesine dair dramaturjik bir analizini sunar. Bu
analizin baglamini olusturan olgularla ilgili distincelerini genis bir perspektif
icinde ortaya koyan antropolog ve disiinir René Girard'in sundugu trajik
kavraminin bilesenleri arasinda bulunan giinah kecisi ve kurban olgulari io
mitleri ile fo oyunu arasinda dramaturjik bir patika cizmek icin bu ¢éziimlemede
temel alinmistir. Bu sekilde, /o'nun metni ve sahnelemesi araciligiyla tarihsel
bilincin anlatilar ve séylemler araciligiyla toplumlarda siddeti mesrulastiran bir
mekanizmaya donusmesini elestiriye actigi ortaya konmaktadir.

Anahtar Kelimeler: io, Studio Oyunculari, René Girard, Mitoloji, Glinah Kegisi

ABSTRACT

This article presents a dramaturgical analysis of Studio Oyunculari’s most recent
play based on Greek mythology. /o, themed on history, violence, memory,
mythology, and power relations, premiered on November 13, 2019, as the
inaugural stage offering of the 23" Istanbul Theater Festival. The study’s analysis
was grounded in anthropologist and philosopher René Girard’s postulation of
the concepts of scapegoat and sacrifice as components of the notion of tragic.
A dramaturgical path was thus constructed between the lo myths and the play.
The study outcomes revealed that the text and staging of /o enable criticism of
the transformation of historical consciousness into a mechanism of narratives
and discourses that legitimize violence in societies.

Keywords: lo, Studio Oyunculari, René Girard, Mythology, Scapegoat
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EXTENDED ABSTRACT

Studio Oyuncular1’s most recent production /o premiered on November 13, 2019, as the
inaugural stage offering of the 23rd Istanbul Theater Festival. The staging of this play and its
present-day text based on Greek myths challenges the mythological narratives of the West.
Io is a nymph known in classical mythological texts as the princess of Argos and daughter of
the river god Inachus. The play discusses concepts emanating from the revelation of biases
in representations of the tragic hero lo by reconsidering the narratives based on her character.
In this context, the idea of the tragic from the contemporary point of view and the political
significance of revisiting myths and reviewing their functions in structuring societies are
discussed via artistic performance.

The playwright and director of /o, Sahika Tekand, disassembles the mythological discourse
functioning as the foundation of the Western society through an aesthetic deconstruction of the
myths that construct the narratives surrounding this character. Therefore, this study resorted
to the theories mooted by the anthropologist and philosopher René Girard to dramaturgically
analyze how this deconstruction works its way artistically through the play. Girard presented
one of the most comprehensive perspectives on the functioning of myths in modern Western
society, contemplating the relationship between tragedies, mythologies, and history; the social
role discharged by myths; and the concept of the tragic. To accomplish the study objectives, a
conceptual axis was drawn from Claude Levi-Strauss to Girard to better elucidate the stated ideas.

Io asks ethical questions about human existence by associating the concept of the tragic
with the blindness, deafness, and amnesia of society in the face of the violence that humanity
is currently subjected to in contemporary global systems. Hence, this article examines how
the notion of the tragic is handled in /o by utilizing the conceptual constructs of the scapegoat
and sacrifice, components of Girard’s theory of tragedy, to scrutinize the myths of this ancient
hero. The study’s rationale establishes a dramaturgical link between the play and Girard’s
approach, which elucidates the use of narratives and discourses to effect the transformation of
historical consciousness into a mechanism that legitimizes violence in societies. Accordingly,
this paper aims to contribute to the relevant scholarship by enlightening the dramaturgical
foundation of the text and staging of Studio Oyunculari’s /o, rather than attempting to offer a
critical discussion of Girard’s approach to the concept of the tragic.

Nevertheless, the relevance of this study to Girard’s theory is not limited to a simple
summary of his ideas and pivotal concepts. Instead, this paper also intends to apply these
concepts to the analysis of myths concerning lo, a task that has not yet been accomplished.
Thus, while aiming to contribute to the literature on the study of these myths through Girard’s
perspective, this paper also demonstrates that the play /o purposes to create mythical distress
by deconstructing reader or viewer perceptions of mythological discourse, the formation of
which is illuminated by the Girardian analysis.
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Girard analyzes the tragic cycle of the system mentioned here via the phenomena of the
scapegoat and victim. This perspective illuminates how violence operates via a historical
mechanism. Girard points to the persecution that occurs through narratives that reveal the views
of the writers of history. In directing the viewer’s gaze to this persecution, /o aims to express
that violence exists both in the act of persecution and its consequent distortions, oblivion,
and inaction. In the last episode of the play, Prometheus extends an invitation to humanity
to claim its power and will instead of accepting the role of again becoming the persecutor in
the cycle of violence.

To conclude, the text and the staging of /o criticizes myths, heroes, anti-heroes, and indeed
every icon that humanity has created to enable the functioning of the contemporary world
order in which we live. In so doing, /o’s text and staging reveal the veiled violence that forms
the essence of the Western society, proposing that real change can be achieved by a radical
confrontation and an exodus from the cycle of the system.
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Giris

[lk defa 13 Kasim 2019°da 23. Istanbul Tiyatro Festivali’nin acilis oyunu olarak sahnelenen
ve Studio Oyunculari ile Istanbul Kiiltiir ve Sanat Vakfi’nin ortak yapimi olan /o, Grek
mitlerine dayanarak giiniimiizde yazilmis metni ve sahnelemesi araciligiyla Bati’nin mitolojik
sdylemiyle hesaplasir. Oyun, nehir tanrisi inakhos’un kiz1 Argos prensesi [o’nun trajik dykiisiinii
yeniden ele alistyla, mitolojik metinlerde ve aktarimlarda fo’nun temsil edilis bigiminin ardina
bakildiginda agiga ¢ikan kavramlari tartismaya agar. Bu baglamda, gliniimiizde toplumlari var
eden mitleri ve trajik olan1 konugmanin politik yan1 vurgulanir.

Modern Bati toplumu agisindan mitlerin islevine ve onlar1 konu alan tragedyalarin tarihle
ve mitolojiyle iliskilerine dair en biitiinliiklii bakis agilarindan birisini antropolog ve diistiniir
René Girard sunar. Bu ¢alisma da, mitlerin toplumsal islevi ve trajik olan agisindan Studio
Oyunculari’nin /o oyununun Girarde1 kavramlardan yardim alarak dramaturjik bir analizini
sunmay1 amagclamaktadir. fo oyununun dramaturjik ¢ikis noktasi mitoloji ile toplumsal diizen
iliskisi baglaminda trajik olani gliniimiizde insanligin sistem i¢inde maruz kaldig1 siddete kars1
kor ve sagir eden belleksizlikle iliskilendirerek insanin varolusuna dair etik sorular sormaktir.
Girard’in sundugu trajik olgusunun bilegenleri olan giinah ke¢isi ve kurban kavramlari ile
mitleri kiyimcer bakis agisi lizerinden analiz ederek tarihsel bilincin anlatilar ve sdylemler
araciligryla toplumlarda siddeti mesrulastiran bir mekanizmaya doniismesine dair ortaya
koydugu yaklagim, Grek mitlerinin trajik kahramanlarindan Argos prensesi [o’ya dair mitlerle
Io oyunu arasinda dramaturjik bir koprii kurarak trajik olanin hangi baglamda ele alindigin
ortaya ¢ikarmak icin oldukea elverislidir. Buna bagli olarak, bu makale Girard’in trajik olana
yaklasimina veya fo oyununa dair elestirel bir tartisma sunmaya calismaktan ziyade bu
ikisini yan yana getirerek sdz konusu oyunun dramaturjik zeminini metni ve sahnelemesi ile
iliskilendirmek suretiyle aydinlatarak alana katki saglamay1 amaglamaktadir. Bu baglamda,
Girard’1n, diislincelerine elestirel yaklagsmasina ragmen, mitoloji, toplum ve tarih arasindaki
iliskiye dair sordugu sorulari yerinde bularak baz aldig diisiiniirlerden Claude Lévi-Strauss’un
yapisalci yaklagimina da, Girard’in mit, tarih, dil ve kiiltiir arasinda kurdugu baglantilarin
kaynaklar1 a¢isindan kisaca deginilecektir.

Sunu da belirtmek gerekir ki, bu calismadaki girisimin Girard’la alakali kismi fo mitlerini
onun anahtar kavramlari araciligryla bir analize tabi tutmayi igerir; bdylece bir yandan bu
mitlerin ¢oziimlenmesine dair literatiire bir katkida bulunmak amaclanirken, diger yandan fo
oyununun bu ¢éziimlemenin aydinlattig: tarihsel bakis acisini estetik 6geleri ve bigimsel kurgusu
araciligryla yapibozumuna ugratarak mitsel bir sarsilma yaratmay1 amagladig1 gosterilmeye
caligilacaktir.

Io’nun yazar1 ve yonetmeni Sahika Tekand’in, 2000°li yillarin baslarinda yaptig1 Oidipus
Uglemesi, ‘giiniimiizde tragedyanin ve trajik olanin ne anlama geldigi’ sorusunu temel alir.
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Oidipus Uglemesi, cagdas insanin temel tragedyasinin tragedyasini yitirmis olmasi diisiincesi
tizerine sekillenmistir. Bigimsel 6zellikleri ve metni itibariyle bu tigclemeye bilingli olarak g6z
kirpan fo, ayn1 zamanda Aiskylos’un Zincire Vurulmus Prometheus tragedyasina giiniimiizde
yazilmis bir devam metni olarak da okunabilir. Bu dogrultuda /o’yu yine Tekand’n, uluslararasi
bir proje olan Promethiade' kapsaminda Zincire Vurulmus Prometheus’tan yola ¢ikarak yazdigi ve
sahneledigi On Adimda Unutmak (Anti-Prometheus) adli oyununun devami olarak yorumlamak
dayerinde olacaktir. On Adimda Unutmak (Anti-Prometheus), Prometheus’un verdigi atesle yolu
aydinlanan insanoglunun sinif atlamak ugruna kim oldugundan ve gegmisinden vazgegmesi
sonucunda giiniimiizde gémiilmiis bulundugu karanliktan s6z eder ve bu oyunda cagdas
insanin en temel sorununun “unutmak” oldugu vurgulanir. Bu hafiza kaybi temasi Tekand’in
neredeyse diger biitiin oyunlarinda da merkezdedir.2 Keza, /o’da da, Tekand temel yap1y1 bu
hafiza kaybi iizerine kurar; bilgi, ates, irade, gérme, diistinme ve hatirlama gibi kavramlar
tizerinden toplumsal bellegi zayiflayan ve yok olan toplumlara yeni bellekler insa eden anlatilar
cagimizda iktidarlarin statiikoyu siirdiirebilmek i¢in dayandigi en biiyiik dayanak seklinde ele
alip buna dair elestirel bir tartigma ortaya koyar. Oyunun bu elestirel bakisi nasil saglamaya
calistigini inceleyebilmek i¢in 6ncelikle hesaplastigi temel meseleye bir bakmak yerinde
olacaktir. Bu mesele tarih, gergeklik, mitler ve tragedya arasindaki iliskinin bizzat kendisidir.

1. “Mitoloji nerede biter? Tarih nerede baslar?’*

Herodotos, Akdeniz’de dolasip hikéyeler toplamaya basladig1 giinden beri, mitolojinin
tarihe ve tarihsel bilince temas ettigi noktalar muglak olmakla birlikte, bu iliskiyi ¢6ziimlemek
icin yapilan ¢alismalar toplumlart anlamak yolunda pusula islevi gérmektedir. Bu ¢alismalar
keskin bir doga-kiiltiir ayrimi1 veya bu ayrimin muglakligi baglaminda farkli bakis agilariyla
yogrulmaktadir.

Bu ¢ergevede bir¢ok antropolog, tarih¢i ve disiiniir, tarih, mitoloji ve tragedya arasindaki
iligkiyi arastirmis ve sorgulamistir: Bu ii¢ii arasinda dogrudan bir iligki var midir? Her biri
digerine miidahale ederek ve yeni buluslarla 6tekini bicimlendirerek olusturmakta olabilir mi?
Hangisi kaynagimi digerinden almigtir? Mitlerin toplumlarin tarihsel bilincini olusturmaktaki
islevi nedir? Tarihsel bilincin gergeklikle iliskisi nedir? Bu sorulara verilen farkli cevaplar,
diinyay1, insanin toplumla iliskisini ve bu baglamda trajik olani ele aldig1 i¢in kaginilmaz
olarak politiktir.

Bu konular lizerine yapisalci bakis agisiyla ¢alisan Claude Lévi-Strauss’un sorusu ¢arpicidir;
“Bilimsel tarih yapmaya ¢alistigimizda, gercekten bilimsel bir sey mi yapiyoruz yoksa piir

1 Promethiade projesi 2010 yilinda Istanbul 2010 Avrupa Kiiltiir Baskenti Ajanst, Ruhr 2010 Avrupa Kiiltiir
Baskenti, Stiftung Zollverein ve Hellenic Festival ortakliginda gergeklesmistir. Projeye Tiirkiye’den Studio
Oyunculari, Yunanistan’dan Attis Tiyatrosu ve Almanya’dan Rimini Protokoll katilmistir. Her topluluktan
Aiskylos’un Zincire Vurulmus Prometheus’undan yola ¢ikarak birer eser tiretmeleri istenmistir.

2 Ogzellikle Karanhk Korkusu (2008) bash basina bu temanin islendigi bir oyundur.

3 Claude Lévi-Strauss, Mit ve Anlam, ¢ev. Gokhan Yavuz Demir, (istanbul: ithaki Yaymlari, 2013), 56.
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tarih kilmaya ¢aligsarak kendi mitolojimizin iginde mi sikisip kalyyoruz? ”* Tarihle mitoloji
arasindaki bu muglak iliskiyi sorgulayan Lévi-Strauss, oncelikle, mitler araciligiyla kiilttird
kuran mekanizmayi irdelemistir.’ Ona gore, “mit, dogasinda bulunan rasyonel mantik yapisi

26

sayesinde insanin kiiltiirii iiretebilmesini saglamigtir.”° Lévi-Strauss, toplumlarin varliklarini
stirdiirebilmek i¢in diizensizligi diizene sokma ihtiyact duyduklarini ve bunu saglamak i¢in de
ayirma, bdlme ve siniflandirma mekanizmalarina bagvurduklarmi belirtir.” Bu mekanizmanin bir
sonucu olarak ortaya ¢ikan mitolojiyi “insanin dogal yasamdan kiiltiirel evreye gecis doneminin
diisiince ve sdylem yapisi olarak”® tanimlar ve iddiasim Mit ve Anlam adli eserinde “Mit bir dil
bigimidir’” diyerek giiclii bir ifadeyle ortaya koyar. René Girard ise, tartigmay1 Lévi-Strauss’un
biraktigi yerden daha ileriye tastyarak dikkatimizi bu sembolik diizlemin ortaya ¢ikigina, yani
kokenindeki gergek toplumsal kosullara dogru yoneltir. '° O da, diizensizligi diizene sokan
mekanizmanin dilin ta kendisi oldugunu ve bu sekilde dilin kiiltiirtin kurucu unsuru haline
geldigini ifade eder; “Ayrim, diglama ve birbirine baglanma mekanizmalart kurucu siirecin
tirtinleridir. "' Ancak Girard’a gore toplumlari anlayabilmemiz igin bu kurucu stirecin siddet
olgusuyla iligkisine de bakmak gereklidir. Bu diizensizligin hem temelindeki hem de yaraticisi
olan toplumsal kosullarin kontrolsiiz bir tiir siddete yol agtigint vurgular. Bu diizensiz durumu
ehlilestirmek i¢in ise dilin devreye girdigini savunur: “kontrol edilemeyen olgular bir kontrol
izlenimi yaratmak amaciyla sik sik yeniden adlandurilir.”? Keza, adlandirmak ehlilestirici
bir tiir siddet igerir. Girard, bu edimin islevinin kaosun yol agacagi kotiiciil bir tiir siddeti
engellemek oldugunu vurgular. Ona gore, tarihsel metinler ve mitler, tam da bu iglevi yerine
getirmektedir; siddeti adlandirarak bir kontrol izlenimi yaratmak ve bu karmasay1 sagaltmak.

Girard, toplumsal diizlemde var olan bu siddetin tarihsel metinler ve mitler araciligiyla
ehlilestirilme mekanizmasinin igleyisinin bir takim ortak 6zelliklerde tespit edilebilecegini
one siirer. Oncelikle, toplumlarda siddetin ortaya ¢cikmasiin sebebinin farkliliklarm yitimi
oldugunu vurgular: “Diizen, baris ve bereket kiiltiirel farkliliklara dayaniyor. Diismanlig
cigrindan ¢rkaran farkliliklar degil, farkliiklarin yitimidir. " Farklhiliklarin yitimine toplumsal
veya dogaya dair (dogal afetler gibi) krizler sebep olur; bu krizler toplumlari béler, dagitir ve
siddetin ¢igirindan ¢ikmasini tetikler. Siddet siddeti dogurur ve bir kar topu gibi biliyliyerek

4  Age.,59.

5 Lévi-Strauss’un, Girard’in ve baska diger antropolog, diisiiniir ve kiiltiir tarih¢ilerinin bu konudaki diisiincelerine
dair ayrintili ve karsilastirmali bir tartigma igin bkz. Oguz Aric1, “Muglaklik ve Tragedya” (Doktora tezi, Istanbul
Universitesi, 2009), 82-86.

6  Ahmet Ugurlu, “Claude Lévi-Strauss’ta Mitos”, Insan & Toplum Dergisi 4/7 (2014), 122.

7 Lévi-Strauss, Mit ve Anlam, 25-33.

8  Ugurluy, “Claude Lévi-Strauss’ta Mitos”, 113.

9  Lévi-Strauss, Mit ve Anlam, 8.

10 Girard’in Lévi-Strauss iizerine diisiinceleri i¢in bkz. René Girard, Siddet ve Kutsal, gev. Necmiye Alpay (Istanbul:
Kanat Yayinlari, 2003), 317-360.

11 A.ge.,337.

12 René Girard, Giinah Kegisi, gev. Isik Ergiiden, (Istanbul: Alfa Yayinlari, 2018), 12.

13 Girard, Siddet ve Kutsal, 68.
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toplumun diizenini alt iist eder. Bu kontrolsiiz siddetin yol actig1 kaosu diizene sokmanin
yolu iyicil olarak goriilen bir tiir siddetin dikkatli ve kontrollii uygulanisidir. Bu da su sekilde
cereyan eder: Eger toplumun iginden bir kisinin 6tekilerden daha suglu olduguna inanilirsa bu
sug fikri insanlarin kolektif etkilesimini yaratacaktir. Bu sekilde, 6ldiiriilmesi ya da toplumdan
dislanmasi, siirilmesi gereken bir kurban fikri olusur ve herkes ona karsi birlesir. Herkesin
ortak olarak sucladigi bu kisi, siddetin ¢igirindan ¢ikmasinin sorumlusu olarak ilan edilir ve
toplumun “giinah ke¢isi “ne doniisiir. Glinah kegileri ancak 6ldiiklerinde veya siiriildiiklerinde
toplumdan siddetin yarattigi kirliligi temizleyerek, barig getirirler. Boylece, en biiyiik kabahatli,
toplumun baslica dayanagi haline gelir. Kutsallik ya da kurban fikrinin kaynaginda da bu
siireg isler. Oyle ki, kutsal olan hem soyludur hem de lanetli. Ancak Girard’a gére biitiin bu
stireg, kiyimcilarin bakis agisindan iiretilmis bir yanilsama iizerine kuruludur, ¢iinkii, giinah
kecisi mekanizmasi aslinda krizin kaynagi olan sorunu ¢ézmez, bu sorun nedeniyle ortaya
¢ikan insan iliskilerindeki bozulma iizerinde etkili olur ve bu sirada sorunun nesnel kaynagi
tizerinde etkili oldugu izlenimini yaratir. Boylece kaotik gergeklik sembolik diizlemde diizene
sokulmus olur, tipki dilin yaptig1 gibi.

Girard’a gore, mitlerin iglevi diizeni saglamak i¢in toplumun temelindeki kurucu siddeti
ayinlestirerek animsatmaktir. Keza mitlere bakinca hepsinde ayni driintiiniin bulundugu
goriiliir: bir kisinin biitiin bir toplum tarafindan 6ldiiriilmesi veya siirgiine géonderilmesi.
Devletler de bu giinah keg¢isinin ayinsel cinayeti iizerine yapilarini insa ederler. Dolayisiyla,
toplumlar siddetin ortadan kalkmasi i¢in degil, siddetin ta kendisi iizerine kurulurlar. Tarihin,
politikanin ve toplumun masumiyetine dair biitiin tarihsel bilincimiz ve bakis agimiz da aslinda
siddetin ta kendisi tizerine varligini insa edenler tarafindan sekillendirilir. Girard, mitleri ve
tarihsel metinleri bu baglamda, siddetin kendisi iizerine varligini inga edenlerin tasidiklari
kiyimcei bakis agisini desifre etmek {izere inceler. Ona gore bu metinler ve aktarimlar; “cogu
zaman kolektif olarak yasanan gergek siddetin, kiyimcilarin bakis agisiyla kaleme alinmus,
dolayisiyla karakteristik ¢arpitmalardan etkilenmis raporlaridr.”** Girard’a gore, kiyimeilar
katliamlarinin hi¢bir yoniinii 6rtbas etmeye ¢alismazlar ¢iinkii onlara gére kiyimlart haklidir.
Haliyle, anlatilarda kiyimin dayandirildigi sebepler gergek olmayabilir ama kiyimin kendisi
mutlaka gergektir. Girard, kryimci zihniyetin yarattigi yanilsamanin kiyimin varligini yalanlamak
yerine, dogruladigini 6ne siirer. Ona gore, kiyim metinlerinde ortak olarak rastlanan bir takim
basmakaliplarin varligi bunu kanitlamaktadir. Boyle metinlerde bu basmakaliplar iizerinden
hem gercek siddetin hem de bu siddeti mesrulastirict kiyimet zihniyetin varliginin izni siirmek
miimkiindiir.

Girard’mn ileri stirdiigli basmakaliplardan birincisi kiyimin gergeklesmesine neden olan siddeti
doguran bir takim toplumsal krizlerin varligidir. Kiyim genellikle kriz zamanlarinda meydana
gelir. Bu krizler normal kurumlarin sarsilmasina yol agar ve siirii ya da y1§in olusumuna sebep

14 Girard, Giinah Kegisi, 19.
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olur. Bu durum halihazirda giiclinii ve etkisini kaybetmis olan kurumlar lizerinde biiyiik 6l¢tide
baskiya neden olabilir, hatta onlar1 tlimiiyle yerlerinden edebilir. Bu krizlere bazen digsal, bazen
de icsel sebepler yol agar; kimi zaman ardindan ac¢ligin da geldigi salginlar, asirt kuraklik, su
baskini veya politik karisikliklar ve dinsel ¢atismalar... Ancak her durumda, kiiltiirel ayrimlart
tanimlayan kural ve farkliliklarin silinmesine yol acarlar. Kurumlarin yikilmasiyla, hiyerarsik
ve islevsel farkliliklar ortadan kalkar. Bu durumda insanlarin kendilerini bulduklari bu yeni
tanimsiz durumun i¢inde baslarina gelen seyi adlandirma ihtiyaglart dogar. Girard bu durumu
su sekilde aciklar; “Kiiltiir siliklestiginde insanlar kendilerini gii¢siiz hissederler; felaketin
biiyiikliigii karsisinda saskina dénerler ama dogal nedenlerle ilgilenmek akillarina gelmez;
bu nedenleri daha iyi tamimakla onlar iizerinde etkide bulunabilecekleri fikri riiseym halde
kalir”" Burada aslinda dagilan sey insan iliskileridir. Fakat insanlar bununla ylzlesemezler
ve sorumlulugunu alamazlar, dolayisiyla bunun yerine onlara higbir bedeli olmayacak sekilde
miisterek bir bigimde toplumu kiilliyen suglamaya ya da zararli oldugu konusunda kolayca ortak
olarak uzlasilabilecek bir takim nedenler yaratarak baska kisilere sugu yiiklemeye meyillidirler.'¢

Ikinci basmakalip, kolektif kiyimlardaki suglama konular1 ve kurban olarak segilenlerin
evrensel 6zellikleri tizerinden gergeklesir. Girard, kinanan kisilerin yani giinah kegisi olarak
secilen kurbanlarin kiyima ugratilabilir kategorilere ait kisiler olmalarina dikkat ¢eker. Bu
kategorilerin dlgiitleri kiiltiirel, dinsel veya fiziksel 6zelliklere dayanir. Azinlik olma, hastalik,
delilik, genetik bozukluklar, sakatliklar ve fiziksel anormallik'? gibi ortalamayi belirleyen
toplumsal statiiden herhangi bir yone dogru uzaklasilmasina yol agan her tiirlii agir1 6zellik
olabilir.

Ugiincii basmakalip ise sugun niteligindeki farksizlastirici dzelliktir. Girard’a gore, krizin
farksizlastiriciliginin sorumlulugunu kurbanlara atmak i¢in, toplum onlari farklarin silinmesine
neden olan suglari islemekle suglar.’® Zira, se¢ilen kurbanlar da genellikle bu suglara yatkin
goriiniir. Onlara atfedilen farksizlastirici nitelikte suglar, ele alinan kiiltiire gore degisir ve
genelde o kiiltiiriin en mutlak tabularini ihlal eden suglardir. Bu suglarin bir diger 6zelligi
bireysel ile kolektif arasindaki ayrimi1 ortadan kaldirmalar1 ve catigma halindeki kisilerin kimlik
yitimine sebep olmalaridir. Farksizlastirict suclarin bulasicilik yoluyla tiim topluma sirayet
etme riski vardir bu nedenle tehlikeli goriiliirler. Baba katli, ensest, toplulugun fiziksel ya da
ahlaki zehirlenmesi gibi suclar 6rnek olarak gosterilebilir.

Grek mitolojisinde nehir tanris1 Inakhos’un kiz1, Argos prensesi [o’nun basindan gegenlere
dair cesitli sdylenceler de aktarimlarinda kiyimci bakis agisinin oldugunu dogrulayan bu
basmakaliplar1 tasir. fo oyunu ise iste bu mekanizmayi tartisarak bu basmakaliplarin kurmaca

15 Age.,?25.
16 A.ge.,?25.
17  Girard, “anormal” s6zciigiiniin hem soylu hem lanetli oldugundan s6z eder. A.g.e., 30.
18 A.ge.,34
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niteligini ag1ga ¢ikarir. Bunun oyunda nasil isledigine bakmadan énce fo mitlerine'® Girardc1
bir bakis atalim.

2. Mitolojik ve Tarihsel Kaynaklarda inakhos’un Kiz1 fo ve Kurbanhk
Isaretleri

fo miti klasik antikiteden giiniimiize kadar oldukga popiiler olmustur. Zeus tarafindan
hamile birakilan, Hera tarafindan inege dondstiiriilen, ilkin yiiz gozlii Argos® tarafindan
takip edildiginden, daha sonra da basina musallat edilmis olan keneden?' kagtig1 i¢in adeta
delirmiggesine basibos bir sekilde hi¢ durmadan amagsizca oradan oraya dolasan ve yolculugu
sirasinda Avrupa’dan Asya’ya kita asarak Argos’tan Misir’a varan, nihayet Nil kenarinda bir
ogul doguran ve tekrar insan bigimine kavusan bu meczuba dair hikayeler farkli versiyonlar
halinde birgok kaynakta yer alir. Hatta, Herodot Tarihi io’nun basindan gecenlerin dykiisiiyle
baslar.22 Diger yandan, Konstantinou nun belirttigi iizere 5. Yiizyil kiilliyatindan iginde fo’nun
gectigi hicbir metnin tarihi bile kesin olarak bilinmez; sanki Io’nun kendisi gibi bu metinlere
dair bilgiler de pusulasizdir. Bu belirsizligin icinde I0’ya ii¢ farkli tragedyada rastliyoruz. ilk,
Aiskhylos’un Yalvaran Kadinlar’ida bir koro béliimiinde io’dan ve siirgiindeki hikayesinden
s0z edildigi goriiliir. Zincire Vurulmus Prometheus’ta ise bu defa bir karakter olarak karsimiza
cikar. Son olarak da metni giiniimiize ulasmamis olan Sophokles’in /nakhos’unda yer aldig
bilinir. Ancak bu oyuna dair kisith bilgilerin 15181 io’nun bu metinde bir karakter olarak yer
alip almadigi konusunu aydinlatmaya yetmemektedir, Yalvaran Kadinlar 'daki gibi bu metinde
de ondan sadece s6z edilmis de olabilir.”3

Mitolojik kaynaklarda o, bir “Naiad-nimfasi”** olarak gegmektedir. Giiney Yunanistan’da
bulunan Argos sehrinin krali nehir tanris1 inakhos’un kizidir ve oradaki Hera tapmaginda
rahibelik yapar. io’nun kaderi Zeus’un giiniin birinde onu gériip giizelligine vurulmasiyla ve
onunla birlikte olmasiyla degisir. Durumu 6grenen Hera’nin kiskangligindan Io’yu korumak
i¢in Zeus onu bir inege doniistiiriir. Bunun iizerine Hera inegin kendisine verilmesini ister, ve
yiiz gozlii dev Argos’u basina bekgi olarak diker. Zeus sevgilisini kurtarmasi i¢in oglu Hermes’i
gorevlendirir ve Hermes de Argos’u 6ldiiriir.’ Ama Hera [o’nun pesini yine birakmaz, ona bir

19 Mitolojik hikayeler farkli tarihlere ve bolgelere ait kaynaklarda aktarilarak giiniimiize geldigi igin birgok degisik
versiyonlari bulunmaktadir. Burada degerlendirme i¢in bagvuracagimiz versiyon Tekand’in oyunu i¢in baz aldigi
versiyon olacaktir.

20  Argos, bazi kaynaklarda “yiiz gozIli” olarak, bazi kaynaklarda ise “bin gozlii” olarak tanimlanmaktadir.

21 Bazi kaynaklara gore bu bir at sinegidir.

22 Herodotos, Herodot Tarihi, cev. Miintekim Okmen (Istanbul: Tiirkiye Is Bankas1 Kiiltiir Yaymlar1, 2002), 31-33.

23 Ariadne Konstantinou, “Reconsidering the Metamorphosis of lo: on Texts, Images and Dates,” Symbolae
Osloenses 89/1 (2015), 39.

24 Nimfalar diinyada yasayan doga tanricalaridir. Naiad nimflar: su kaynaklari, nehirler, géller, batakliklar, cesmeler
ve akarsularin nimflaridir. Bkz. Azra Erhat, Mitoloji sézhigii (Istanbul: Remzi Kitabevi, 2011).

25 Hermes’in Argos’u nasil 6ldiirdiigiine dair farkli kaynaklarda farkli anlatilar bulunmaktadir. Bir sdylenceye gore,
uzaktan att1g1 bir tas ile onu 6ldiirmiis baska bir sdylenceye gore ise fliitiinden ¢ikan biiyiilii ezgilerle 6nce onu
uyutup daha sonra 6ldiirmistir. A.g.e., 279.
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kene musallat eder. Bir tiirlii ona musallat olan kenenin yarattig1 huzursuzluktan kurtulamayan
Io, inek bigiminde, gegtigi yerlere adini vererek hi¢ durmadan kitadan kitaya atlayarak kosar.2¢
Bu bitmeyen yolculugu sirasinda Kaftkas daglarinda bir kayaya zincirlenmis olan Prometheus’a
rastlar. Bu karsilagsma Aiskhylos’un Zincire Vurulmus Prometheus tragedyasinda geger. Bu
kisa bulugma sirasinda Prometheus kehanetlerde bulunarak {o0’ya kaderin kendisi igin neler
hazirladigini bildirir: Misir’a varacak, orada tekrar insan bigimine girecek ve Zeus’un oglu
Epaphos’u doguracaktir ve Akdeniz’in giiney ve dogu kiyilaria iki koldan yayilacak ve
daha sonra Yunanistan’a geri donecek olan bir kral soyunun atasi olacaktir.?” Efsanenin
versiyonlarindan birisine gore, Zeus bir giin tekrar Hermes’i gonderip 1o’ya musallat olan
keneden onu kurtarir ve ona ¢limliiliigii bahseder.?

Girardc1 analize gore anlatilarda kiyimin varligini dogrulayan basmakaliplardan birincisi
toplumsal kriz ve farkliliklarin yitimidir. fo mitinde bu basmakalibin yer aldigin1 gorebilmek
i¢in fo’nun Zeus tarafindan hamile birakilmasinin éncesine bakmamiz gerekir. Io’nun babasi
Inakhos, giiney Yunanistan’da yer alan Argos’un nehir tanrisidir. Efsaneye gore, Poseidon
ve Hera, Argos’un hakimiyetinin kimde olacagi ile ilgili bir ihtilafa girerler ve Inakhos’un
yargiclik yapmasini isterler. Bunun iizerine Hera’y1 segen Inakhos, Poseidon’un intikamina
maruz kalir ve ceza olarak Poseidon onun (nehrinin) yatagini kurutur.? Herodot Tarihi’nde
ise Io’nun hikayesi Fenikeliler’in mallarin1 satmak iizere Argos’a gelisiyle baslar. Herodot,
hikayenin Persler ve Fenikeliler tarafindan farkli aktarildigini belirtir. Perslere gore, Argos
Kral’nin kiz1 fo, oraya mallarimi satmak iizere gemiyle gelen Fenikeliler tarafindan kagirilarak
Misir’a gotiiriiliir. Fenikelilere gore ise fo Misir’a gétiiriilmiistiir, ancak zorla degil; Argos’ta
gemi sahibiyle iligkisi olmus, hamile oldugunu anlayimca da kusurunu 6rtmek igin Fenikelilerin
pesinden denize kendi istegiyle agilmistir. Ancak her iki durumda da bu olay, tarihsel olarak
Yunanlilar, Persler ve Fenikelilerin dahil oldugu Medeia’nin ve Helen’in kagirilmalarima kadar
uzanan olaylarin ve Avrupa ile Asya arasindaki politik ¢atigmalarin ve savaglarin hikayesinin
baslangicidir.’® Sonug olarak, anlatilarda inakhos’un Hera’y1 segmesi nedeniyle yatagmin
kurumasi da, lo’nun kagirilarak ya da kendi istegiyle Argos’tan Misir’a gitmesi de, onu bir
toplumsal kriz durumunun merkezine koyar. Girard, mitlerin isaret ettigi toplumsal krizlerin
sebeplerine 6rnek olarak diger bir¢ok olayin yaninda kuraklik veya politik karisikliklardan s6z
eder. Inakhos’un yataginin kurumasi kurakliga isaret eder. Herodot’un aktarimindaki tarihsel
olaylar ise politik karisikliklara. Ayrica bu krizlerin her durumda ayni olan bir 6zelligi vardir:

26 Istanbul’da bulunan bogazin ad1 Bosphoros, ‘inek gecidi’ anlamina gelir.

27 {o’nun basindan gegenler ve farkli kaynaklarda nasil ele alindigi ile ilgili detayl bilgi igin bkz. William
Smith, Dictionary of Greek and Roman Biography and Mythology, vol. 2 (Boston: Little, Brown and Co., 1870),
575-5717.

28 Tekand’m fo’sunun da iizerinde artik fiziksel olarak onu rahatsiz eden bir canli yoktur, ancak yillar boyunca
tasidig1 huzursuzluk artik aklina ve ruhuna kazinmistir ve artik onun bir pargasi haline gelmistir.

29  Smith, Dictionary of Greek and Roman Biography and Mythology, 571-572.

30 Herodotos, Herodot Tarihi, 31-33.
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kiiltiirel ayrimlar1 tanimlayan kural ve farkliliklarin silinmesi. Inakhos’un Hera ve Poseidon
arasindaki ihtilafi ¢ozmek tizere yargi¢c konumuna atanmasi, ona hiyerarsik olarak kendisinden
kat be kat yiiksek mertebede bulunan iki tanrinin iistiinde bir gii¢ bahgedilmesiyle bir farklilik
yitimine sebep olur. Yine, Avrupali lo’nun Asyalilar tarafindan ele gegirilmesi ve hamile
birakilmasi da kiiltiirel ayrimlari tanimlayan kural ve farkliliklarin silinmesine yol acar.

Girard’1n soziinii ettigi ikinci basmakalip kurbanlik isaretleri ile ilgilidir. Io’nun Argos’ta
yasanan toplumsal krize bir cevap olarak toplumun giinah kegisi se¢ilmesi her anlamda
Girard’in kurbanlik se¢im dlgiitlerine uygun olarak gerceklesir; {o, Girard’i tarif ettigi sekliyle
kurbanlik isaretlerinin timiinii tasimaktadir. Girard, bu dlgiitleri sdyle tanimlar; “Hepsi de
kiiltiirel diizenin temellerine, ailevi ve hiyerarsik farkliliklara, toplumsal diizenin olmazsa olmaz
Sfarkliliklarna saldwidur: [...] Toplumsal bagi gevsetmekle kalmayip tamamen yok ederler.”!
Girard’a gore zengin ve giiglii olmak da kurban olarak se¢ilmek i¢in yoksulluk ve zayiflik
kadar gegerli bir sebeptir, ¢iinkii bir tiir asirilik barindirmaktadir. fo da, bir kralin kizidir ve ayn1
zamanda tanrilarin soyundan gelmektedir. Ayrica, Io’nun hikayesinin ilerleyen kisimlarinda
yani giinah kegisi se¢ildikten sonra ona atfedilen 6zellikler de adeta kurban olarak segilmesini
mesrulastirmaktadir. Inege déniistiiriilmesi, insan ile hayvan arasindaki farkin yitimine sebep
oldugu gibi, onu tanimsiz ve anormal bir varlik olarak gosterir. Ayrica lo ona musallat olan
keneden kagarak aklini yitirmigcesine kitalar arasinda dolanmaktadir. Akli dengesizlik de
Girard’in kurbanlik isareti olarak tanimladig: l¢iitlerden birisidir.

Son olarak sugun farksizlastiriciligi basmakalibini da fo mitinde goriiriiz. o ile ilgili
anlatimlar onun Zeus tarafindan bastan ¢ikarildigini vurgular.’2 Buna gore, fo’nun sucu bastan
¢ikmasidir. Ustelik kendisi Hera tapinagina adanmus bir rahibedir. Dolayistyla kendisini Hera’ya
adamuis bir tapinak rahibesinin bastan ¢ikmasinin toplumun en mutlak tabularini ihlal eden
bir su¢ oldugu kusku gotiirmezdir. Kabahati ve sonrasinda sehrinden siiriilmesi i0’yu kutsal
mertebesinden ve kralin kizi olarak ayricalikli konumundan mahrum eder ve onu siradanlastirir.

Sonug olarak Io, giinah kegisi ilan edilerek Argos’tan siiriiliir ve artik lanetlidir. Girardci
bir okuma fo mitinin kiyimer niteligini gézler oniine serer. Tekand da, /o oyununda tam da
mitin iizerindeki bu 6rtityii kaldirmakla ilgilenir. Oyunda, mitolojik olarak Io’nun bir giinah
kegisi olarak se¢ilmesiyle saglanan toplumsal diizen anlatisinin kendisini sorgular. Giinah kegisi
mekanizmasinin mesrulastirict yanilsamalarini birer birer sorgulayarak bu mekanizmay1 adeta

31 Girard, Giinah Kegisi, 26.

32 lo’nun Zeus tarafindan bastan ¢ikarilmis ya da tecaviize ugramis olarak tanimlanmasi daha derinlemesine
tartigilabilir. Herodotos da, bu baglamda Fenikeliler ve Persler tarafindan aktarilan farkl: iki yaklagima deginmistir.
Perslere gore o daha pasiftir, Fenikeliler’e gore ise kendi iradesiyle hareket etmektedir. Bu konuda daha fazla
ayrmtili bir tartisma igin bkz. Emily K. Anhalt, “The Tragic lo: Defining Identity in a Democratic Age,” New
England Classical Journal 42/4 (2015), 246-260. Buradaki analiz agisindan bu tartismaya yer verilmesi gerekli
goriilmemistir ¢iinkii her haliikarda, o suclu ve kurban durumuna diiser. Mesele, zaten tam da sugun ona
yiiklenmesidir. Dolayisiyla burada sucun ona yiiklenmesinin yarattigi yanilsamanin altini ¢izmek igin bastan
¢ikartildig1 yoniindeki sdylem temel alinmistir.
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bir mahkeme salonuna tastyan yine Io’nun kendisi olacaktir. Oyun bir nevi, giinah kegisi geri
donerse ne olur sorusu lizerinden ilerler. Oyunda toplumsal diizenin temelinde yatan siddet
sorgulanirken, adaletsizlik ve yanilsama iizerine kurulu bu diizen anlayisinin derinine inilerek
adalet kavrami masaya yatirilir. Ancak Tekand’in oyununda fo’nun geri doniisiiniin sebep
oldugu mitsel sarsilma hakkinda daha detayli bir analiz yapmadan 6nce oyunun 6ykiisiine ve
yapisina bir bakalim.

3. Studio Oyuncularr’nin fo’su

Tarih boyunca Prometheus mitini merkeze alan birgok eser vardir. Tekand da eserinde
Prometheus mitini ele alir ancak bunu yaparken mitolojinin siddeti mesrulastiran ve sagaltan
kiyimei bakis agisini birden fazla katmanda sarsmay1 amaglar. Bunu da oyunun konusu olan
mitolojik anlatilarin dayanaklarin alt iist ederek yapar. Oncelikle hikAyenin merkezine Zincire
Vurulmus Prometheus’ta ve kendisinden s6z edilen diger Antik oyunlarda sadece bir yan karakter
olan Io’yu yerlestirir ve onu siiriilmiis oldugu Argos sehrine geri getirerek sehirden siiriilmesini
mesrulastiran mekanizmay1 sorgulatir. Daha sonra ise Prometheus karakteri araciligiyla oyunun
icindeki tartigmay1 bir kisir dongii icine hapseden sistemi de sorgulatacak yeni bir bakis agis1
getirerek kendi kurdugu diizene seyirciyle birlikte kusbakist bakar. Yani, Tekand elestirel
yaklagimini sadece mitolojinin siiriilmiis, kenara atilmis bir karakterin géziinden aktarilmast
ile siirlandirmaz, daha da ileri giderek oyunun i¢inde bu bakis agisini da ters yiiz edip, son
epizotta fo ile Prometheus arasindaki diyalogla mitlestirmenin kendisini elestiriye acar.

Oyun, daireler ¢izerek sonsuz bir yolculuk i¢inde diinyay1 dolagsmaktan yorgun diigmtis,
hem kendi ugradigi adaletsizlik hem de yolculugu sirasinda tanik olduklar1 nedeniyle ruhu
bir tiirlii huzura kavusamayan ve artik tek arzusu dogdugu topraklarda dlmek olan fo’nun
Argos’a, yani kendi memleketine geligiyle baglar. Cok gecmeden karsisina topraklarina gelen
bu yabancinin kim oldugunu anlamak isteyen Argos halki ¢ikar. Halk, disaridan gelen, farkli
davranan, ac1 i¢inde kivranan, sorular sorarak sessizligi ve huzuru bozan bu yabancinin kim
oldugunu 6grenmek ister. Onun gegmiste bu topraklardan siiriilmiis ve lanetli olarak bilinen Io
oldugunu duydugunda ise dehsete kapilarak onu oradan géndermek ister. Ancak bu karsilagsma
sirasinda geldigi yerin yillardir aradig1 dogdugu topraklar oldugunu anlayan o, orada kalmak
icin yalvarir. Argoslular ise [o’yu gegmiste Zeus’u bastan ¢ikartip onunla birlesmesi ve bu giinahi
yiiziinden de topraklarindan siiriilmesiyle bilmektedirler; onun bu topraklara geri gelisinin lanet
ve felaket getireceginden korkarlar. To, hakkini savunmak icin kendisi hakkindaki gerceklerin
aslinda onlar tarafindan bilindigi gibi olmadigini, onunla ilgili efsanelerin bir bagka yiiziintin
oldugunu anlatir. Zeus’un onunla rizas1 olmadig halde birlestigini ve babasinin da onu Hera’dan
korkan Zeus’un zoruyla ve tehditleriyle topraklarindan génderdigini sdyler. [o’nun anlattiklariyla
simdiye kadar bilinenlerin ¢atigmas1 halkin korku, inkar, acima ve kusku arasinda kalmasina ve
huzursuzlanmasia yol agar. {o, bunun iizerine onlar1 ikna etmek amaciyla basindan gecenleri ve
stirglinde yasadiklarint daha detayli bir sekilde agiklamaya baslar. Siirgiindeyken karsilastigi ve

106 Tiyatro Elestirmenligi ve Dramaturji B&Iiimii Dergisi 32, (2021)



Verda Habif

Zeus’un iktidarmim mutlak olmadigini ona sdyleyerek umut veren Prometheus’tan bahsettiginde
ise onun insanlik tarafindan ¢oktan unutulmus oldugunu anlar. insanlar1 ikna etmek icin son
umudu da bosa ¢ikan To, hakliligin kamitlamaya karar verir ve kesinlikle gitmeyecegini agiklar.
Bunun iizerine onu gondermek iizere Zeus un kirli islerini goren iblis kardesler Kratos ve Bia
gelirler. Asagilayarak ve tehditlerle Io’yu géndermeye galisirlar. Io ise onlara meydan okur.
Aralarindaki ¢atigma sirasinda bilinen gergekler yeniden tartismaya agilir ve bu durum halkta
kafa karigikligina, sorgulama ve muhakeme siirecinin baslamasina sebep olur. fo’nun her
seyi goze almak pahasina susmayacagini anlayan Kratos, onu baskalarinin da basina felaket
getirmekle suglayarak korkutmaya ¢aligir ancak fo, bunun da sorumlulugunu almaya hazirdir.
Hatta daha da ileri giderek dogrudan Zeus’a meydan okur ve Zeus’un, iktidarinin bir giin son
bulacagin bildiren kehanetten® korktugunu soyler. Zeus’un da bir sonunun oldugu bilgisinin
ifsa edilmesi Kratos’un {0’yla tartisirken dayandig1 giiciin mutlakligini sarsar. Kratos garesizce
onu susturmaya calisir fakat {o artik susmama konusunda kararli oldugunu belirtir. Io ve Kratos
arasinda gecen tartisma ve o nun Kratos karsisindaki 6l¢iisiiz cesareti halkta nce korkunun
yiikselmesini daha sonra kusku, kafa karigiklig1 ve muhakemeyi tetikler. Zihinler hatirlanacak
bir sey oldugunu hatirlatmaya baglar... Cezalandirilmaktan, ortaligin karismasindan, felaketlerin
ortasinda kalmaktan korkan ama sorgulamaktan kendini alamayan insanlar dehsete kapilirlar.
Kratos ve Bia’nin tehditleri fo’yu gondermeye yetmeyince ve halk iyice huzursuzlanmaya
baslayinca Zeus’un oglu Hermes gelir. Tiirlii stratejilerle fo’nun gitmesini saglamaya galisan
Hermes de onu susturamayacagini anlayinca eger giinahlarini kabul eder ve Zeus’a baglilik
yemini ederse Zeus’un onu affedecegini ve acilarina son verecegini soyler. lo, ancak eger
adalet yerini bulursa susacagini sdyleyerek agikca adalet talep eder ve hatta Zeus’un ona
yaptig1 haksizligin hesabini vermesi gerektigini 6ne siirer. Zeus un onu ¢oktan 6ldiirmemis
olmasinin sebebinin kendisinden almak istedigi bir bilgiyle alakali oldugunu séyleyerek kozunu
kullanir ve zamam geldiginde Zeus’un iktidarinin son bulacagini hatirlatir. io’yu ikna edemeyen
Hermes, o nun giiciinii aldig1 umudun temsilcisi Prometheus’a saldirir ve Prometheus’un artik
onun i¢in umut olamayacagini ima eder. Eryniler’in* de artik intikam perileri olmaktan ¢ikip
Olympos’un eteklerinde yasadiklarmi sdyleyerek lo’yu yalnizlagtirarak sindirmeye galigir. Biitiin
bunlar konusulurken halkta kafa karisikligi, kusku ve sorgulama durdurulamaz bir sekilde artar.
Artik olaylarin tartisilmasi ve sorgulanmasi kaginilmaz olmustur; hatirlama baslar ve topluluk
icinde kopmalara ve kirilmalara sebep olurken 6fke, ac1 ve isyan topluluga sirayet etmeye ve
ylikselmeye baslar. Ayn1 zamanda 6fke duymaktan duyulan korku insanlarin ne yapacaklarini
bilmeden ¢irpinmalarina sebep olur. {o’nun inad1 ve toplulugun giderek ¢igirmdan ¢ikmasi

33 Bu kehanet Zincire Vurulmus Prometheus’da gecer. Bkz. Aiskhylos, Zincire Vurulmus Prometheus, ¢ev. Azra
Erhat ve Sabahattin Eyiiboglu (Istanbul: Is Bankas1 Yayinlari, 2000). Zeus un akibetinin kimin elinden ve nasil
olacagin1 Prometheus bilmektedir. Zeus Prometheus’un bu bilgiyi fo ile paylastigini diisinmektedir.

34 Aiskhylos Eumenidler oyununun sonunda intikam perileri Eryniler Athena tarafindan ikna edilerek intikam
perisi olmaktan ¢ikarilirlar. Bkz. Aiskhiilos, Oresteia: Agamemnon, Adak Sunucular, Eumenidler, ¢ev. Yilmaz
Onay (Istanbul: Mitos Boyut Yayinlari, 2016).
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karsisinda Hermes son kozunu oynamaya karar verir ve fo’nun biitiin umudunu bagladig
Prometheus’u zincirlerinden kurtulmus ve Olympos’un esiri olmus haliyle karsisina getirir.
Prometheus saskinlik icindeki o ya Zeus’a kagiilmaz akibetinden nasil kurtulacag: bilgisini
vermedigi i¢in Tartaros’a gonderilmedigini ancak daha agir bir cezaya ¢arptirildigini agiklar.
Zeus onu diinyada olup biten her seyi goriip isitebildigi ama insanogluna hig bir bigimde
erisemeyecegi bir yerde sonsuza kadar yalnizliga mahkiim etmistir. fo 1srarla ona giiciinii
hatirlattiginda ise Prometheus giicii onda ya da Zeus’ta aramasinin dogru olmadigini sdyler.
Prometheus insanlig1 ancak kendi iradesinin kurtarabilecegini anladigini sdyler. Prometheus™n
oraya bagka bir amagla getirmis olan Hermes ise onu susturmak ister. Hermes’in saldirilarina
cevap verirken Prometheus Zeus’un akibetiyle ilgili kehaneti [o’ya sdylememis oldugunu ele
vermistir. Bdylece o, kehanetin bilgisine sahip olmadig1 igin artik gézden ¢ikarilabilir konuma
getirilmis olur. Hermes artik durumu kontrol altina alamayacagini anladiginda Prometheus’u
fo’nun hayatina son vererek cezalandirir ve esaretine geri gonderir. Gegmisi hatirlayan ve kendi
iradesizlikleri ile yiizlesen insanlar ise ac1 ve 6fkeden neredeyse katatonik hale gelmislerdir.
Tanrilar ortadan kaybolup yalniz kaldiklarinda bir stire tepkisizlikten sonra, artik hareketsiz
kalamadiklarint goriiriiz.

Oyunun edebi dykiisii bu sekilde gerceklesir. Sahnelenme bigiminin hangi ilkelere dayanarak
kuruldugunu da irdeleyelim.

Isik, golge, ses, sessizlik, hareket ve hareketsizlik iizerine kurulu olan oyunda metnin yapisi
ve sahne diizeni, karakterler arasinda gegen, gerilimi gittik¢e artan tartisma ve bu tartigmaya
Koro’nun verdigi tepkiler izerinden sekillenmistir. Sahnedeki performansin yoneticisi 1giktir.
Oyun boyunca tiim rol kisilerinin ve Koro’nun 1sikla iliskisi iki katli bir yap1 i¢ine yerlesmis
oyuncularin her birini ayr1 ayr1 aydinlatan veya karanlikta birakan bir diizen tasir ve bu
diizenin i¢inde ger¢eklesen farkli durumlarin metinle drtiismesi anlam tiretir, metnin anlamini
boyutlandirir. Bu farkli durumlar, tam 151k altinda konugma veya susma, golgeden 1513a girerek
konusma veya susma, 1siktan gikarak konusma veya susma seklinde gergeklesir. Tekand’in
reji notlar1 soyle der; “Isik/karaniik geliskisi, isikta ses-suskunluk celiskisi, isikta hareket-

hareketsizlik ¢eliskisi oyunun anlamni tastyan asal unsurlardur.”

Isik, oyuncularin goriiniirliigiinii saglayan unsur olarak insanin i¢inde yasadig1 diinyadaki
varolus kosulunu ifade eder. Yaratilis mitinden itibaren Zeus’un temsil ettigi diinya kavrayisina
bagl olarak tanimlanan tarihsel biling gibidir. Bu noktada Girard’in tarihin, politikanin ve
toplumun masumiyetine dair bilincimizin ve bakis agimizin aslinda siddetin ta kendisi tizerine
varligini insa edenler tarafindan sekillendirildigini 6ne siirdiigiinii hatirlayalim. Girard, bu
tespitini sadece kurban ekonomisine dayali ilkel toplumlarda degil, modern yarg1 sisteminin
kurulusunda da ayni siddet sarmalinin oldugu teorisi iizerine temellendirir: “Nébeti kurban

35 Sahika Tekand, “Io Reji Notlarr” (istanbul:2019).
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ediminden devralan yarg: sistemi de ayni karanlikla sarmalanur. Suglu ve yasa disi bir siddetin
ickinligi karsisinda, kutsal, yasal ve mesru siddetin etkili agkinligiyla ortiisiir bu karanlik.”*
Zeus ve onu yaratan, varligint mesru kilan mitolojik kiilliyat bu agkin karanlikla ortiigiir. Bu
karanlik kendisini siddetli aydinlaticiligi ile tesis eder. Isik, oyunda bu anlamda bu mitolojik
kiilliyati hem mesrulastiran hem de onun tarafindan mesrulastirilan agkin siddet mekanizmast
gibi hareket eder. Sahnedeki kaosu diizene sokarken toplumsal siddeti rasyonel kilan sistemin bir
temsili olarak ¢alisir. Birilerini goriiniir kilarken digerlerini karanliga gomer. Bazen de goriiniir
kildiklart izerinde tahakkiim kurar. Béylece sahnedeki anlatiy1 sekillendirirken toplumsal diizeni
saglayan mekanizmay1 somutlastirir. Oyuncu ile 151k sahnenin unsurlari olarak birbirlerine
siki siktya baglidirlar. Oyuncunun sahne iizerinde goriiniir olmasi, oyunun gegici diinyasinin
siirlari iginde 151k tarafindan aydinlatilarak var edilmesi, kavramsal olarak insanin dogumu,
6liimii ve yasamdaki varolusu ile de anlamlanir. Ote yandan, 151k ayni zamanda oyuncunun
sahnedeki yagsamini sinirlandirir ve belirli kosullara baglar. Rol kisilerinin/oyuncularin varlik
alanlari/oyun alanlart onun tarafindan sinirlandirilip tanimlanir ve bdylelikle konumlarinin
farklilig1 zorunlu hale gelir. Oyuncular sahnede serbestce hareket edip birbirlerinin alanlarina
giremezler ciinkii 151k rol kisileri olarak hareket edebildikleri alanlar1 simirlandirir. Iste, onun bu
somut yonelimi oyunun i¢inde onu ayni zamanda Zeus’un diizenini tesis eden bir mekanizmaya
doniistiiriir. Tipki Girard’in {izerinde durdugu toplumun diizenini saglama islevini géren mesru
siddet olgusu gibi farklilik diizeninin siirdiiriilmesini saglar.

En kapali kiiltiirlerde bile insanlar kendilerinin ozgiir ve evrensele agik olduklarina inanirlar;
Sfarklilastirict karakterleri, en dar kiiltiirel alanlarin bile, kendi i¢lerinden, tiikenmezmis gibi
vasanmasini saglar, iste bu yanilsamay: tehlikeye atan her sey bizi tirkiitiir ve icimizdeki
¢ok eskiden kalma kiyimci egilimi uyandurir: Bu egilim her zaman ayni yolu tutar, hep ayni
basmakaliplarla viicut bulur, her zaman ayni tehdide karsilik verir®’

Rol kisilerinin 151k tizerlerine yandiginda ona verdikleri cevaplar, yerine gore bu tehdit
karsisindaki tavirlarini veya nihai durumlarini ifade eden birer anlam aracina déniisiir. Ornegin,
1s1ikta susmak bazen korkuyu ifade ederken bazen bu diizene bir karsi gelisin isaretidir. Ayni
zamanda oyun alaninda tam 1s1k alan bolgeler oldugu gibi gélgede kalan bolgeler de vardir.
Rol kisileri kimi zaman bir adimla bu gdlgede kalan bdlgelere girerler ve bu bolgede yine
bazen susarak bazen de konusarak anlam iiretirler. Yar1 1g1kta/golgede susmak veya konusmak
bazen kuskuya, bazen meraka, bazen ise sorgulamaya ve isyana karsilik gelir.

Bir diger diizlemde 151k ayn1 zamanda Prometheus’un Zeus’tan ¢alip insanliga verdigi atesi
hatirlatir. Prometheus miti, atesi ¢alarak insanlara veren titanin hikayesini ve Zeus un ona verdigi
cezay1 anlatir. Ates, Zeus un giiciinii temsil eder ve Zeus bu giicii akil ve bilgiden alir. Tekand’1n
kurdugu hikayede atesin temsil ettigi bu gii¢ insanlik tarafindan Zeus’a geri teslim edilmistir.

36 Girard, Siddet ve Kutsal, 32.
37 Girard, Giinah Kegisi, 36.
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Insanlik kendi iradesiyle bu giicii kullanarak kendi 6zgiirliigiiniin sorumlulugunu almak yerine
Zeus’un onlar i¢in goriiniir kildig1 diinyay1 onun gosterdigi sekilde kabul etmis, boylece
diinyanin sorumlulugunu almaktan kendini azat etmistir. Bu durum sahneleme katmaninda sahne
iizerindeki kendi kii¢lik oyun alanlarina sikigsmis oyuncularin durumu ile ifade edilir. Tekand,
bu yorumu oyunun 4. epizotunda Prometheus’a sdylettigi sozlerle de pekistirir: “Insanlar
atesi Zeus'a geri teslim etti lo! [...] Simdi o ates onlarin iizerine yakip kavuran bir 151k olarak

738 Is1gm bu tanimi ayn1 zamanda modern Bati toplumunun “aydinlanma ve

geri yansiyor.
ilerleme” litopyasiyla ve bu litopyay1 kuran araglarla da hesaplasmay1 ima eder. Prometheus’un
agzindan, insanliga hediye edilen gergegin bilgisinin yine insanligin elinde yikim getirdigini
ifade eder Tekand oyunuyla. Prometheus 4. Epizotta, o insanlara atesi verdikten sonra olup

biten olaylarla ilgili su s6zleri soyler:

PROMETHEUS- Ben diinyalar: aydinlanacak sandim. Onlarsa sadece yaktilar, yakip yok
ettiler emeksiz sahip olduklar: atesle. [...] Yiiriivorlar ama hi¢chir yere gitmiyorlar, kosuyorlar
ama bir yere varmiyorlar. Yiyorlar, i¢iyorlar, bir tiirlii doymuyorlar. Yakip kiil ediyorlar her
seyi ama bir tiirlii istnamryorlar. Zeus 'un oyuncaklar: gibi acz icinde ¢irpinip duruyorlar. Ben
akla, bilgiye sarilacaklar sandim onlara atesi verirken, onlarsa sadece korktular, korkuya
tutundular. Sahip olmaya, sonra da sahip olduklarini kaybetme korkusuna. Tipki Zeus gibi.>*

Sahip olduklarini kaybetme korkusuna tutunan insanlarin durumu Koro’nun 1sik altindaki
hareketsiz durumuyla ifade edilir. Isik tarafindan siirlar ¢izilmis bu varlik alaninda 151k
altindaki yerine sahiplenmis hareketsiz bir Koro ile baglar oyun. Ta yaratilis mitinden itibaren
kurulmus ve kabullenilmis toplumsal diizeni ifade eder Koro’nun bu sekilde yerine mithlanmig
gibi kendisine verilmis alani koruyan tavri. Isik ya da bu diizen tarafindan izin verilen sinirlarin
ve dgretilmig/kabul edilmis varolug bi¢ciminin ya da bilginin disina ¢ikmak 6l¢iiyii kacirmak
olacaktir. Bu diizene ve bilgiye dair herhangi bir sorgulama, iktidarin kendi varligini lizerine
insa ettigi zeminin mesrulugunu da tartigmaya agacaktir. Bu durum var olan diizeni ve dengeyi
sarsacagi i¢in oyunda Koro, iktidarin bozulan diizeni ve dengeyi korumak igin gii¢ ve siddet
uygulamasindan korku duyar. Dengenin, rahatin, konfor alaninin bozulmasindan duyulan
korkudur bu. Diger yanda konfor alani, 6ncelikle bilinen ve goriilebilenin iginde olmaktir, yani
151k tarafindan aydinlatilan alanin iginde. Oysa ki, aslinda goriilebilen, goriiniime sunulandan
baska bir sey degildir. Bilgi kiyimer iktidarin tekelinde oldugu igin 151k da iktidardir, Zeus tur
ve ancak kendi belirledigi sinirlarda ve kosullarda var olma hakkini tanir. Isigin aydinlattigt
alanin dis1 yani iktidarin ¢izdigi sinirlarin dig1 karanlik ve dolayisiyla bilinmez alandir. Sinirlarin
disina/ 151810 aydinlattigr alanin disia/ gélgenin veya karanligin igine bakma ve hatta oraya
adim atma diisiincesi korku yaratir. Konfor alani1 ayn1 zamanda hareketsizlik tarafindan ifade
edilir, denge durumudur ve diizendir. Hareketsizlikte ve dengede bir seylerin degisme ihtimali
yoktur, kabullenme vardir ve bu da iktidarin isine gelir. Konfor da bir ¢esit kabullenmedir.

38  Sahika Tekand, /o (Istanbul: Yayinlanmamis Oyun Metni, 2019), 56.
39 Age.,55.
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Hatirlanmayan gegmise giden yol karanliktan geger. Aydinlik var olani goriiniir kiliyorsa,
karanlikta var olanlar sadece goriiniir degildir ama géze goriiniir olmamalari orada olmadiklart
anlamma gelmez. Tipki bellek gibi... Dolayistyla oyunda goélgeye girme, karanliga girme,
karanligin igine bakma cesareti ayn: zamanda hatirlama cabasi, beynin karanliklarinda gizli
olan bilgiyi tekrar aydinlatma cesaretidir. Koronun kuskusu ve bildiklerini sorgulamasi arttikga,
bu durum huzursuzluga sebep olur ve onu hareketlendirir. Hareketlenen koronun bakis acist
genisler ¢iinkii bedenin fiziksel olarak farkli yonlere yonelmeleri farkli perspektifler getirir.
Isigin smirlarinin diginda baska varlik alanlari olabileceginin farkindalig: gelir.

4. Giinah Kecisinin Doniisii

Oyunda bir giinah kegisi olarak Argos’tan siiriilmiis fo’nun bu topraklara geri déniisiiyle
onu giinah kegisi olarak segen mekanizmanin sorgulanmasi baglar. O, kendisini bu kurbanlik
sisteminden 6zgiirlestirmek istemektedir. Boylece, lo’nun kendini savunmasi toplumun tarihsel
bilincinin sarsiimasia neden olur. io kendisi hakkinda bilinenleri teker teker sorgular ve olaylart
bir de kendi bakis agisindan anlatir. Béylelikle, halkin biat ettigi diizenin merkezindeki iktidarin,
kendisini ve yaptig1 her seyi mesrulastiran bir yalan mekanizmasi tizerine kurulu oldugunu
one siirer; Zeus bu diizenin temsilcidir. io bu mekanizmay1 ifsa eder: “Zeus!!! Yildirimlarina
gerek yok, yalanlarin yetiyor gercekleri yakmaya, yakip kiillerini havaya savurmaya! Olani
olmamus gibi, olmamigi da olmus bilsin diye éliimliiler.* Boylece mitolojide tistii 6rtiilmiis olan
siddet ac13a ¢ikar. Disaridan gelip Argos’un kapisina dayanan o, anlattig1 hikayenin farklilig
ile Girard’in deyimiyle “sistemin hakikatini, géreliligini, kirilganligini, 6liimliliigiinii agiga
¢tkarir”* Sisteme son darbeyi de onu kurban olarak segen ve ona sug yiikleyen mekanizmanin
adaletini sorgulayarak vurur; “Neden suclu olan hep onun kurbanlari?”* Io, yillarca susmasinin
sebebinin kendini kurban gibi gérmek oldugunu séyler. Kurban olmay1 kabul ederek bu sistemin
bir pargasi olmustur. Bunun yerine siddetin agiga ¢ikmasini ister. Artik, her ne olursa olsun,
her seyi gdze almak pahasina susmayacagini soyler. Baskalarinin basina gelebileceklerin
sorumlulugunu almak pahasina, ger¢egi savunur. Girard’a gore giinah kegileri kendilerini
toplum icin feda etmeyi secerek kutsallasirlar. fo, kutsalligindan siyrilip diinyevi olmak ister.
Oyle ki, oyunun iigiincii epizotunda, Hermes onu kendisiyle birlikte biitiin halk1 tehlikeye
atmakla tehdit ettiginde bunu zaten goze aldigini belirtir.

fo, boylece, Argos’a bir nevi kirlenmis kurban kani getirir. Eger sehre alinirsa onun kirli
kanmin herkese bulasma riski vardir ki nitekim oyunda boyle olur. Io’nun 6fkesi ve isyan
toplumun kendi tarihini hatirlamasina sebep olur ve huzursuzluk insanlara bulagsmaya baslar.
Bu bulasicilik oyunun hareket diizeninde de goriiliir. Hareketsiz ve duvar gibi duran Koro,
oyun siiresince yavas yavas hareketlenmeye baslar ve Io’nun huzursuz ve keskin hareket

40 A.ge., 10.
41 Girard, Giinah Kegisi, 35.
42  Tekand, o, 12.
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niteligi herkese bulasmaya baslar. Oyunun sorunda biitiin Koro iiyelerinin hareketlendigi
goriliir. Girard, bu kirlenmeyi ve bulasicilig: soyle tarif eder; “Siddet bi¢im degistirerek
nesneleri kaplayan bir tiir siviya doniistiyor ve bu sivinin yayimi, elektrik carpmasina ya da
Balzac’in “manyetism ”ine benzer bir bi¢imde tiimiiyle fiziksel birtakim yasalara uyuyor gibi
gortinmeye baslyor.”* Bu sozler, Koro liyelerine oyun siiresince giderek artarak tesir eden
rahatsiz hareketliligi anlatir gibidir.

Ancak, To ile Zeus’un temsilcileri arasindaki “stikomiti”* diye adlandirilabilecek olan
trajik diyalogun simetrisi i¢cinde gerceklesen atigsmalar ¢oziimsiizdiir. Bu noktada seyirciye
¢Ozlimii son epizotta zincirleri ¢6ziilmiis olarak gelen Prometheus sunar. Prometheus’un oyuna
girmesiyle yazar adeta perspektif degistirir. Prometheus, biitiin bu mahkeme siirecine farkli
bir perspektif getirerek Zeus’un mahkemesinin gecerliligini sorgular. Ona gére, o istedigi
kadar kendisini savunsun, Zeus’un mahkemesinde trajik ¢oziimsiizlik durumunun i¢inden
¢ikilamayacaktir. Oyunun son epizotunda Prometheus bir anlamda oyunun tizerine kurulu
oldugu mahkemenin kendisini yargilar. Trajik durumdaki ikiligi yaratan i¢inden ¢ikilmaz
mekanizmani kendisini sorgular. o, giinah kegisi olarak geri doniip bu mekanizmay1 sarsip
huzursuzlugu baslatmistir. Prometheus ise bir iist bakis, adeta yazarin ve yonetmenin bakisini
temsil ederek bu mekanizmay biitiiniiyle reddeder. Io ile Prometheus arasinda gecen su diyalog,
fo’nun miicadelesine karsin Prometheus’un getirdigi perspektifi agik bir sekilde ortaya koyar:

10-Yapayalniz tiikettigim su sefil hayatta artik dayanamayacagimi zannettigim ¢ok zaman
oldu Prometheus, 6yle zamanlarda, bana soylediklerini tekrar tekrar icimden gecirirdim;
sesinin yankisini kafamda duymaya, giic bulmaya ¢alisirdim.

PROMETHEUS- Giicii ister Zeus ta ister bende ister baska bir oliimsiizde arasin éliimliiler;
bu yanhs lo!

[-]

PROMETHEUS- Sen Zeus 'un insanlara neler yaptigini degil insanlarin kendilerinin neler
yaptigint izledin lo. Insanlarin neler yapmayt sectiklerini gordiin. Insanlar uzun zamandir
ya her seyi birakiyor Olympos’a tembelce ya da bir sey yapmak yerine acilara katlaniyorlar.
Iradelerini unutup buna da huzur diyorlar. *3

Prometheus, {o’nun adalet arayisim dayandirdigi giic miicadelesinin her durumda ayni
sistemi mesrulastiracagini dne siirer. Onun dnerisi, bir kez daha diinyay1 insanliga ve insanligin
iradesine teslim etmektir; agiga ¢ikmig siddetin iistiinii tekrar 6rtmek yerine onunla yiizlesmektir:

1246

“PROMETHEUS- Ey Diinya! Istemesen de bir giin Olympos 'u taklit etmekten vaz gegeceksin

43 Girard, Siddet ve Kutsal, 39.

44 Trajik diyalogun kusursuz simetrisi bi¢im agisindan iki kahramanin birer dizeyle atistigi stikomiti’de somutlagir:
“Trajik diyalog diiellodaki demirin yerini sozlerin almasidir. Siddet ister fiziksel ister sozsel olsun trajik gerilim
degismez.” A.g.e., 61.

45  Tekand, Jo, 53.

46 A.ge.,57.
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Bu noktada oyunun birinci epizotunda koronun kendisini tanimlama bigimine kisaca
deginmek yerinde olacaktir: “Biz insaniz, felaketine aciriz ama lanetlerden korkariz.”*’ Halbuki,
oyun boyunca acidan ve korkudan arinma gergeklesir. Oyunun sonunda insanlik sahnede yalniz
kalmigtir. Zincir kopmustur. Boslugun ve karanligimn i¢inde kendi yolunu bulmak {izere onu
sisteme baglayan zincirlerinden kopmus halde mesale Prometheus tarafindan insanliga tekrar
devredilmistir. Insanlik ve 151k bas basa kalir; yeniden baslamak iizere...

Sonug¢

Io’nun, mitleri, kahramanlari, anti kahramanlari, aslinda insanligin iginde yasadigimiz
cagdas diinya diizeninin isleyigini miimkiin kilmak icin yarattig1 her seyi elestiren ve iistii
ortiilii siddeti agiga ¢ikaran metni ve sahnelemesi, asil degisimin radikal bir yiizlesme ve
sistemin dongiisiinden ¢ikisla gergeklesebilecegini soyler.

Burada sozii edilen sistemin —insanin diinyadaki var olus kosulunu belirleyen her seyin-
trajik dongiisiinii, glinah kecisi ve kurban olgulariyla iligkilendirerek, siddetin toplumlarin
var oluslarinin temelinde nasil bir tarihsel mekanizmayla ortaya ¢iktigini ve isledigini analiz
eden Girard’mn sundugu bakis agis1 fo’nun yapibozumuna ugratmay1 amagladigi meseleyi
aydnlatir. Girard, tarihi yazanlarin kiyimeir bakis agisinin agiga ¢iktigi anlatilar araciligiyla
gerceklesen kiyima isaret eder. fo, bakisimizi bu kiyima yéneltirken siddetin sadece gergeklesmis
kiyimin kendisinde degil, onun ¢arpitilmasinda, ayni zamanda unutulmasinda, hatirlandiginda
susulmasinda ve eylemsizlikte de var oldugunu ifade eder. Prometheus’un son epizotta, insanligi,
giicli ve sorumlulugu kendisinden daha yiiksek mertebede varliklara/kisilere/sistemlere teslim
etmekten ve kendini diinyanin sorumlulugunu almaktan muaf tutmak i¢in bu varliklary/kisileri/
sistemleri yaratmak yerine, kendi giiciinii ve iradesini sahiplenmeye davet ettigi agiktir.
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Much Ado About Nothing, | demonstrate that in allowing his fools to usurp
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spheres, Shakespeare exposes the folly within societal institutions. Though an
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of traditional licence extended to natural fools, | contend that such theatrical
depictions of folly opened the way for social commentary, parody and inversions
of hierarchies of power on the stage.
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Dog’s Day: Natural Folly and Subversion in Much Ado About Nothing

Paul’s letter to the Corinthians contains the somewhat ambiguous admonition, ‘but God
hath chosen the foolish things of the world to confound the wise; and God hath chosen the
weak things of the world to confound the things which are mighty.”' Shifts in perspective, such
as the Pauline God’s-eye view, immediately problematise definitions of folly, opening it to
multiple and at times abstruse meanings, even inverting previous understandings of what is
both foolish and wise. On the Shakespearean stage, the equivocality of folly serves to contrast
and disrupt established ideologies and philosophies — questioning, and revealing the flaws in
the protagonists’ reasoning and behaviour. The paradoxical combination of wisdom and folly,
alongside the traditional permissions extended to fools, opened up exciting possibilities to
the early modern playwright, allowing the creation of liminal characters that could transgress
the social boundaries of class and propriety, and in so doing, subvert the dominant societal
structure and its belief systems.

Shakespeare’s own stage fool, Robert Armin, published Nest of Ninnies, his personal study
of fools, in 1608. Subscribing to the description of a ‘fool’ being an individual who displays
any and all types of folly, Armin nevertheless clarified that there existed certain subgroups:

Naturall fooles are prone to selfe conceipt:
Fooles artificiall, with their wits lay wayte*

Describing two types of fool, Armin points firstly to those predisposed to folly by virtue
of social ignorance or want of intellect, and secondly to the pretenders, those deliberately
assuming the persona of the fool as a profession. This study will look at the former category,
the natural fool, and his place within society and on the stage.

Lloyd Duhaime’s online legal dictionary (2017) defines the ‘natural’ fool as ‘a Auman
being in form but destitute of reason from birth.”> As early as the fourteenth century, common
law decreed ‘natural’ fools, or ‘idiots’, to be those incapable of managing their own estate,
a responsibility that was transferred to the Crown until such time as any heirs were able to
reassume the family inheritance. Michel Foucault claimed that, with the disappearance of
leprosy throughout Europe in the late medieval period, ‘the values and images attached to
the figure of the leper’ that existed within the collective social consciousness were filled with
fools and madmen, who were often sent to the now empty lazar houses.* Idiots, and fools
were thus as much social constructs as mentally ill. Extending the same kind of paradoxical
‘unclean-yet-holy’ status of lepers, fools became a group set aside within society who, though

1 1 Corinthians 1.27

2 Robert Armin, Nest of Ninnies (London: T.E. for John Deane, 1608), 12.

3 Lloyd Duhaime, ‘Natural Fool’, in Duhaime s Law Dictionary, accessed 20 January 2021, http://www.duhaime.
org/LegalDictionary/N/NaturalFool.aspx

4 Michel Foucault, Madness and Civilization: A History of Insanity in the Age of Reason (Abingdon: Routledge,
2001), 4.
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falling short of the established functional requirements and standards of that society, were
nonetheless an integral part of its structure.

Robert Armin testified to a wide range of possible mental and psychological issues that
characterised the fools he studied. Many of these individuals, whose condition allowed them,
became fixtures in medieval and Tudor courts and households who used them as a source of
mirthful ridicule and entertainment. Suzannah Lipscomb asserts that ‘many — perhaps all — court
fools in the early Tudor period were “natural fools”, or what we today would characterise as
people with learning disabilities.”> To compensate for their intellectual lack, and inability to
fully comprehend where and when they transgressed social protocol and etiquette, a measure
of tolerance and licence was extended to natural fools.

What is immediately apparent from an examination of Shakespeare’s plays is that these
‘naturals’ are not standard stock characters stock for the writer — mental disability, and childish
ignorance alone would have limited the impact of the fool on stage to simple levity, crass
comic relief, or pitiful interlude.® Yet there was also an attractive element to natural folly - that
of the licence extended to such persons that effectively allowed them to move freely across
social hierarchies and, in the process, broach controversial or sensitive issues. This presents an
important counter-balance to conventional power structures. Foucault speaks of the presence of
resistance wherever there is power. The natural fool is one such example of resistance, though
unwitting or innocent, as in the allowance of transgressive action, albeit within certain social
constraints, such licenced actions generate new power dynamics and test the boundaries of
acceptable behaviour.

The solution of how to utilise the unique licence extended to natural fools on the stage came
with the role of the clown. David Wiles takes pains to establish the identity of the Elizabethan
stage clown, a term that is used interchangeably with ‘fool’ in stage directions throughout
Shakespeare’s texts.” As with the natural fool, the clown is a social construct that absorbed
some of the traits of the natural fool — they were rustics, mechanicals, persons of low class and
meagre education whose folly became apparent when contrasted with the intellect and wisdom

5 Suzannah Lipscomb, ‘All the King’s Fools’, in History Today 61/8 (August 2011), accessed 20 January 2021,
http://www.historytoday.com/suzannah-lipscomb/all-king’s-fools

6  Itis worthwhile to note that ‘madness’ is a different condition to folly, though there is a fine line between the two.
Ferdinand’s /ycanthropia in The Duchess of Malfi, Lady Macbeth’s compulsion neurosis and somnambulism,
and Ophelia’s mental and emotional breakdown are conditions that reveal themselves as the psychological
ramifications of trauma, guilt, or sustained inhuman behaviour. Shakespeare himself acknowledges the difference
when Feste describes the stages of drunkenness: ‘one draught above heat makes him a fool, the second mads
him, and a third drowns him’ (Twelfth Night, 1.5.126-8) N.B all references to Shakespeare’s plays are taken
from The Oxford Shakespeare: The Complete Works, eds., Stanley Wells and Garry Taylor (New York: Oxford
University Press, 2005).

7  David Wiles, Shakespeare’s Clown: Actor and Text in the Elizabethan Playhouse (Cambridge: Cambridge
University Press, 1987), 61.
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of their social betters. Deficiency does not constitute simply mental or physical abnormality;
rather it can be extended to include incomprehension or inadequacy successfully to engage in
proper social function according to the higher learning of the day. Thus Bottom (the weaver)
and Dogberry (constable of the night’s watchmen) successfully hold positions within their
communities yet are shown to be naturally foolish both in their office and in interacting with
those in higher social stations.

Until Tudor times comic contrasts and subversive themes had been represented by the Vice.
Much has already been written about the Vice, the classical and medieval theatrical role that
served as a diabolical messenger, the means by which the chief character could be swayed to
take darker, fleshlier actions. Authorised to ‘break the rules for morally edifying purposes’;
the Vice became the sanctioned means to represent transgressive behaviour on the stage.® The
Vice often portrayed a darkly amusing role that, by Tudor times, was translated in theatre as the
clown or fool. Wiles notes that while ‘the Vice exists in a moral/philosophical dimension, the
clown exists in a social dimension.”® Shakespeare’s fools are indeed more villein than villain,
more rustic than ruffian. Though Wiles’ observation is apt in situating stage clowns firmly
within a social setting, this should not be seen as precluding the fool from impacting on moral
or philosophical dramatic content. As shall be demonstrated, the ignorance and intellectual lack
displayed by Dogberry underscores important social issues and moral flaws in his immediate
community that can be extended to the world beyond the theatre.

Dogberry first appears at the culmination of Don John’s plot to spoil the marriage of
Claudio and Hero. The employment of folly to counterbalance tragedy would seem to be
part of Shakespeare’s structural formulae in developing the plot. In Hamlet the clownish
gravediggers appear after Ophelia’s death; the porter’s bawdy jests follow the murder of
Duncan in Macbeth; in Othello the clown shadows lago’s revelation of his sinister plots;
the court clown who delivers the basket containing Cleopatra’s demise makes sport with the
sexual innuendo in death-by-worm; and Lear’s Fool constantly juxtaposes humour with the
endless tragedy unfolding around him. This use of folly has led certain critics such as Richard
Levin to describe humour as ‘an emotional vacation from the more serious business of the
main action’.'"* However, it would be a mistake to dismiss the appearance of Dogberry as mere
comic relief at a time the plot has turned darkest. To do so would devalue the position of the
clownish constable to simple caricature rather than as a means to expose the egoism and folly
of the nobles into whose company he is thrust and as a crude deus ex machina who uncovers
the truth of the schemes against Hero.

8  Robert Hornback, The English Clown Tradition from the Middle Ages to Shakespeare (Cambridge: D. S. Brewer,
2009), 18.
Wiles, Shakespeare'’s Clown: Actor and Text in the Elizabethan Playhouse, 23.

10 Richard Levin, The Multiple Plot in English Renaissance Drama (Chicago: University of Chicago Press, 1971),
142.
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Shakespeare’s foregrounding of the comical Night-Watchman begins with the nuanced
meaning in his very name. Dogberry’s name does not bear the Italianesque inflection of the
play’s upper-class cast. ‘Dog’, a lowly domestic animal often used in the pejorative sense!!, and
‘berry’, a colloquial term for a fart'?, compound to create a comical English name that befits the
rustic clown in his subservient role trudging the streets as a humble plod." Yet his name is not
the only one within the dramatis personae that references the animal kingdom. Shakespeare
lifts the character of Lionato de’Lionati, a poor gentleman of Messina, from Matteo Bandello’s
Novella (1554) and elevates him to Leonato, Governor of Messina.'* Both dog and lion hold
public office — Leonato bearing the highest office the city has to offer and Dogberry bearing
one of the lowliest. The parallels between the fool and the nobleman, servile cur and apex
predator, are too striking to have such chance nomenclature and set the stage for a series of
telling parallels that potentially invert their positions both officially and as fool and wise man.

What is immediately apparent in comparing the language and manner of speech employed
by the Governor and the Constable is their tendency toward using aphorisms. When the play
opens with news of Don Pedro’s imminent arrival, Leonato punctuates his conversation
with adages such as ‘a victory is twice itself when the achiever brings home full numbers,’
(Much Ado About Nothing 1.1.8-9) and ‘how much better is it to weep at joy than to joy at
weeping!’ (1.1.27-8)." When we first meet Dogberry he attempts to mimic the axioms of his
betters: ‘7o be a well-favor’d man is the gift of fortune, but to write and read comes by nature’
(3.3.13-5), and to Leonato: ‘When the age is in, the wit is out’ (3.5.33) That Leonato finds
his comic shadow ‘tedious’ (3.5.17) effectively solicits a condemnatory self-commentary,
drawing attention not only to his impatience and ignorance, but that of others in high office.
As William Hazlitt observes:

Dogberry and Verges in this play are inimitable specimens of quaint blundering and misprisions
of meaning; and are a standing record of that formal gravity of pretension and total want of
common understanding, which Shakespeare no doubt copied from real life.'®

11 Shakespeare makes frequent references to dogs; not always derogatory. However, Shylock resents being called
‘dog’ (The Merchant of Venice, 3.3.6), and Othello describes a ‘malignant Turk’ as a ‘circumcised dog’ (Othello,
5.2.364).

12 Peter J. Smith, Between Two Stools: Scatology and its Representations in English Literature, Chaucer to Swift
(Manchester: Manchester University Press, 2012), 67.

13 OED, http://www.oed.com/view/Entry/17975%rskey=rXtwxE&result=4#eid accessed 20 January 2021. Kenneth
Branagh’s production of Much Ado About Nothing (1993) makes inadvertent reference to the bawdier translation
of Dogberry’s name, punctuating his homily to the nights watch with flatulence and having Verges and Dogberry
repeatedly pursued by barking dogs. Much Ado About Nothing, dir. Kenneth Branagh (BBC Films, 1993), [on
DVD].

14  Geoffrey Bullough, Narrative and Dramatic Sources of Shakespeare (London: Routledge and Kegan Paul,
1958), 64-5.

15  William Shakespeare, The Oxford Shakespeare: The Complete Works, Ed. Stanley Wells and Garry Taylor (New
York: Oxford University Press, 2005).

16  William Hazlitt, Characters of Shakespeare’s Plays (London: Oxford University Press, 1970), 239.
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Dogberry’s whining obsequiousness and attempts at grandiose speech smack of the jester’s
role at the feet of the master he parodies. Yet Hazlitt fails to note that fools in high office
are not a recent phenomenon. In fact, Dogberry serves as the yardstick by which Leonato
reveals his own folly, a self-importance that overlooks the very issues that will bring about
great personal tragedy. Erasmus identified this particular type of fool in his seminal work,
The Praise of Folly (1509):

The lot of princes brings with it a host of things which tend to lead them from righteousness,
such as...adulation, and excess, so that he must endeavour more earnestly and watch more
vigilantly lest, beguiled by these, he fail of his duty."

His wisdom blunted by his self-importance, extending a measure of courteous condescension
to those incapable of furthering his position, Leonato is turned fool by nature of his office.
Though perhaps not worthy of the heavy censure Erasmus heaps on those who have ‘played
the part of the sovereign’, and yet are ‘ignorant of the laws, almost an enemy of the public
welfare, intent upon private gain,” and ‘measuring all things by his own desire and profit’, he is
still negligent in his office.'® Dogberry parodies Leonato’s dereliction of duty in his ridiculous
commands to his fellow constabulary. Reasoning that a ‘most quiet watchmen’ (3.3.38) is one
who ‘makes no noise in the streets’ (3.3.33), he justifies sleeping on the job whilst simultaneously
failing to apprehend treason, drunkenness, and thievery. It is sheer blind fortune that delivers
Borachio and Conrad into Dogberry’s fumbling hands, and Leonato’s blindness to his inferiors
that prevents him comprehending the significance of the arrests, enabling the hapless constable
to conduct the trial. In so doing Shakespeare subverts the natural order, allowing the fool to
slip between roles and accomplish what his betters could not.

However, this is by no means the only manner in which Dogberry’s natural folly transgresses
societal structure. Language is itself thrall to the hapless constable as his peculiar idiolect
constantly twists and corrupts meaning. Malapropism becomes a linguistic weapon that
severs intent from interpretation, effectively confounding communication. In her essay on
the meaning of the malaprop, Marga Reimer provides three options of meaning: the intent
of the speaker or ‘first meaning’; the actual meaning of the words ‘relativised to the context
of utterance’; and lastly, that there is no semantic content at all.” I would propose a fourth
option, one that takes into consideration Shakespeare’s careful crafting of dogberryisms that
betrays a deliberate doubling of meaning. Consider Dogberry’s attempts to inform Leonato
of the apprehension of Borachio and Conrad. ‘Our watch, sir, have indeed comprehended two
auspicious persons’ (3.5.43-4). Clearly, ‘comprehended’ and ‘auspicious’ should rather have
been ‘apprehended’, and ‘suspicious’, no doubt the intended ‘first meaning’. Leonato quickly

17 Desiderius Erasmus, The Praise of Folly, trans. Hoyt Hopewell Hudson (New York: Random House, 1941), 94.
18  Ibid., 95.
19  Marga Reimer, ‘What Malapropisms Mean: A Reply to Donald Davidson’, Erkenntnis 60 (2004), 319.
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discerns the import of the clownish night watchman’s speech. However, a literal interpretation
of the line would have given a secondary, and more truthful meaning: that of comprehension
of the propitious nature of the arrests — something Leonato fails to do at great personal cost.
Hence, to ignore all possibilities of meaning in favour of a perceived first meaning detracts from
the artifice of dissident semantics. The pun and the double-entendre are linguistic devices used
extensively by Shakespeare’s more intelligent characters as a conscious method of subverting
and destabilising meaning. Yet the malapropism is here used to the same end, unconsciously
and dexterously wielded by a natural fool, as the weapon to destroy intended implication and
provide alternate, even conflicting, meanings. Ironically, Dogberry lists the faults of Borachio
and Conrad as offences of speech - telling ‘untruths’ and giving ‘false report’ (5.1.208-9).
Yet it is Dogberry who unwittingly commits arguably the greatest corruption of speech in the
entire Shakespearean cannon, consistently misusing and misapplying aphorisms.

However, it is not just Leonato that Dogberry undermines. Dogberry’s malapropisms also
serve as a means to critique the Church as the fool apes the manner in which Puritan preachers
addressed their congregations. By the 1590s a popular form of clown emerged that satirised the
ignorant Puritan zealot. Robert Hornback notes that discrediting opposing religious views was
often achieved by associating one’s opponents with laughable ignorance, and that one of the
ways this was achieved on the stage was through ‘rusticity, misspeaking, and inane logic.”*
Yet Hornback neglects to link Dogberry with the Puritan clown tradition, despite the clown’s
open display of the signs. Commending their fellow watchmen to acts as befit their office,
both Dogberry and Verges admonish their colleagues to ‘give God thanks’, a moral caveat that
repeatedly punctuates their speech. The Puritan ideals of favouring faith over earthly wisdom
and learning is echoed in Dogberry’s admonition to the watchman possessed of a measure of
education. Abruptly cutting off what, in his opinion, amounts to a boast by George Seacoal,
the pious constable pontificates:

Well, for your favour give God thanks, and make no boast of it. And for your writing and
reading, let that appear when there is no need of such vanity. (3.3.17-20)

The clown’s warning against the ‘vanity’ of letters and language, the basic building blocks
of learning, makes sport of pious Puritan preachers for whom such skills should only be
employed to read the Bible and glorify God. Yet for all Dogberry’s divine reverence, his lack
of letters serves to make him a laughing stock as he repeatedly twists meaning. Once again,
it is with heavy irony that Shakespeare endows the simple fool with the ideals of Protestant
reformers, whose language shunned ‘ambiguity, deceptiveness, or absence of meanings’,
whilst bestowing him with the most ‘playful’ language in the entire play.?! The trial scene sees

20 Hornback, The English Clown Tradition from the Middle Ages to Shakespeare, 102.
21  Alan Somerset, ‘Damnable Deconstructions: Vice Language in the Interlude’, Comparative Drama 31/ 4 (1997),
575.

Tiyatro Elestirmenligi ve Dramaturji B8limu Dergisi 32, (2021) 121



Dog’s Day: Natural Folly and Subversion in Much Ado About Nothing

Dogberry assail Borachio with a cryptic pseudo-religious aphorism, declaring: ‘O villain! Thou
wilt be condemned into everlasting redemption for this’(4.2.54-5). This damnation bears all the
hallmarks of Puritan homiletics, a strain of grandiose sermonising with which Shakespeare’s
audience would no doubt be familiar, and that Dogberry assumes fits with his newly acquired
privileges of office. Yet, as John Allen notes, ‘being condemned into redemption is not actually
nonsense at all, but is a familiar Christian paradox.”® Don John’s condemned lackey gives
us every indication he is truly contrite, going on to offer the only heartfelt apology in the
entire play. If we are to understand the Christian concepts of forgiveness and absolution then
everlasting redemption is indeed what awaits Borachio.

Though Dogberry is a native of Sicily, his function, including his peculiar syntax and
language, was a reminder of the very real presence of the London night watchmen. With
English names like Seacole, Verges, and Oatcake, a contemporary audience could not fail but
draw comparisons to the constabulary at large on the streets outside the Globe. Duncan Salkeld
notes that the Watch had a reputation for ‘low-level ineptitude’, evidenced by the Mayor and
aldermen issuing an order in 1602 for a thorough revision of practice and procedure.* Salkeld
even finds substantiation in documents that reveal a comical substitution of similar sounding
words not unlike the malapropisms with which Dogberry peppers his speech. Substituting
‘desertless’ for ‘deserving’ (3.3.8), and ‘senseless’ for ‘sensible’ (3.3.21), Dogberry not only
echoes public sentiment towards the Watch but also uses the very same language misappropriated
and misapplied by London’s contemporary night watchmen.?* Much Ado About Nothing is not
the only play of the period to pick up on the verbal follies of those in low public office. The
anonymous author of Thomas of Woodstock (1591) makes sport by means of Nimble, servant
to the Chief Justice who confuses ‘whispering’ traitors with ‘whistling’ traitors (3.3.228-30)
and arrests several men on the wrong charge; and Master Ignorance the Bailey (Bailiff) uses
the word ‘pestiferous’ ten times in one act to describe everything from demanding colleagues,
obliging relatives, heinous wrongdoers, confused clergymen, tax evaders, cooperative do-
gooders, and worthy constables.?

The detail with which Much Ado’s clownish constable is painted speaks of the writer’s
familiarity with the local constabulary, a detail that is more than caricature but reveals a keen
observation of actual persons and events. Such speech betrays an inherent vanity in those
raised from a low position into one of public office. The impression Shakespeare gives is that

22 John A. Allen, ‘Dogberry’, Shakespeare Quarterly 24/1 (1973), 37.

23 Duncan Salkeld, ‘Letting wonder seem familiar: Italy and London in Much Ado About Nothing’, in Much Ado
About Nothing: A Critical Reader, Eds. Deborah Cartmell and Peter J. Smith (London: Bloomsbury Arden,
2018), 100-101.

24  Salkeld notes an instance of comical malapropism in the records of the London aldermen that stipulates suspect
persons must ‘remain until the Lord Mayor be certified of their names and several offences’. London Metropolitan
Archives, Repertories of the Court of Aldermen, Rep 21, 31¥(19 February 1584).

25 Thomas of Woodstock The Complete Readings of William Shakespeare, Ed. Justin Alexander, accessed 20 January
2021, http://www.thealexandrian.net/creations/shakespeare/Richard2-Woodstock-ASR-Script.pdf.
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rubbing shoulders with more educated men, combined with a modicum of power, seems to
instigate the use of language ill-fitted to their humble origins and station, like a child wearing
grown-up clothes. Dogberry thus represents a satire of the London Watch, replete with ludicrous
oral bungling.

However, it is not just the contemporary London Watch that is being undermined in
Shakespeare’s play. Subversion runs deeper, extending its gaze to those responsible for the
appointment of incompetent minor officials. Just as Leonato stood at the apex of the pyramid
of power the lowly dogs at the base reflect on his authority and ability. Thus, the foolish clown
unwittingly appointed to officiate in the apprehension of a Prince’s plot suggests that the upper
classes and those in high office were either unaware of, or deliberately overlooked, the full
extent of the misconduct. Systems of governance and their efficacy come into question as
fools do the bidding of the blind.

Yet every dog has his day, and the clownish constable is more than simply a burlesque
bobby. Aside from bringing the plot against Hero to light he is responsible for parodying the
civic powers, mocking the church, and destabilising language. Shakespeare privileges the
most inept and lowly of officials with the power of folly — a licence to bungle, to blunder,
unwittingly to uncover the plots of his betters and comically expose the flaws in their natures
and in the hierarchies of power. The responsibility resting on the shoulders of this simple fool
is immense — he stands at the pinnacle of Pauline and Erasmian fools, laying bare the foolish
things in the world he missteps his way through.

Shakespeare’s natural fools, clowns, rustics, and buffoons provide far more than light comic
relief. In allowing his fools to usurp their position of clownish caricature, to move outside of
their normal social spheres, Shakespeare exposes the folly within societal institutions. The
traditional licence extended to natural fools opened avenues of social commentary, parody, and
inversions of hierarchies of power on the stage. Religious ideologies, languages and meaning,
patriarchal norms, social conventions; nothing is beyond the reach of the natural fool who
unconsciously inverts and subverts such structures.
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Bu calisma Bilgi Sosyologu olan Peter L. Berger ve Thomas Luckmann’in
gercekligin sosyal insasi kuramindan yola ¢ikarak Memet Baydur'un 1992
yilinda yazdigi Sevgi Ayaklari adli oyununu egemen glglerin hegemonik
oldugu toplumsal gercekligi i¢sellestiren bireylerin kendi Urettikleri gerceklige
yabancilasmasi baglaminda incelemeyi amaglamaktadir. Bu anlamda 12 Eyliil
1980 Askeri Darbesinin baski ve siddetle kurguladig siyasal, ekonomik ve kdiltiirel
gerceklikleriniigsellestiren bireylerinin kendilerine ve topluma yabancilasmasi,
toplumsal gerceklik tizerinde hegemonik olan egemen gliciin kolektif bellegi
hedef alarak gergeklik zeminini bozmasi yéniinden ele alinacaktir. Ayrica 12
Eylil'tin ideolojik ve baski aygitlari araciligiyla uysal 6zne insa etme siirecinde
bireyin 6znel gercekliklerini ve normlarini degistirmesi, Michel Foucault’'un
disiplinci iktidar kavramiyla birlikte degerlendirilecektir.

Anahtar Kelimeler: 12 Eyliil, Toplumsal Gerceklik, Uysal Ozne, Yabancilasma,
Kolektif Bellek

ABSTRACT

This study analyses Sevgi Ayaklari, a 1992 play written by Memet Baydur, within
the framework of individual alienation and the internalization of social reality
prevailed upon by dominant powers. The analysis also draws from sociologists
Peter L. Berger and Thomas Luckmann’s theory of social construction of reality.
In this regard, the fact that individuals, who have internalized cultural, economic
and political realities constructed by the September 12th, 1980 coup d'état
through oppression and violence, have become self-alienated from the society
is dealt with by considering the breakdown of reality by the dominant powers
reigning over social reality, aiming at collective memory. Furthermore, the
1980 coup’s altering individuals’ subjective realities and norms while creating
docile subjects through ideological and oppression apparatus is evaluated
using Michel Foucault’s concept of “disciplinary power”.

Keywords: September 12, Social Reality, Docile Subject, Alienation, Collective
Memory
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EXTENDED ABSTRACT

In their theory on the social construction of reality, the sociologists Peter L. Berger and
Thomas Luckmann state that objective reality is a man-made product. Through reification,
humans have internalized it as a heavenly product that has emerged without their interference.
The contradiction of experiencing this world as something other than man-made while being
capable of creating it corresponds to the reification of reality or its reflection as alienated.
However, the intervention of the dominant power to form or manipulate perceptions of reality
by attributing meanings to ideas, notions and actions indicates that social reality has not been
constructed or generated by supernatural powers as natural laws are, out of the blue, on their
own. On the contrary, it showcases that reality is open to manipulation and fictional because
it is a result of the dominant power or view. Thus, the 1980 military coup d’état can be said to
be an initiative to create a new social reality that was compatible with the interests of dominant
powers, altering the existing reality via the government apparatus of oppression and ideology.

Following the 1980 coup, the social reality was reconstructed per the requirements of neo-
liberal economic policies, which included consumption, egocentrism, image, docility and other
identities appropriated by the dominant ideology. Masses that produced social practice, such as
foundations, organisations, associations, unions, political parties, higher education institutions,
and media outlets, were prevented from congregating through depoliticisation and the way for
the establishment and adoption of dominant ideology was laid open. The individual producing
the former regime’s discourse became insignificant, neutralized, marginalized, and ostracized.

In Michel Foucault’s “disciplinary power,” the individual disciplines themselves through a
self-evaluation that employs the norms of the power. In disciplinary power, individuals turn into
the desired docile subjects by learning and internalizing the hierarchy, discourses of truth, norms,
differences, and comparisons that are produced for them. Individuals internalize what is good,
bad, true, wrong, desirable, and undesirable; who is persona grata; and who is a traitor for the
regime via the control mechanisms imprinted in them through institutions such as prisons, courts
and schools. This type of power is closely related to the 1980 coup that turned organizations,
masses and individuals held responsible for chaos, violence, instability, and defiance against
reigning power into docile and apolitical subjects. The optimal subject internalizes the realities
of the new order, with their conscience monitored through the government apparatus of
oppression and ideology.

Memet Baydur began writing plays in the early 1980s. He produced plays that showcased
the 1980 regime, which masked the interests of dominant powers and built a new social reality
to construct an identity compatible with those interests. As a witness to the 1980 military
intervention, Baydur aimed to demonstrate physical and mental devastation of a society that lost
its grounding in reality, by addressing the predicaments, strangeness, lack of communication, and
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alienation of the individual whom the 1980 coup not only alienated, silenced, and suppressed
but also diminished and made unworthy. In Sevgi Ayaklari, Baydur scrutinizes the new world
order as exemplified by an urban middle class consumed by egocentrism, materialism, and
greed. He displays the contradictions of the disciplined individual, questions their cliché
values and exposes their highbrow standing as banal and insensitive, ultimately criticizing
the social reality the 1980 coup regime strived to construct. This study aims to demonstrate
that the 1980 coup, having imprinted the disciplinary power in the individual and disrupted
their perception of reality, is a project of constructing an identity that is compatible with the
interests of the reigning powers over society through a play dealing with post-1980 individuals
who are criticized for their lack of identity and memory.
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Giris

Peter L. Berger ve Thomas Luckmann gercekligin sosyal ingas1 kuraminda “sosyal diizenin
insani bir tiretim oldugu, onun insanin digsallagmast esnasinda iiretildigi ve insanin iirettigi bu
gergekligi kendisinin disinda bir sey gibi goriip i¢sellestirdigini”' savunmustur. Onlara gore,
sosyal diizen seylerin dogasinin bir pargast degildir, insan faaliyetinin tirtiniidiir. Yani doga
yasalartyla iiretilmeyen gercekligin, doga yasasi ya da insan-iistii tiretim olarak goriilmesi
“gercekligin seylesmesiyle”? ilgilidir. Insanin bu diinyay: {iretmeye muktedir olup, sonradan
onu insani bir iiriinden baska bir sey olarak tecriibe etmesindeki ¢eligki de gercekligin bilince
seyleserek veya yabancilagsmis halde yansimasina tekabiil eder. Fakat topluma egemen olan
giiclin, gergeklik algilamalarini yapilandirmaya ya da diisiincelere, olgulara, eylemlere anlam
ylkleyerek algilanis bicimlerini degistirmeye yonelik miidahaleleri, toplumsal gercekligin
doga yasas1 gibi kendiliginden veya doga-iistii giigler tarafindan olugturulmadigini, bilakis bu
gergekligin egemen gii¢ ya da ideolojilerin etkisiyle manipiilasyona ag¢ik ve kurgu oldugunu
gosterir. Berger ve Luckmann’in, “belirli bir gerceklik tanimi somut bir iktidar ¢ikarina
eklemlenmeye basladiginda bunu ideoloji olarak adlandirmak miimkiin olur’ seklindeki
ifadesi de ideolojinin egemen giiciin ¢ikarina uygun anlami iireten yapi olduguna isaret eder.

Bu anlamda 12 Eyliil 1980 Askeri Darbesi’nin devletin bask1 ve ideolojik aygitlari araciligiyla
var olan toplumsal gercekligi degistirerek, egemen giiclerin ¢gikarlarina uygun yeni bir toplumsal
gerceklik ve kimlik inga etme girisimi oldugu sdylenebilir. Murat Belge, buna neden ihtiyag
duyuldugunu su sekilde agiklamaktadir:

12 Eyliil temelde yurttasa devletini hatirlatmak, bu yoldan haddini bildirmek girisimiydi.
Yurttaslar sinif, mezhep, inang ve etnik kéken farklarimin fazlasiyla etkisine girmisler,
Tiirkiye Cumhuriyeti devletinin ideal uyruklarina yakisan renksiz, kokusuz, késesiz, uysal
yaratiklar olmaktan ¢ikma belirtileri gostermeye baslamislardi. Bu duruma derhal son
vermek gerekiyordu.*

Devletin toplumsal gergeklik tizerinde hegemonya kuramadigi 12 Eyliil 6ncesinde birey,
dinamik, orgiitlii, sorgulayan, iizerinde denetim kurulamayan ve son derece politik olan bir
Ozneye doniismistiir. 12 Eyliil’iin gérevi bu bireyi devlete itaat eden 6zneye doniistiirmektir. Bu
dogrultuda 1982 Anayasasi ile 6zellikle bireyin temel hak ve 6zgiirliiklerine kisitlama getirilmis,
orgiitlerde, derneklerde, kurumlarda, vakiflarda, toplantilarda, gosterilerde, yiirtiytlislerde,
grevlerde bir araya gelmesi yasaklanmis, siyasi partilerle temsil bagi koparilmistir. Mevcut
diizen ise neo-liberal politikalara gore, tikketim olgusuna gore, benmerkezcilige gore, imaja

1 Peter L. Berger, Thomas Luckmann, Ger¢ekligin Sosyal Insast : Bir Bilgi Sosyolojisi Incelemesi, ¢ev. Vefa
Saygin Ogiitle (Istanbul: Paradigma Yayinlar1, 2008), 79.

2 Age., 131

A.ge., 178.

4 Murat Belge, 12 Yil Sonra 12 Eyliil (Istanbul: Birikim Yaynlari, 2000), 43.
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gore, uysal 6znelere gore ve egemen ideolojinin diline terciime ederek iginde erittigi Steki
kimliklere gore yeniden kurgulanmistir.

Dé&nemin tiyatro yazinina baktigimizda ise 1980 dncesinin kitleleri pesinden siiriikleyecek
olaylarinin ve kisilerinin gézden diistiigii, toplumsal gergeklikten uzak, giindelik gergekliklerin
aktarilamadig1, soyut, yabancilasmis, bireysellesmis, yalnizlagmisg, bencillesmis 6znelerin
hikayelerini konu edinerek bir i¢e kapanma donemi yasandig1 ve bu elestirilerin dayanagi olan
12 Eyliil darbesinin uyguladigi baski, sansiir ve siddetin toplumsal olani her seyiyle anlatmaya
imkan tanimadig1 dolayisiyla toplumsal ger¢ekligin anlatilamadigi ve bundan dolayi da farkl
anlatim yollarina bagvuruldugu yoniinde yapilmis genel bir tespit vardir. Bunlardan birisi olan
Miizeyyen Buttanr1 donemin tiyatrosuyla ilgili su degerlendirmeyi yapmistir:

1980°li 1990’1 yllarda tiyatromuzda durgunluk gériiliiv. Sansiirlii yillardw: Miizikli hafif
oyunlar sahneye konur. Seyircinin tercihi de kendisini giildiirecek oyunlardir. Bu yillarda
yeni oyun yazarlarimiz pek yetismez. Siyasi ortam, yasaklar, pek ¢ok oyunun yazilmasina,
oynanmasina, tartistimasina firsat vermemistir....>

Bu degerlendirmeden de anlasilacag iizere depolitizasyon kosullarinda 12 Eylil’iin
kurguladigi gergekleri dogrudan oyunlara yansitmak zordur. Yazarlar darbe iktidarinin hismina
ugramamak i¢in ya basit giildiiriilerle giiniinii kurtarmis ya da bu gergekleri dil oyunlarina,
postmodern anlat1 tekniklerine, gondermelere, soyutlamalara bagvurarak dile getirmek zorunda
kalmstur.

Yazarlik hayatina 80’li yillarda baslayan Memet Baydur, yeni diizen elestirisini dolayl
yollara basvurarak yapan yazarlarimizdandir. 12 Eyliil’e taniklik etmis bir yazar olarak 12
Eyliil’iin susturdugu, sindirdigi, degersizlestirdigi, siradanlastirdigi ve yalnizlastirdigi bireyinin
acmazlarini, tuhafliklarini, iletisimsizligini, yabancilagsmasini ele alarak gerceklik zeminini
kaybeden toplumun zihinsel ve bedensel tahribatin1 gostermeye ¢alismistir. Aysegiil Yiiksel,
Baydur’un oyunlarinda ele aldigi bireyleri, “72 Eyliil 'tin, toplumu sindirme, eylemsizlestirme
yolunda kazandigi psikolojik basarinn iirtinleri” olarak tanimlamustir. Baydur Sevgi Ayaklar:
adl1 oyununda, tiiketim kosullarina ve benmerkezcilige gore dizayn edilmis diizende kentli,
orta sinif kimliklerini mercek altina alarak, disipline edilmis bireyin geliskilerini gostererek,
kaliplasmis deger yargilarini sorgulayarak, duyarsizlasmis ve siradanlasmis aydin konumunu
ifsa ederek 12 Eyliil’lin inga etmeye ¢alistig1 6znelik konumlarini elestirmistir. Bu ¢aligmanin
temel amaci ise, 80 sonrasinin kimliksiz ve belleksiz olmakla elestirilen bireylerini ele alan
bu oyun iizerinden, disiplin iktidarini bireyin icine yerlestiren ve gerceklik algilarini bozan
12 Eylil’iin aslinda topluma egemen olan giiglerin ¢ikarlarina uygun bir kimlik insa etme
projesi oldugunu gostermektir.

5 Miizeyyen Buttanri, “Cumhuriyet Devri Tiirk Tiyatrosunda Bati Etkisi”, Turkish Studies, Language and Literature
5/2(2010), 69.
6  Aysegiil Yiiksel, Cagdas Tiirk Tiyatrosundan On Yazar (istanbul: Mitos-Boyut Yayinlari, 1997), 134.
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I. Eve Donen Yabancilar

Sevgi Ayaklart, iki erkegin ayni binada ¢alistiklart iki kadinla disarida bir yemek yiyip
geceyi seyahate ¢ikan bir arkadaslarinin evinde gegirmelerini konu edinen goriiniirde bir
“zamparalik” hikayesidir. Baydur’un amaci bu goriiniirde zamparalik hikayesi tizerinden 12
Eylil’tin muhalifleri nasil uysallastirdigini ve yabancilastirdigini gostermektir. Toplumsal
gergekligin 12 Eyliil 6ncesi ve sonrasindaki degisimi, bu iki eski devrimcinin kimlikleriyle
ve gecmisleriyle yiizlesmelerinde goriiniir kilmur.

Biri otuz bes digeri kirk yaslarinda olan iki eski arkadas Tarik ve Tugrul, biri yirmi bes
digeri otuz yaslarinda olan Sule ve Ayla ile bir y1l ayni binada ¢aligmalarina ragmen birbirlerini
tanimazlar. Tarik ve Tugrul, 12 Eyliil doneminde muhalif kimliklerinden dolay1 hapiste kalmustir.
Belli ki hapisten ¢ikip normal hayata dondiiklerinde onlar artik birer yabanci olmustur. Goriip
konusmadiklari, sadece uzaktan baktiklar1 Ayla ve Sule’yi bir yilin sonunda bir gece birlikte
vakit gecirmek icin bara davet etmislerdir. “Dort arkadas” geceyi seyahate ¢ikan ve ¢igekleri
sulamak {izere evinin anahtarini Tarik ‘a birakan bir arkadasinin evinde gegirmislerdir. Tarik ve
Tugrul i¢in, bir gece kizlarla beraber vakit gecirmek, yitirdikleri gegmisleri ve yabancilastiklari
kimlikleri ile yiizlesmekle sonuglanmustir. ki erkek ertesi sabah bir gecelik iliskilerinin,
goriinlirdeki zamparaliklarinin “agka doniismesiyle” giine uyanmistir. Bu “ask™ hikayesi, 12
Eylil’iin disipline ettigi devrimcilere bictigi roldiir aslinda. Nihayetinde zamparalik ya da
ask hikayesi devrimciler i¢in olagan bir sey degildir. Yeni diizen, politika, dayanisma, emek
disinda her seydir. iki farkli toplumsal gergekligi anlatmak igin ironiye basvuran Baydur’un
bize o gece gosterdigi sey, yeni toplumsal gercekligin varliginin sol kimligin ya da muhaliflerin
yoklugu iizerine kurulu oldugudur.

Yazar daha ilk diyaloglarda 12 Eyliil diizeninin nasil kimlik istedigine yer vererek ¢atisma
kuracagi1 zemini yaratir. Darbe dncesi kimlik, darbe sonrasi kimlik. Dort arkadas barda bir seyler
ictikten sonra eve geldiklerinde Sule gittikleri barin giiriiltiisiinden sikayet eder. Belli ki bar ve
icindeki konugmalar kadinlarin ilgisini cekmemis, hatta konusmalar ona giiriiltii gibi gelmistir.

SULE- Ne kadar giiriiltiiliiydii bu aksam gittigimiz bar.

TARIK- Pes. Yapmaywn n’olur! Biz oray: sessiz sakin buluruz hep.

SULE- Siz?

TARIK- Canim mimarlar, sosyal bilimciler, bir iki doktor, bir iki ressam arkadas tiyemiz de
var. Caz dinleyelim, sinema, tiyatro, Asya, Avrupa, cinsellik ve spor konusalim diye agilmig
bir lokal oras:.

SULE- Cok giiriiltiiliiydii.

TARIK- Bize sessiz bile geliyor.”

7 Memet Baydur, Tivatro Oyunlart Sevgi Ayaklar: (Istanbul: Tletisim Yayinlari, 2016), 557.
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Tarik’in gittikleri yerin lokal oldugunu sdylemesi, oraya kimlerin gittigi ve orada ne
konusulduguna dair sdzleri aslinda yeni diizenin kurguladigi kurumlara ve kimliklere bakisinin
bir gostergesidir. Lokal, bar, cafe yeni diizenin mekanlaridir; doktor, mimar, ressam gibi
aydin kesimi temsil eden kisiler de bu mekanlarin miidavimleridir. Bu kesimden topluma
onderlik eden, sorumluluk alan konumlarindan vazgegerek kendi bireysel ilgi alanlarina
yonelmesi istenmistir. Yazarin Tarik’ i s6zlerinde olumladigi seyler aslinda baska tiirlii sdyleyip
elestiremedigi seylerdir. 12 Eyliil’iin yeni gerceklik insa etmek i¢in toplumu cezalandirmasi
ve kolektif bellegi silmesi karsisinda entelektiieller, diisiinme bigimlerini degistirerek, kendi
oznelliklerini kesfederek, bencilleserek, bireyselleserek, pasif ve kayitsiz kalarak, tanik olup
olmamis gibi yaparak kendi iizerlerine diisen gorevi yerine getirememislerdir. Ki iktidarin
istedigi budur. Entelektiiellerin bu tavirlarinin nedeni depolitizasyon kosullari olsa da donemin
tiiketim kiilttirintin, teknolojik gelismelerinin ve ekonomi politikalarinin da bu tavirda etkisi
biiyiiktiir. Murat Belge 6znelliklerin 6ne ¢iktigi 1980 sonrast doneme Bati’nin ¢oktan bir isim
verdiginden bahseder.

Bati’da iginde bulundugumuz bu doneme bir ad takildi bile: “Ben Cag1” (Me Age), olanlar
aciklamakta yeterli bir ad oldugu soylenebilir. Bireyin kendini hayatin merkezine koymast,
kendini en temel ve vazgecilmez onciil olarak algilamasi ve biitiin olaylara, biitiin tarihi ve
toplumsal diizeylere bu noktadan bakmasi olarak ozetleyebiliriz bu yeni egilimi.}

Doktor, mimar, ressam, sosyal bilimci kendini kesfettikce etrafina duyarsizlagacak, bulundugu
toplumsal konumu unutacak ve bencillesecektir. Cinsellik de bu kesif siirecine dahildir ve
bu dénemde gazetelerde, dergilerde, televizyonlarda bol bol cinsel hazlarin doyurulmasina
yonelik yayinlara yer verilmistir. Eglence, sanat, spor, saglik sektorii tek basina olan bireyi
yiiceltmis, onu dayanigsma duygularindan, toplumsal baglarindan kopararak bireysellesmesine
katk: sunmustur. Tarik’in ironik anlatiminda oldugu gibi bu lokaller daha ziyade “ben”in
isteklerine gore diizenlenen, hobi maksatli, kigisel hazlar1 doyurmaya yonelik konugmalarin
yapildig1 yerlerdir ve islevleri boyle belirlendigi i¢in de bu mekéanlar toplumsal gergekligi
iktidarin hegemonyasindan kurtaracak siyasetlerin tiretilecegi yerler degildir. Asya, Avrupa
konusulsun ama yeter ki Tiirkiye konusulmasin!

Ilerleyen saatlerde “dort arkadas” eve geldiklerindeki tedirginligi iizerlerinden atmus,
kahveler, konyaklar, viskiler i¢ilmis, Ayla dusunu almis, zaman farkliligindan s6z edilmis,
simdilerde moda olan “ot” yemeklerinden bahsedilmis, iilkede insanlarin haftada bir banyo
yaptig1, camasirlarini iki haftada bir degistirdigi hatta Sule’nin ayak fetisisti olan kocasini
bosamasi bile anlatilmistir. Sevda Sener bu konusmalar1 ve eylemleri “i¢teki huzursuzlugu”
ortecek “distan rahat goriinme ¢abasi” olarak degerlendirmistir.’ Hi¢ de olagan olmayan ama

8  Murat Belge, “Yeni Insan Yeni Kiiltiir”, Yiizyil Biterken Cumhuriyet Ansiklopedisi 13 (Istanbul: iletisim Yaynlar1,
1996), 827.
9  Sevda Sener, Gelisim Siirecinde Tiirk Tiyatrosu, (istanbul: Mitos-Boyut Yaymlari, 2011), 234.
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olaganmis gibi yapilan bu davranislar iletisim kurmak i¢in bir dil arandigin1 gésterir. Bu ¢abalar
asillarmnin taklidi gibi duran bu iki erkegin kim oldugunu 6grenmeye yoneliktir.

Onlar eskinin iki devrimei kimligi simdininse gegmisine ve kimligine yabancilagmis uysal
Ozneleridir. Devrim yapma ugruna ciktiklart yolda 12 Eylil’tin zulmiine maruz kalmalari ve
yalniz birakilmalar1 karsisinda bir agit gibidir Tarik’in anlattiklar.

TARIK- Politik su¢lulardik ikimiz de. (Sessizlik) Bize benzeyen insanlarin yasama hakkini
savunmak i¢in kurdugumuz siyasi ve kiiltiirel 6rgiit yiiziinden, bize benzeyen insanlar tarafindan
yargilamip, bize benzeyen idarecilere teslim edildik ve bize benzeyen insanlarin yanina,
hapishaneye konulduk. Gardiyanlar da bize benziyordu, nobetgiler de, miidiirler de ziyaretgiler
de... Yoneticilerle, yonetilenlerin... Iktidarla muhalefetin... Ezen ile ezilenin birbirine
benzedigi bir yer burasi... Neden mahkim edildik anlayamadim. Bir de hiirriyete kavugtuk
ki, ne gorelim? Bir birlik, bir beraberlik, bir dayanisma, bir kardeslik! Hi¢ sasmadik. Neden
sasmadik. Herkes birbirine benziyordu zaten eskiden beri..."°

Savunduklar1 diisiinceler dolayisiyla mahkiim edilip 12 Eyliil’iin gergek yiiziiyle
tanistiklarinda yalniz birakilmalari ve eskiden 6zgiir olduklarinda savunduklart ile karsi
ciktiklarinin simdi aslinda aralarinda bir fark olmadigina taniklik etmeleri onlart hem kendilerine
hem i¢inde yasadiklart zamana hem de topluma yabancilastirmigtir. Farkliliklart ortadan
kaldiran, bir anlamda sivrilikleri torpiileyen 12 Eyliil’e herkes kendini teslim ederek yasanan
zulme sessiz kalmigtir. Ne halk, ne de emirlerin uygulayicilari kendilerini 12 Eyliil’iin yaptig1
zuliimden sorumlu tutmamistir. Onlarin simdiki yabanciliklarinin en biiyiik sorumlusu bu
zuliim karsisinda suskunluguyla bunu onaylayan toplumdur. “Bir de hiirriyete kavustuk
ki, ne gorelim? Bir birlik, bir beraberlik, bir dayanisma, bir kardeslik!”"' Simdi birbirine
benzeyen bu insanlarin yagsama hakkini savunmak i¢in eskiden verdikleri miicadele bosa
diismiistiir. Hapisten ¢iktiklarinda toplumsal gergeklik ¢oktan yeni diizenin isteklerine gore
degismistir bile. Geriye baktiklarinda onlara simdiyi hatirlatacak kimse kalmamigtir. Tarik’1n,
“Hi¢ sasmadik. Neden sasmadik. Herkes birbirine benziyordu zaten eskiden beri”'* sozleri de
12 Eyliil 6ncesinde toplumsal gergekligi iireten kitlelerin, iktidarin ya da muhalefetin, ezen
ya da ezilenin, onlar1 yok eden ya da disipline edenlerin normal insan olmasina yapilan bir
vurgudur. Normal ve sorumluluktan muaf olmakla birbirine benzeyen herkes. Ayrica Tarik’1n,
12 Eyliil’tin uygulayicilariin kendilerine benzediklerini sdylemesi bir yerde normal ve siradan
insanlarin seylesmis bilincin etkisiyle bencil ve zalim insanlara doniisebileceginin bir ifadesidir.
Dolayistyla aydin kesim ya da kendisini siddetten muaf goren siradan vatandas, 12 Eyliil’tin
uyguladigi baski ve siddeti, kendisini bunun diginda tutarak, edilgenleserek, ondan kagarak,
ona yabancilasarak, bilincini seylestirerek normallestirmistir. Kendisi hedef olmamak i¢in hem
geemisini inkar etmek zorunda kalmis hem de uygulanan siddeti mesrulagtirmistir.

10 Baydur, Tiyatro Oyunlart Sevgi Ayaklari, 564.
11 A.ge., 564.
12 A.ge., 564.
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Erkekler kim olduklarini anlattiktan sonra kadinlar daha fazlasina gerek duymadan konuyu
dagitmaya caligir. Onlar 12 Eyliil zulmiinii yasarken kadinlar belki yas olarak kiigiikkmiis ama
en azindan simdi onlarin acilarini kanatmayacak kadar olgunlasmislardir. Bu aksam yabanci
bir evde kadinlarm bu iki erkekle bir araya gelmeleri onlar1 toplumdaki bilindik rollerine
hapsetmez, bilakis onlar1 6nceki konumlarindan 6zgiirlestirir. Kendi iradeleriyle geldikleri
bu evde ayaklar1 yere saglam basar hi¢c olmazsa. Erkekler zampara olamamigsa onlar da
orospu olmamustir. Toplumsal gercgeklikleri “insanlarin kendi 6zneler-arast deneyimlerinden
hareketle kendilerinin inga ettigini”*diisiinen Alfred Schutz’a gore bu bilindik roller giinliik
yasamdaki “tiplestirmeler’dir ve onlarin sayesinde giinliik yasam kavranarak toplumsal
gerceklik olugturulur.' Dul kadin tipi, zampara erkek tipi, aydin tipi, orospu tipi vs. gibi. Yazarsa
toplumun kaniksadig1 bu rolleri sorgulayarak gergeklik zeminiyle oynar. Mesela Ayla’nin bir
kiz gocuguna sahip oldugunu ve yedi yil evvel kocasini kaybettigini soylemesi toplumda tek
basina, bir erkege yaslanmadan ayakta kalmanin ve ¢ocuk bilylitmenin miimkiin olduguna
yapilan bir gondermedir. Ayla bulundugu toplumsal konumun kodlarini tasimayarak, kendi
hayat miicadelesi i¢inde, hayalleriyle, arzulariyla ve kendi kimligiyle var olmaya c¢alisarak
kaniksanmig gergekligin disina cikar.

Ayla kendi hikayesini kisa kestikten sonra Tarik’tan, biraz 6nce hapiste tanistiklarini
soyledigi Buldozer Osman’1in ask hikayesini anlatmalarini ister. Bu hikdyede Osman, Ayse’yi
istemeye gittigi gece evden kovulunca gece Ayse’nin mahallesini dozeriyle alt list etmistir,
bundan dolay1 da tutuklanmistir. Nitekim tozu dumana katan bu ask hikayesi gelir, 12 Eyliil’iin
kimleri hedef aldigiyla sonlanir. Unutulsa da, anlam iiretmese de, doniisse de, gegmis siirekli
rahatsiz edicidir.

TUGRUL-On sekiz ay hapse mahkiim oldu Osman. Bir yil yatti ¢ikti.

TARIK- Hemen biiyiik bir insaatta buldozer ustasi olarak is buldu.

TUGRUL- Tiirkiye de ¢alisan her insan, su veya bu sekilde eskiden hapse girip ¢iktigu icin,
tistelik ig¢i iseniz... Kimse sicil sormuyor."

Bu ciimleler 12 Eyliil’tin kimleri hedef aldiginin bir gostergesidir. 12 Eyliil’iin hemen
oncesi hiikiimetin imzaladig serbest piyasa ekonomisine gegis paketi olarak bilinen 24 Ocak
Kararlarinin mevcut is¢i sinifi ve sendikalarin varliginda uygulanabilmesi miimkiin olmamustir.
Nitekim 12 Eyliil darbesinin hemen ardindan “iilkemizin ekonomik durumunu diizenlemek ve
daya iyiye gétiirmek maksadiyla yiiriirliige konulan ekonomik program ile yapilan anlagmalarin
ve protokollerin uygulanmasina devam edilecektir’'® seklinde yapilan agiklama darbenin

13 Alfred Schutz, Fenomenolojik Iliskiler, ¢ev. Adnan Akan-Seyda Kesikoglu (Ankara:Heretik Yaymlari, 2018),
57.

14 A.ge., 135-136

15 Baydur, Tiyatro Oyunlar: Sevgi Ayaklari, 568.

16  Mehmet Semih Gemalmaz, “12 Eyliil Rejimi”, Yiizyil Biterken: Cumhuriyet Dénemi Tiirkiye Ansiklopedisi 14
(Istanbul: iletisim Yaynlari, 1996), 975.
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kimlerle isbirligi i¢erisinde yapildigina dair ipucu verir. Bu baglamda Nurdan Giirbilek darbenin
kimlerle igbirligi halinde ve kime kars1 yapildigini soyle ifade eder:

Toplumsal muhalefetin baska tiirlii bastirilamadigi, is¢i sendikalarin baska tiirlii
etkisizlestirilemedigi, Tiirkiye tarihinde goriilmedik ol¢iide kitlesellegsen sol muhalefet baska
tiirlii susturulamadigi, her tiirlii yasal ve yasadisi muhalefetten armdirilmis bir toplumsal
sahnede “ekonomik istikrar” baska tiirlii saglanamadigi i¢in ve kapitalizmin ekonomik-siyasi
tikanmisligi olagan yontemlerle giderilemedigi i¢in darbe ger¢eklestirilmistir"’

Yazar is¢iler iizerinden su anda calisan herkesin ge¢misinde bir disipline edilme ya da
fislenme hikayesi oldugunu sdylemeye ¢alisir. Calisan hi¢ kimse dyle ya da bdyle iktidarin
gozlinden kacamamistir. Darbe 6ncesinde ya da darbe sirasinda eger is¢i iseniz kesin hapse
girmissinizdir yok eger girmediyseniz zaten fislenmissinizdir. Dolayistyla kisinin sicilinin
ne oldugu cok 6nemli degildir, bozuk sicil, fislenme, gozalti, iskence, tutukluluk darbenin
normallestirdigi uygulamalardir.

Kadmlarm Buldozer Osman’1n hikayesinde Ayse’nin sonunun ne olduguna dair “Bir mimarla
mi eviendi?... Ruhi bunalim mi gegirdi, Avrupalara mu gitti, saclarint mi boyatti?... Intihar mu etti,
smif mu atlady, bellegini mi yitirdi?'® gibi ¢esitli sonlar tiretmesi, mevcut toplumsal gergeklikte
yerlesmis, kaliplasmis kadinlik konumlarinin digina ¢ikmaya calisan bu kadmnlarin aslinda
kendileri i¢in belirlenen rolleri igsellestirmelerine ve diizenin bir pargasi haline gelmelerine
yazarin getirdigi bir elestiridir. Ayse’nin sonu icin gele gele akillarina yerlesik kadinlik rolleri
gelmistir. Yazar onlarin maskesini diigiiriir. Asillarinin taklidi olmakla elestirdikleri erkekler
kadar kendileri de taklittir. Oyunda katmanli bir gergeklik zemini kurulmustur ve amag tek
bir gerceklik olmadigin1 gostermektir. Yazarin gercekligi, karakterlerin gercekligi, taklit
gerceklikler gibi. Ornegin yazar, Asiye Nasil Kurtulur? Istanbul Tebesir Dairesi, Firtina,
Onikinci Gece, Tehlikeli Oyunlar adli tiyatro metinleriyle de metinlerarasilik kurarak anlami
cogullagtirir. Bu metinler kullanildiklar1 yere gore anlamsizliklariyla anlam tireten yapilara
doniisiir. Postmodernizmle birlikte kokeninden referans alan gergeklik imgesinin kayboldugunu
diistinen Jean Baudrillard’a gore de gergegi sonsuz sayida yeniden iiretmek miimkiindiir."” Bu
ifade, “digsallasma, nesnellesme ve igsellestirme” seklinde Berger ve Luckmann’in ti¢ ugragini
belirledigi gercekligin sosyal ingasindan “nesnellesme” kisminin ¢ikarilip bu siirecin digsallasma
asamasinda iiretilen ama heniiz baskasi i¢in taninirligi olmayan anlamlarla doldurulmasina
denk diiser.?

Evde anlamsiz eylemlerden dolay: telasli ve gergin bir hava vardir. Kadinlar onlarla
bulusmay1 digerlerinden farkli olduklari igin kabul etmislerdir ama bu erkekler yapacaklari

17 Nurdan Giirbilek, Vitrinde Yasamak (istanbul: Metis Yayinlar1, 2001), 29.

18  Baydur, Tiyatro Oyunlar: Sevgi Ayaklari, 568.

19 Jean Baudrillard, Simiilakrlar ve Simiilasyon, ¢ev. Oguz Adanir (Ankara: Dogu Bati Yaylari, 2017), 14.
20 Berger ve Luckmann, Ger¢ekligin Sosyal Insasi: Bir Bilgi Sosyolojisi Incelemesi, 92.
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zamparaligin bile farkinda olmayacak kadar kendilerine yabancidir. Mesela Sule op beni?’
deyince Tugrul onu yanaginda 6per. Ayla bu anlamsizliklardan sikilir, bunun nedeninin
belleksizlik oldugunu diisiiniir.

AYLA- (Ortadaki koltuga oturur) Bunalim sever insanlarin arasinda bellek sahibi bir insan
olmak ¢ok zor. Bu memlekette degisen ve siirekli degisen bir TEK sey var: Hafiza. Bellek. (Ayla
konugsurken SULE ile TARIK mutfaga giderler. SULE mutfakta kalir, TARIK elinde bir ¢icek
sulama aletiyle (1) girer. Cigekleri sulamaya baslar. AYLA kesintisiz siirdiiriir konusmasinz.)
Insanlar. hatalar, giinahlar, hirthiklar ayni kaliyor, bellekse degisiyor durmadan. Yagananlar,
soylenenler, yapilanlar, edilenler... Hepsi yer degistiriyor, anlam ve onem degistiriyor, agt
degistiriyor, bellek ayni. Hafiza pesinde yirmi bin fersah! Eger ge¢miste olup biteni, oldugu
gibi ammsiyorsaniz, bu tilkede basiniz dertte demektir!*

Belleksizligin nedeni memlekette -su ana kadar oldugu gibi- egemen giiglerin ¢ikarina
uygun olarak ge¢misin siirekli degistirilmesidir. Egemen giiciin kurguladig1 gercekliklerin
icsellestirilmesi i¢in eskinin, gelenegin, bellegin silinmesi gereklidir. Yeni toplumsal gergekligi
icsellestirmek, dnceki dznel gergekliklerinden vazgegmek, kisaca anlamin tastyicisi olan gegmisi
unutmakla miimkiindiir. George Orwell’in 1984 romaninda dedigi gibi “Ge¢misi denetim
altinda tutan, gelecegi de denetim altinda tutar, simdiyi denetim altinda tutan, ge¢misi de
denetim altinda tutar ... “Gergeklik denetimi” diyorlardr buna...” Tipki 12 Eyliil iktidarinin
memnun olmadig1 eskiyi yikip yerine yenisini insa etmeye ¢alismasi gibi. Bu manada oyundaki
anlamsiz konusmalar ve tavirlar, eylemler, s6z oyunlari, hikayeler, tersinlemeler bellegin
anlam iiretememesiyle, gergeklik imgesini kaybetmesiyle ilgilidir. 12 Eyliil 6ncesi ve sonrasi
toplumsal gerceklikte devamlilik yoktur. Bu iki erkek eve dondiiklerinde onlara eskiyi ya da
kimliklerini kendilerine hatirlatacak aynalardan yoksundur. Tuhafliklarinin esas kaynagini da
bu durum olusturur. Bireyin gerektiginde “kendisinin disinda var olan ve toplum tarafindan

5924

onanmts referans noktalarina geri gitmesi, onun hatirlamak igin digerlerine”* yani kolektif
bellege duydugu ihtiyact gosterir. Bu olmadig1 durumda kisi kendi kimliginin yabancisidir.
Dolayistyla kimligin belirlenmesinde toplum kurucu unsurdur. Toplum, kimligi sembolik
evrenin bir pargast olarak mesrulastirir, zira “kimlik boyle bir diinya igine yerlestirilmezse
anlamsiz olur”® Tarik ile Tugrul’un hapishanede gegirdikleri zaman onlarin belleklerini
kaybetmelerinin bir sebebiyse diger sebebi de hapisten ¢iktiklarinda karsilastiklar: toplumun

onlari biraktig1 toplum olmamasidir.

Onlarin kimliklerine yabancilasmasini Alfred Schutz’un, Homeros un iinlii //yada destaninda
savagtan eve donen Odysseus’un hikayesini ele aldig1 “Eve Ddonen” adli makalesi daha iyi
orneklendirebilir. Bu hikayede yirmi yil aradan sonra savasmak i¢in ayrildigi vatanina bir

21 Baydur, Tiyatro Oyunlar: Sevgi Ayaklari, 571.

22 Age.,573.

23 George Orwell, 1984, gev. Celal Uster (istanbul: Can Yaynlari, 2016), 59.

24  Maurice Halbwachs, Kolektif Hafiza, cev. Banu Baris, (Ankara: Heretik Yayincilik, 2017), 46.
25 Berger ve Luckmann, Gergekligin Sosyal Insasi: Bir Bilgi Sosyolojisi Incelemesi, 251.
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sabah uykudayken tayfalari tarafindan birakilan Odysseus gozlerini agtiginda, bulundugu
yeri tantyamaz. Burasi yirmi y1l 6nce birakip gittigi yer degildir. Kayaliklar, ugurumlar, sessiz
koylar ona hi¢ tanidik degildir. Odysseus dogdugu baba topragini tantyamamanin verdigi
kederle “Vah bagima gelen! Ben neredeyim? Bir bagima burada ne yaparim?” diye haykirir.?
Odysseus’un baba topragina geri dondiigiinde oray: tanimiyor olmasindan ¢ok, o topraklarin
artik onu kendine de hatirlatiyor olmamasidir haykirislarinin nedeni. Kendinin kaybolmasi
kendini higlestiren bir seydir ¢linkii. Baskas1 tarafindan taninmak aslinda o kisinin kendisi
oldugunun mesrulastiriimasidir. Kisinin kendini tanimast, oldugu kisinin baskalari tarafindan
tasdik edilmesi ve oldugu kisiyi i¢sellestirmesi, hem eylem birligini hem de zaman-mekan
birlikteligini gerektirir. Tartk ve Tugrul gibi hapishanede olan, evden uzun siire ayrilan kisilerin
eve dondiiklerinde hem kendilerine hem de evdekilere yabanci olmasinin nedeni budur. Yazar
oyunda zamana dair bir¢ok géonderme yaparak, zamanlarini ve gercekliklerini kaybetmis bu
erkeklere, drnegin Cernobil gibi doneme ait bir olay1 hatirlatarak onlar1 zamanlarina geri
cagirir ve gergeklik zemini olusturmaya galisir.

Ayla’nin belleksiz olmakla elestirdigi bu erkekler kadar kendi de belleksizdir. Stirekli
olarak kisilerin isimlerini karistirir. 1 Mayis’in bayram oldugunu séyler ama 1 Mayis artik
ig giiniidiir, bayram degil. Hatta bir keresinde Tarik ile Tugrul’un adini bile karigtirmistir.
Ayla, Tarik’la Tugrul’un adinm karistirinca Tugrul, “kimliklerin anlami yok artik” der.
Ciinki artik gergek kisiler yoktur, imajlar1 vardir. Yeni diizen kimlikleri farklilastirmamis
tam aksi herkesi birérneklestirmis, aynilastirmistir. Halbuki kimlik, bizim kim oldugumuzu,
inanglarimizi, degerlerimizi, ihtiyaglarimizi, rollerimizi, tercihlerimizi, bizi digerlerinden ayiran
farkliliklarimizi, onlar tarafindan nasil goriildigiimiizii tanimlamaya yarayan bir kavramdir.
Temelde “belirli bir isim tarafindan tayin edilmeyi ve bu tanimlamayt kabul etmeyi, kendine
bigilen rolleri i¢sellestirmeyi”®® igerir. Digerleriyle ayn1 olmak bir anlamda kendi olarak
var olmamakla 6zdestir. Kisiyi digerlerinden ayirmayan, kendine ait bir 6znelik konumu
bulunmayan, adina yabanci olunan yerde herkes birbirinin aynidir. Tugrul’un Tarik’tan,
Sule’nin Ayla’dan ya da toplumdaki herhangi birinden farki kalmamistir. 1980 sonrasinin
gergeklikleri tireten, kimlikleri kisiye 6zel kilan 6znelik konumlari siliklesmistir ¢linkii. 12 Eyliil
oncesi toplumsal gerceklik tizerinde hegemonik olan muhalif kimlikler, 12 Eyliil sonrasinin
gergekliklerine uygun olmadigi igin sistem digina atilmustir.

Ne erkekler bu aksamin erkeklik rollerine uygundur ne de kadinlar kadinlik rollerine.
Tartk mutfaga makarna pisirmeye gitmistir. Ayla ise ortaligi toplamak, yemek yapmak, bulasik
yikamak, haliy1 diizeltmek gibi kaniksanmis kadinlik rollerine isyan ediyordur ve bir kadin

26 Alfred Schutz, “Yabanc1: Bir Sosyal Psikoloji Makalesi”, Yabanci- Bir Iliski Bi¢imi Olarak Otekilik iginde, Der.
Levent Unsalds, ¢ev. Kiibra Eren (Ankara: Heretik Yaymcilik, 2016), 53.

27 Baydur, Tiyatro Oyunlar: Sevgi Ayaklari, 575.

28  Paul Gleason, “Kimligi Tanimlamak: Semantik Bir Tarih”, Kimlik Politikalar: Taninma, Ozdeslik, Farklilik
icinde, Der. Firat Mollaer (Ankara: Dogu Bati1 Yayinlari, 2014), 34.
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olarak sevigmek istiyordur. Sule onun bu istegiyle “Bu, bir milletin uyanisidir; ayni zamanda™*

diyerek eglenir. Bu talep bir erkekten gelmeliydi, 6grenilmis kadinlik bunu gerektiriyordu.
Ustelik erkeklerde hala ses seda yoktur. Ayla sonunda Sule’ye patlar.

AYLA- (Eliyle mutfag: isaret eder) Adamlar. Onlar da iiziintiilerini ofke sanwyorlar. (Bir
an duraklar) Huzura susamis soluk sehzadeler ... (Icer) iyi insanlar.! Simdi birisi gelse bizi
uygunsuz vaziyette yakalayacak! Biz burada oturduk séylesip i¢iyoruz. Adamin biri mutfakta
makarna pigiriyor, 6biirii banyoda yikaniyor. Bundan daha uygunsuz vaziyet olur mu? Valla
bu iilkede herkes kegileri kagirmis, memleketin Isvicre ye tedavi i¢in gonderilmesi icap ediyor:
Ancak oradaki doktorlar anlar...>

Bulunduklar1 durumun sagmaligini anlatmaya ¢alisir. Norm dis1, toplumun genel kabuliine
aykirt eylemler s6z konusudur. Kaniksanan gergeklikler yerle bir olmustur. Ne demek bir
erkegin mutfakta makarna pisirmesi, hem de evde yataga atacak bir kadin varken! Sagmalik
gibi goriilen bu davranislarin nedeni aslinda insan1 kuran nesnel gergeklik zemininin yerinden
oynatilmasidir. Berger ve Luckmann’in dedigi gibi “Toplum, insani bir iiriindiir. Toplum,
sosyal bir gercekliktir. Insan, sosyal bir iiriindiir*" Insanin digsallasmasi esnasinda iirettigi
gerceklikler nesnelleserek insandan bagimsiz iretilmis, genel kabulmiis gibi geri doner ve
insanin 6znel gergekligini olusturur. Bu diyalektik siire¢ bozuldugu i¢in diger davranislar gibi
Tarik’1in makarna pigirmek i¢in mutfaga gitmesi sagmalasmustir.

Yazarin ot yemekleri ya da krep siizet flambe ala serburg gibi 6zenti olduklar1 ¢ok belli
olan yemekleri, ayak fetisistligi, cinsellik, spor, caz miizigi gibi tiikketim kiiltiirtiyle gelen ithal
gerceklikleri giindeme getirmesi yeni gergekligin neyin lizerine insa edildigini gdstermek
i¢indir. Tiiketmek i¢in neye ihtiyact olduguna karar veren toplum degildir, bu noktada reklam
diinyas1 devreye girerek hangi tirtinlerin tiiketilmesi gerektigini ve bu tirtinleri tiikketerek neye
sahip olunacagini gostermistir. 1980°1i yillarda “toplumun sesinin bile bir imaj” oldugunu
diisiinen Can Kozanoglu’na gore, toplum imaj bombardimani altindadir; ¢iinkii donem “cilali
imaj devri’dir.3

Sonucgta tepeden imajlar yagarken, gergekle imajin birbirine karigtigi yillar yagandi. Degisim
gergek, ilan edilen sonuglar birer imaj... Askin, refahin, liderlerin, zaferlerin, her seyin ama
her seyin imaju tiretildi, tiiketime sunuldu...*

Imajlarin gercegin yerine gegerek yoksunlugu gidermesi ve gercegine gerek kalmadan
tatmin saglamasiyla her alanda iiretilen imaj kimlikler tiikketime sunulmustur. Yine Sule’nin
“bir milletin uyanisr’** diyerek dalga gectigi sey donemin imaj kimliklerine ve degisen

29 Baydur, Tiyatro Oyunlar: Sevgi Ayaklari, 576.

30 A.ge.,575.

31 Berger ve Luckmann, Ger¢ekligin Sosyal Insasi: Bir Bilgi Sosyolojisi Incelemesi, 92.
32 Can Kozanoglu, Cilali Imaj Devri (Istanbul: Iletisim Yayinlari, 1992), 8.

33 Age.,8.

34 Baydur, Tivatro Oyunlari Sevgi Ayaklari, 577.
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gercekliklerine yapilan bir géndermedir. Ornegin yazar evde bir butigin adinin yazili oldugu
torbay1 gostererek reklam diinyasinin eve nasil girdigine dikkat ¢ekmistir. Bu baglamda 12
Eyliil’iin toplumu baski aygitlariyla disipline etmesinin yaninda yeni diizeni serbest piyasa
ekonomisinin ihtiyaglarina gore, kullan at mantigina gore, tiiketim kiiltiiriine gore, kisa siireli
bellege gore kurguladig1 goriilmiistiir. Yazara gore, ger¢ekligin degistirilmesi siradan bir konu
degildir, bunun arkasinda toplumun gercek problemlerini gézden kagirmaya ¢alisan baski
aygitlarina ve maddi giice sahip olan siiflarin ¢ikarlar vardir.

Siddet ve baskiyla 6znel gergeklikleri tahrip olmus erkekler kadinlar tarafindan sagma
bulunur, ¢iinkii onlar kadinlarin daha 6nceden 6grendikleri ve igsellestirmis olduklari erkeklik
rollerine ters diigmiistiir. Simdi onlarla ¢oktan yataga girmis olmaliydilar. Ger gor ki eve dénen
bu yabancilar her seyi unutmustur. Zaman kavramlari parcalanmis, eylemleri sagmalasmis, bir
tiirlii kendilerine verilen role girememislerdir. Mademki kadinlar bu adamlarla sevisemeyecekler
o zaman buradan gitmeliydiler. Ama bir taraftan da onlari bir tiirlii birakip gitmeye goniilleri
varmaz. Bu yabanci erkeklerde kadinlarin unuttugu bir naiflik, duygusallik ve sagkinlik hali
vardir. Gidip gitmeme arasinda bocaladiklari sirada dustan ¢ikmig ve pembe bornoz giyinmis
Tugrul gelip Ayla’nin yanina oturur. Tarik da elinde tabaklarla mutfaktan gelir. “Makarnalar
hazwr! 3 Peki bu yabancilar nasil evcillesecektir?

I1. Tamg Oldiiriilenler

Ikinci perde agildiginda geceyi gecirdikleri seyahatteki Cemal Bey’in evi darmadagmiktir.
Yerle bir olmayan hicbir sey yoktur odada. Her sey her yerdedir. Kiilliikler, bardaklar, tabaklar,
kiyafetler... Salonun ortasinda yorganin altindan ilk olarak Tugrul ¢ikar ve saskinlik iginde
etrafa bakarak iistiine bir seyler gegirir. Tarik da uyanmistir, onun da basinda bir kadin i¢
camasir1 vardir. Gece kim olduklarini hatirlamalari i¢in bayag: ¢abanin sarf edildigi bellidir.
Durumlari saskindir ama hallerinden memnun goziikiirler. Tugrul yerde durdugunu fark etmedigi
bir diidiige basar. Diidiigiin orada ne isi vardir? Diidiigiin oldugu yerde bir sug iglenmistir
demek ki. Tugrul onu yerden alir ve 6ttiiriir. Bu diidiik, 12 Eyliil’iin bireyin icine yerlestirdigi

1136,

denetleme aygit1 “panopticon >*u temsil eder.

35 A.ge.,578.

36  “Panopticon, Ingiliz Filozof Jeremy Bentham tarafindan 1785 yilinda tasarlanan bir hapishane modelidir.
Mahkumlarin merkezi gozetleme kulesi tarafindan ne zaman gozetlenip gozetlenmedigini bilemeyecekleri
tarzda tasarlanmistir. Halka bigimli bir binadur, ortasinda bir avlu ve avlunun ortasinda bir kule vardir. Halka hem
iceriye hem disariya bakan hiicrelere bolinmiistiir. Bu kii¢iik hiicrelerin her birinde, kurumun hedefine uygun
olarak, yazi yazmay1 6grenen bir ¢ocuk, ¢alisan bir is¢i, 1slah edilen bir mahkum, deliligi yasayan bir deli vardir.
Merkezi kulede bir gozetmen vardir. Her hiicre hem igeriye hem de disariya baktigindan gézetmenin bakisi
tiim hiicreyi kat edebilir; hi¢bir karanlik nokta yoktur ve sonug olarak, bireyin yaptig1 her sey bir gézetmenin
bakisina agiktir; bu gézetmen kendisinin her seyi gorebilecegi, buna karsilik kimsenin kendisini goremeyecegi
sekilde panjurlar, yar1 agik bolme pencereleri arasindan gozlemde bulunur. Bentham’ a gore, bu kiigiik ve
harikulade mimari kurnazlig1 bir dizi kurum kullanabilir. Panopticon, aslinda, bir toplum ve bir iktidar tiiriiniin
iitopyasidir.” Bkz. Michel Foucault, “Biiyiik Kapatilma”, Se¢me Yazilar, ¢ev. Ferda Keskin (Istanbul: Ayrmt:
Yayinlari, 2011), 224.
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12 Eyliil bireyi sadece baski ve siddet yoluyla disipline etmemis zihnini de denetim altina
almistir. Bu sekilde disipline etme bigimi Michel Foucault’un “disiplinci iktidar” tanimina
benzer; bu iktidar bicimi “farklilastirarak, kiyaslayarak, hiyerarsik hale getirerek, dislayarak
ve tiirdeslestirerek dzneyi tek kelimeyle normallestirir” 3" Bu iktidarin amaci, “normallesmeyi”
saglamaktir; yani her tiirlii “foplumsal ve psikolojik bozukluklar: ayiklayarak hem zihni
hem bedeni uysallagmus, kolayca 6grenen ozneler yetistirmektir.”*® Biitiin siyaset ve toplum
kanallarinin depolitize edildigi bu siirecte 6zellikle basin-yayin ve medya sektorii gergekligi
iktidarmn lehine yeniden insa etmesi icin denetim altina alimmustir. Ornegin gazetelerin ya
da dergilerin ne yazip ne yazamayacagi darbeci subaylar tarafindan siirekli denetlenmis ve
darbe diizeninin ¢ikarlarina uygun sekilde yayin yapmalari saglanmistir. Televizyon ve radyo
konusmalarina, gazete siitunlarina, ders kitaplarina, kurumlara, tiim siyasal, ekonomik ve
kiiltiirel alanlara yapilan miidahalelerle normal ve anormal olan, makbul ve sakincali olan,
iyi ve kotii olan, yerli ve dig mihrak olan v.s. belirlenerek toplumsal normlar olusturulmustur.
Bunun sonucu olarak da toplum tipki panopticon aygiti gibi kendi polisini i¢ine yerlestirerek
kendini stirekli gdzetlemis ve diizenin normlaria gore kendini disipline etmistir. Darbe
diizeninin hakikatlerini kendi hakikatleri gibi igsellestiren 6zneler, diizenin normlariyla kendi
bedenlerini ve zihinlerini denetleyerek 6znelik konumlarini olusturmustur. Baska deyisle egemen
gliclerin hegemonik oldugu gergeklikleri zihninde yeniden tireterek onlarin boyundurugu
altina girmistir. Boylece 1980 doneminin Tarik ve Tugrul gibi 6zellikle siddetle uysallastirilan
bireyleri, yasadig1 anin zihnini belirlemesiyle an’a takili kalmis, yeni normlarla onu belirleyen
geemisine yabancilagsmig ve disipline edilen uysal kimliklerini i¢sellestirmistir.

Tugrul yasadig1 bu gecede bir terslik oldugunu fark etmistir; tuhafliklarmin nedenini
anlamustir sanki, dili ¢ozilmistir. “Hayati tepe taslak yasattilar bize bu adamlar™ der.
Gecgmis bir hesaplagsma nesnesi olarak onlerindedir artik. Hayatta bir denge vardir ve her
sey sirastyla yasanmalidir. Okula gidilmeli, siirler, sarkilar ezberlenmeli, kizlarla gezilmeli,
akordeon esliginde danslar edilmeli, miizelere, sergilere gidilmeli, imtihanlara girilmeli...
Yasamadiklarini ama yasamalar1 gerekenleri siralar.

TUGRUL- Universitede hayat ile baglar: kopmamaliydi insanlarn. Acayip insanlarin rol
modeli diye sunuldugu yer degil, bir bilim ve cosku kaynagi olmaliydi iiniversite. Canli ve
rengarenk bir tartisma ortami i¢inde unutulmaz dostluklarin, dayanismalarin, asklarin ve
keyifli cekigmelerin yasandigi bir hayat dilimi olmaliydi iiniversite... Orada olgun insanlar
olarak hayatimizin ¢ergevesini ¢izmeliydik. Sonra... Asil zorlu yilar baglamaliydi.*

Hayatlar1 boyle olmamusti. Universitedeyken hatta lisedeyken daha iyi bir diinya icin savas
vermisler, devrim yapmaya girismisler, egemen giiclerle miicadele etmislerdi. Ulkenin siyasal

37 Michel Foucault, Hapishanenin Dogusu, ¢ev. Mehmet Al1 Kiligbay (Ankara: imge Yayinlar1, 1992), 230.
38 Gencay Saylan, Postmodernizm (Istanbul: Imge Yaymevi, 2002), 261.

39 Baydur, Tiyatro Oyunlar: Sevgi Ayaklari, 585.

40 A.ge., 586.
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aktorleri yapilmas1 gerekenleri yapmadigindan, ellerini tasin altina koymadigindan, dahasi
yangina kériikle gittiklerinden her giin onlarca geng katledilmisti.* Universite hocalar1 bile
katledilenler arasindaydi. Ozellikle iiniversiteler 1980 dncesinin anarsi ortaminin sorumlusu
ilan edilmisti. Universiteler gesitli gruplar tarafinda isgal edilmisti, gercekten de bu siddet
ortaminda bilim yapmanin imkani kalmamuisti. Tarik ve Tugrul miicadeleyle dolu gengliklerini
sOyle anlatir:

TARIK: Biz hi¢ oynamadik. Hi¢ opiismedik geng¢ligimizde. Hi¢ pastaneye, plaja, dansa
gitmedik. Hep sirtimiza ve beynimize yiiklenen bir dfkenin altinda yasadik. Ben... On alti
yasmdayken devrimci oldugumu soyliiyordum.

TUGRUL: Sonra... Ulkeyi diizeltmeye giristik. Yarumiz 6ldii, oldiiriildii... Obiir yarimiz
hapishaneyi tanid; ...

TARIK: Insan ihtiyarliyor. Yani bu duruma, devrimci olarak bile karsi koyamiyorsunuz.
TUGRUL: En iyi yillarimizi yasiyoruz simdi. Bir aydun, bir isci, bir calisan olarak en verimli
olabilecegimiz yillar.

TARIK: Oysa barlardan, diskoteklerden ¢ikmiyoruz simdi de. Kadinlari, seksi, sevismeyi,
serseriligi, basi bulutlarda gezmeyi, duygulanmayi ve sagmalamay kesfettik kigimizda killar
agarwrken!

TUGRUL: Yirmi yasinda yapamadigumizi simdi yasamaya ¢alisiyoruz.

TARIK: O yillardaysa, simdi yapmamiz gerekenleri yiiziimiize goziimiize bulastirtyorduk!*

Simdi geldikleri kirk yaslarinda yapmaya calistiklari ve ellerine yiizlerine bulastirdiklart
sey, o yillarda yapmalari gereken ama memleket derdinden firsat kalmadigi i¢in yapamadiklari
seydir. Normalde iiniversiteye gitmis, askerligini yapmus, evlenmis, belli ideolojiler benimsemis,
hayatta belli seyleri asmis bir aydin, bir is¢i, bir ¢alisan olarak bu miicadeleyi vermeleri
gerekiyordu. Onlarsa hayati tersten yasamiglardi, yabanciliklari biraz da bundandi. Ayrica
yazarin ironik anlatim1 sonucunda tilkede ne Tugrul’un hayal ettigi gibi bir iniversite hayatinin
oldugunu ne de orta yasa gelmis bir aydinin tilkesi i¢in sorumluluk alan konumunun oldugunu
goriirliz. Zaten iyi bir hayat diin de bugiin de higbir zaman olmamustir.

Tarik ile Tugrul’un hapiste yasadiklari siddet, onlar1 6znelik konumlarindan ve anlam
tireten dillerinden kovarak anlamsizlastirmistir. Bu manada 12 Eyliil’iin siddet uygulamalariyla
yok ettigi kimliklerin gergeklikten kagmasi ve yasadiklarini anlatamamasi, farkli bir yorumla

41  “Ozellikle o donemde “komando” diye adlandirilan iilkiicii genglik drgiitiiniin iiniversitelere yonelik kanlt
saldirilari artt1. Her giin bu saldirilarda 6len ve yaralananlarin sayisi ¢ogaliyordu. Fagizm adim adim solugunu
duyuruyor, tirmaniyordu. Basinin bu ¢atismalar1 verirken kullandigi, “sag-sol miicadelesi” betimlemesini kabul
etmeyen MSP’li Adalet Bakani Ismail Hakki Miiftiioglu, “Tiirkiye’de sag-sol ¢atigmas1 mevcut degildir. Yapilan
miicadele Tiirk devletine ve milletine musallat olan ve onu kirli emelleri ugruna yikmaya ¢alisan vatan hainleriyle
milletin varligini korumaya azimli memleket severlerin miicadelesidir” (2 Aralik 1975) diyordu. Yiikselen fagist
ter6riin ve onun mimari tilkiicii gengligin en biiyiik destekgisi Bagbakan Siileyman Demirel’di. Demirel’in o
donemdeki, bugiin bile animsanan konusmalarindan dikkati gekenlerini burada yinelemekte fayda vardir. “Bana
sagcilar cinayet isliyor dedirtemezsiniz.” Detayli bilgi i¢in bkz. Tevfik Cavdar, Tiirkive 'nin Demokrasi Tarihi
(1950 °den Giiniimiize), (Ankara: imge Kitabevi, 2013), 243.

42 Baydur, Tivatro Oyunlar: Sevgi Ayaklari, 586-587.
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iskence olayinin tanig1 6ldiirmeye yonelik olmasiyla da iliskilendirilebilir. Marc Nichanian
Edebiyat ve Felaket adl1 eserinde Brezilyali bir yazar olan ve ayni zamanda Giiney Amerika,
Sili, Arjantin diktatorliiklerindeki iskencelerin etkilerini iyi bilen Idelbar Avelar’m “siddet”
ve “dil”, “deneyim” ve “dykiileme” arasinda kurdugu bagi bize soyle 6zetlemistir: “Hayatta
kalmak, inkdr etmektir.”* Iskenceci, anlati kurma imkanina sahip olan dile zarar verir ve dil
biitiinliigii bozulduktan sonra bu biitiinliigii saglayacak yeni bir dil kalmaz. Ornegin terapi
eyleminde bile anlati kurulacak bir dil bulunmaya calisilmasi ya da anlati vaat edilmesi
olayin tanig1 kalmadig: icindir. Anlatmaksa ancak olaya ihanetle gergeklesir. Iskenceye
maruz kalanlar yasamaya devam edebilmek i¢in bunu anlatilagtirdiklarinda o iskence artik
yasadiklar1 iskence olmaktan ¢ikar. Oyunda Sule’nin Tugrul’a uzun siire banyoda ne yaptigini
sormasi tizerine Tugrul’un “acimin saati yoktur* diyerek susmasi bugiinii anlamlandiracak
bir dilinin olmamasindan kaynaklanir. iskenceyle birlikte tanikliklar1 ortadan kalktig1 igin
simdi sanki yasadiklarinin taniklarrymis gibi anlatmalari, tanik olmadiklari halde tantkmis gibi
yapmalar1 yasadiklari olaya ihanet etmeleri demektir. Raporlar, belgeler, gorsel materyaller
ya da taniklarin anlattiklarinin bu durumda bir 6nemi yoktur. Bu tanikliklar taniklik edildigi
varsayilan olaylardir, dolayisiyla dil biitiinliigiiniin bozulmasi veya tanig1 saf dis1 birakmakla
ilgili bir fikir veremez. iki eski tutuklunun metin boyunca anlamsizliklarinin, zamanin disina
diismelerinin, susmalarinin, siirekli alkol almalarinin, kelime oyunu oynamalarinin nedeni
belki de anlatarak yasadiklari iskenceye ihanet etmek istememeleridir.

Tarik ile Tugrul gegmis sorgulamast yaparken bir taraftan da Ayla ve Sule’yle birlikte
dagittiklari evi toplamislardir. Yavas yavas kadinlarin gitme zamani gelmistir. Bir sonraki
bulusma zamani ayarlandiktan ve kisa bir vedadan sonra kadinlar gitmistir. Fakat bu geceden
geriye tersten yagsadiklar hayatlarinda, utangac asiga doniisen iki erkek kalmistir. Tugrul’un
asik oldugu “belleksiz” Ayla’y1 saygideger bir aydin diye tarif etmesi, yine yazarin bir ironisi
olarak 12 Eyliil sonrasi degisen aydin bigimine yapilan bir gondermedir. Oyunun anlati diline
ironi ve oyunsuluk hakimdir. “Sevgi Ayaklari’ndaki “ayak” kelimesi bile, gercek olmayan,
mis gibi olan, taklit olan sevgiye gonderme yapar. Tarik ile Tugrul sanki baska bir evrene
aitmis hissi verirler, kelime oyunlariyla bulunduklari zamana tutunmaya calisirlar. Iletisime
gegme ¢abalartyla iletisimsizligi tiretirler. Samuel Beckett’in Godot 'yu Beklerken* adli
oyunundaki Didi ve Gogo gibi, yabancisi olduklar1 kimliklerinde, yer ve zamanda oyunlarla
ayakta durmaya calisirlar.

Bu gecenin sonundaki “agk” onlara gencliklerinde yasayamadiklari giizel duygulart ve
miicadelede kaybettikleri kimliklerini geri kazanma sans1 verecektir. En azindan onlar boyle
diigiinmektedir.

43 Marc Nichanian, Edebiyat ve Felaket, gev. Ayse Giil Altinay (Istanbul: iletisim Yaymlar, 2011), 32.

44 Baydur, Tiyatro Oyunlar: Sevgi Ayaklari, 577.

45 Samuel Beckett, “Godot’yu Beklerken”, Toplu Oyunlart 1, ¢ev. Ugur Un (Istanbul: Mitos-Boyut Yayinlari,
1993).
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TUGRUL- Hayat kapisini agacagiz sonunda.
TARIK- Acacagiz.
TUGRUL- Aslimizi gorecekler Tarik abi.*

Bir gecelik zamparalik hikayeleri onlara yabancilastiklari, kagtiklari, unuttuklari, bastirdiklar
geemisleriyle yiizlesme firsati vermistir. Onlarin bellekleri de Cemal Bey’in ¢igekleri gibi
bol bol sulanmis, kimliklerine kavusacaklari, evcillesecekleri kap1 aralanmistir. Zamparalik
gecesinden askla ¢ikarak, gencliklerini en bastan yasayacak olmanin ve kendilerine ayna olacak
belleklerine kavusacak olmanin heyecanini yagarlar. Bulunduklart zamanin yabancisidir onlar.
Hayat kapisini agip 12 Eyliil 6ncesinin asil kimliklerine ulasacaklarina dair umutlar1 vardir.
Fakat “Bu olay lafina deli oluyorum! Ne olayi oglum?! Trafik kazasi mi var burada? Olaymis!
Televizyon Tiirk¢esi bunlar™ diyerek i¢inde bulunduklar1 donemi elestirmelerine ragmen
ciimlelerin arasina “Very good. Nazdrovya! Optiim canmim!”* gibi kelimeler sikistirmalari
kendilerinin de yeni gergekligin bir pargasi oldugunu gostermistir. Yazara gore, 12 Eyliil’lin
zulmiine ugrayanlarin evcillesmesi onlarin eve doniisiinden daha vahimdir. Onlar1 onlar yapan
6znel konumlarindan, kendiliklerinden, ger¢eklik evrenlerinden kovularak higlestirilmiglerdir
ancak daha da dnemlisi artik isgal ettikleri muhalif, 6zgiir ve sorgulayan konumlarindan
olmadiklarina hatta karsit olduklarina doniiserek eve girebilmislerdir. Mesele tam da budur;
karsitina doniiserek eve girmek, yani evcillesmek. Bu anlamda metnin sonu onlarin kaybettikleri
kimliklerini bulma noktasinda umut vaat etmez; ¢iinkii bulduklar1 kimlik onlarin kaybettigi
kimlik degildir.

Sonug¢

Son kertede 1980°1i yillarin toplumsal pratigini, 12 Eyliil darbecilerinin bigimlendirdigi
ortak deger ve davraniglarin hakimiyeti altinda kurgulanan gergekliklerin olusturdugunu
ifade ederken, bu gergekliklerin igsellestirilip 6znel gergeklere donilismesi igin, var olan
toplumsal iliskilerin devletin baski ve ideolojik aygitlariyla beraber yeniden iiretilerek toplumun
denetim altina alindigini ve devlete itaat eden dznelerin yaratildigimi ifade etmek gerekir.
Dolayisiyla bu oyun toplumsal ger¢ekligin inga mekanizmalarini agik ederek bu siirece hakim
olan gii¢lerin farkli ger¢eklikleri nasil ortadan kaldirdigini ve yeni diizenin nasil insa edildigini
gostermistir. 12 Eylil’in kayip kimliklere dontistiirdiigii kisilerin hikayesinin anlatildigi bu
oyunda, 12 Eyliil’iin zulmiine ugramis bireylerin belleklerini kaybettikleri icin kimliklerini de
kaybettikleri ve bunun sonucunda hem kendilerine hem de topluma yabancilastiklarinin altt
cizilmistir. Yazar iki eski tutuklu iizerinden yeni diizenle hesaplasirken somut olaylar kadar,
bu olaylar1 normallestiren gergekligin nesnellesme siirecini ve egemen giiciin gergekliklerini
seylesmis bilingle degistirilemez goren bireyini de bu hesaplasmaya dahil etmistir. Ayrica 12

46 Baydur, Tiyatro Oyunlar: Sevgi Ayaklari, 595.
47 A.ge.,5%.
48 A.ge., 596.
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Eylil’tin kurdugu yeni diizenin igsellestirilmesinde ve mesrulastiriimasinda yine 12 Eyliil*iin
siradanlagtirarak ve degersizlestirerek toplumu aydinlatma konumundan vazgegirdigi kendi
ben’ine odaklanarak bireysellesen entelektiiellerin de sorumlu oldugunu gdstermistir. Gegmisin
ideallestirilmeden ele alindig1 bu oyunda yeni diizen elestirisi, dogrudan kisileri ve olaylar1
hedef almadan, yabancilasan ve anlamsizlasan birey davranislari {izerinden postmodern anlati
teknikleriyle birlikte dolayli yollardan yapilmistir.
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oz

Yirmi birinci yltzyilda bilissel bilimler, sinirbilimleri ve fenomenolojinin
ortakliginda gelisen enaksiyon teorileri, dogrudan tiyatro ve performans sanatlari
alanina giren imgelem, algi, duygu, his ve diistince gibi bilissel stireclere iligkin
kavrayisimizi degistirir. Enaksiyon teorileriyle anlamlandirma siireglerinde
bedensel eylemlilige yapilan vurgu, kisinin birincil hareket deneyimini anahtar
kavram haline getirir. Bu calismada da tiyatro ve performans alaninda bu
kavrayis degisikliginin izi teorik olarak sirtilerek, bedenlesmis biling kavrami
tartismaya acilir. Bu baglamda hareket deneyimi tzerine 6z-gézlemsel bir
uygulama alani olan somatik uygulamalarin bedenlesmis bir deneyimi nasil
sagladigi ve boylelikle oyunculuk egitimine nasil katki saglayabilecegi tizerinde
durulur. Ozetle, bu makalenin temel amaci bedenlesme teorilerinden kisaca
bahsederek olasi tartisma alanlarina isaret etmek ve somatik uygulamalarin
oyunculuk egitimine nasil katki sunabilecegini tartismaktir.

Anahtar Kelimeler: Bedenlesme, Enaksiyon, Somatik yaklasim, Performatif
beden bilinci, Oyunculuk egitimi

ABSTRACT

In the 21st century, enaction theories that have emerged as a result of the
intersection of neuroscience, cognitive science, and phenomenology have
changed our understanding of cognitive processes, such as imagination,
perception, feeling, emotion, and thought, which are directly related to theater
and performing arts. In enaction theories, the emphasis on bodily action in the
process of providing meaning makes one’s primary movement experience a key
concept. The study thus traces such theoretical shift in theater and performing
arts and discusses the concept of embodied consciousness that expectedly
occurs during the performance. Furthermore, based on embodiment theories,
the study elucidates how somatic practices provide an embodied experience
that facilitates performative awareness and how such practices contribute to
actor training. Briefly, the main objectives of this study are to highlight possible
discussions and emphasize the contribution of somatic practices in actor training
based on embodied theories.

Keywords: Embodiment, Enaction, Somatic Approach, Performative body
consciousness, Actor training
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EXTENDED ABSTRACT

Embodiment suggests that one’s experience of the world is a result of the interaction
between one’s bodily qualities and their environment (social, cultural, economic, and natural
conditions). Therefore, cognitive processes, such as meaning, imagination, thought, and
language, which are abstract concepts, cannot be separately understood from bodily experience
and metaphysical qualities; however, they are considered as results of one’s changing activities,
which are dependent on their environmental conditions. Accordingly, various theories, such as
embodied mind, meaning, and reality, have emerged. Moreover, the enaction theory focuses
on the interaction between perception and action, which includes embodied theories, and
emphasizes that one’s mutual interaction with their environment occurs through one’s agency.
In this sense, the concept of enactive embodiment expands the limit of the word embodiment,
which is usually discussed in terms of the tension between the actor’s own body and the
character in theater and performing arts. In enactive theories, “action” becomes the activating
force of consciousness and “movement” becomes the constitutive element of meaning. This
aspect reveals the subconscious bodily foundations of meaning apart from linguistics. The
purposes of this study are to highlight such shift in bodily phenomena and discuss the need
for a somatic approach in actor training.

In terms of actor training, the most crucial aspect of scientific discourse is to emphasize
that a well-directed self-reflection on one’s personal experience of movement plays an essential
role in developing rich insight about others, increasing empathy skills, and strengthening
intuitions. Hence, in the context of theater and performing arts education, a phenomenological
self-reflective monitoring of one’s personal experience is the way through which the experience
can be opened as a learning space wherein senses can be refined, new questions and answers
emerge, and any technique can be personalized, which corresponds to a “conscious experience.”
Thus, conscious experience should be understood as a state of being and not as a state of
continuous questioning.

Movement means that the moving person can visually or tactically perceive and can
kinesthetically feel their own movements; in other words, movement is treated as a field of
discovery wherein one can directly experience the “internal” and “external” realms through
their own movements. In addition, somatic practices are widely spreading in art education
worldwide in recent years. They offer the actor an opportunity to practice a phenomenology of
movement. This characteristic of somatic practices differs from the investigation of different
forms and situations of the phenomenon using the imagination that is observed in Husserl’s
eidetic variation. In phenomenological study through the execution of movement, one may
discover the relationship between the function and expressiveness of one’s own movements
through one’s intention. This aspect indicates that during the execution of movement, as the
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intention changes (the intention may focus on effort, the shape of the body, a point in space,
power, etc.), one realizes the changes depending on the changed intention. During all these
activities, the body’s scheme is examined through developmental movement patterns, and
as a result, a body image is developed. Accordingly, somatic studies improve reflective and
pre-reflective bodily consciousness by developing the senses of proprioception, kinesthesia,
and interoception. Therefore, somatic movement practices help performers to exhibit a truly
embodied acting on stage and achieve performative awareness, that is, a special heightened
state of consciousness that occurs in the performance of actors, such as dancers, athletes, or
musicians.

Somatic practices pertain to training the behavioral sensory and perceptual sensitivity. The
actor gets an embodied experience through somatic practices by discovering the connection
between action and intention, physical and emotional states, and function and expression
through their own experience. Such an experience constitutes the first step of embodied acting
on stage. Therefore, this study highlights the need for a somatic approach as a base of actor
training to facilitate the understanding of embodied theories from a scientific perspective.
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Giris: 21. Yiizy1l Tiyatrosunda Yeni Ihtiyaclar

I¢inde yasadigimiz yirmi birinci yiizyilda, kendi otonomisini kurabilen yapay zihinlerin
iretiminin tartisildigl, yerimizden dahi kalkmadan diinyanin 6teki ucundan siparis vererek
ihtiyaglarimizi karsilayabildigimiz, istedigimiz becerileri yiikleyerek kurgusal bir diinyada
avatarlarimizi yani alternatif kimliklerimizi yaratabildigimiz, ger¢ek anlamda zaman, mekan ve
agirlik deneyiminin neredeyse tamamen ortadan kalktig1 sanal bir gergeklikle kars karsiyayiz.
Bu gelismelerle beden, bir yandan deneyimsel alandan gittikge geri plana itilip siliklesirken,
bir yandan da tiptaki gelismeler, bedene yapilabilecek miidahalelerin sinirlarini genigleterek
bedeni, islevselligini bozmadan, istenilen goriintiiniin saglanabilecegi bir vitrin haline getirir.
Her iki durumda da aslinda s6z konusu olan bir “bedensizlesme”'dir. 11k durumda sanal
ortamda biitiin bir diinya deneyimi baskin bir bicimde ¢ogunlukla gérme duyusunun ve
isitme duyusunun onciiliik ettigi bedensel olarak indirgenmis bir deneyime doniisiir. Tkinci
durumda da beden, kendilik kurulumunun daha ¢ok sembolik, digsal bir 6gesi olarak one
cikar. Ironik bir bicimde sinirbilimleri ve biligsel bilimlerin sonuclari ise her gecen giin
insanin biligsel islevlerinin kaynagi olarak bedenliligimizi ortaya koyar ve bedenlesme teorileri
giincel diistinme pratiklerini belirler. Bedensizlesmenin hiikiim stirdiigii bir ¢agda bedenlesme
teorilerinin gliglenmesinin yarattig1 paradoks, Arran Gare gibi eko-felsefeciler tarafindan bu

2 olarak isimlendirilmesine

cagin “Yeniden Bedenlesme Cagi (The Age of Reembodiement)
yol acar. Bu anlamiyla bedenlesme, bedenli varliklar olarak bu diinyadaki ikametimiz sirasinda
baskin teori ve sdylemlerin 6tesinde tiim anlamlandirma siireclerini ve lirettigimiz degerlerin
tiimiiniin gdzden gegirilmesini gerektirir. Bu da aslinda kendi deneyimimize doniis ¢agrisidir.
Bu anlamda deneyim kabaca sadece bir yasanmislik degil, bilgi birikiminin oldugu bir 6grenme
ve kargilikli etkilesimlerle hem kisiligin hem kiiltiirtin kuruldugu bir tiretim alanidir.®> Aslinda
kendi bedenliligimizi unuttugumuz bir dénemde bize bedenlesmeyi hatirlatan bir bilimsel
sOylemin ortaya ¢ikist da fenomenolojinin yani birincil deneyimin bilimsel diinyaya sizmasiyla
ortaya ¢ikan enaktif teorilerle birlikte gergeklesir. Enaktif teorilerde bedenlesme en temelde
diistinme, dil, imgelem, karar alma, yaraticilik gibi tiim bilissel siireglerin, bedenin eylemliligi
yoluyla ¢evreyle etkilesiminin bir sonucu olarak ortaya ¢iktigini ve kisinin birincil deneyimini
disarida birakan bir bilim, sanat, egitim ve hatta felsefenin temel iddias1 olan insan1 anlamaya
yaklagamayacagini ortaya koyar.

Bedenlesme teorileri bir yandan bedenlesmis gergeklik (embodied realism), bedenlesmis
biling (embodied cognition), bedenlesmis zihin (embodied mind), bedenlesmis anlam (embodied

1 Arren Gare, “The Grand Narrative Of The Age Of Reembodiments: Beyond Modernism And Postmodernism”
Cosmos and History: The Journal of Natural and Social Philosophy 9/1 (2013), 327-357.

2 Age.

3 Bkz. Martin Jay, Deneyim Sarkilari, cev: Barig Engin Aksoy (Istanbul: Metis,2012), Peirce, C. S., James, W.,
& Dewey, J., Felsefenin Yeniden Yapilandirilmasi, Pragmatizm: Pratik Bir Felsefe Se¢me Yazilar,gev. ve Ed:
Sarah Celik, (istanbul: Doruk Yayimcilik, 2018).
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meaning) gibi yeni kategoriler yaratirken bir yandan da yukarida da deginildigi gibi imgelem,
karar alma, duygu, his gibi siire¢lerin duyu-motor sistemle iliskisini ortaya koyar. Bu da
yaratici siirecle dogrudan iligkili olan bu kavramlarda kirilmalar yaratarak ¢cagdas tiyatro
alaninda ortaya ¢ikan yonetmenin ve oyuncunun nosyonunda, oyunculuk egitimi pratiklerinde
ve de yaratim siire¢lerindeki degisimlere teorik bir zemin sunar. Bedenlesme (embodiment)
tipk1 Erica Fischer-Lichte’nin de ifade ettigi gibi bir estetik argliman haline gelir ve tiyatro
ve performans sanatlari baglaminda 6ncelikli olarak “bedenin bir nesne, konu, tema, sembol
olusturmak igin bir kaynak” ve “kiilttirel izlerin bir tiriinii” olarak ele alinmasini ifade eder.* Bu
anlamda bedenlesme kavraminin tiyatro uygulamalarindaki ve teorisindeki karsiligi, Fischer-
Lichte i¢in “metinden” ve “temsilden” bedene dogru bir kaymaya denk diiser. Jen Harvie ise
Making Contemporary Theater: International Rehearsal Processes adli kitabinda giiniimiizde
stiregelen teatral yonelimleri “yonetmenin ve metnin roliiniin sorgulanmast, kolektif tiretim, her

5 olarak siralar.

seyden Once yaratim siirecinin etigine ve dinamiklerine 6z-diisiiniimsel dikkat
Lehmann ise Postdramatic Theatre adli kitabinda postdramatik tiyatronun bazi niteliklerini
“temsilden ¢ok mevcudiyet, paylasimdan ¢ok karsilikli iletigimin saglandigi bir deneyim,
iiriinden ¢ok siire¢, imlemekten/belirli bir anlama igaret etmekten ¢ok manifesto, bilgiden ¢ok
enerjik bir uyarici”® olarak tarif eder. Aslinda Lehmann’in, Harvie nin ve Fischer-Lichte’nin
ortiisen bu ifadeleri cagdas tiyatro pratiklerinde bedenin degisen konumunun yani sira diger
iki 6nemli 6zelligine de isaret eder: bir yaratim siireci olarak prova siireclerinin 6nemi ve de
metnin ve yonetmenin sorgusuz Ustiinliigliniin altinin oyulmasi. Bu, temelde performansin
estetik yoniinii belirleyen seyin artik sadece metin ya da yonetmen olmadig1 anlamina gelir.
Artik performansin estetik karakterini belirleyen sey tiim prova siiresince herkesin, tiim faillerin
(yazar, yonetmen, oyuncu, sahne tasarimeisi, asistan vs.) katilimini gerektiren Harvie’nin de
ifade ettigi gibi “yaratim siirecinin niteligidir”” ki bu nitelik katilimcilarin yani sira prova
mekani ve ¢alisma kosullart gibi ¢evresel sartlar tarafindan da belirlenir.

Bunun yan1 sira ¢agdas tiyatroda oyuncunun pozisyonu da farklilagir. Lehmann,
modernizimden Onceki tiyatro uygulamalarinda énce oyuncunun bedeninin bir gdsteren
olarak disipline edildigini, egitildigini ve ona bi¢im verildigini ancak otonom bir problem
olarak ya da dramatik tiyatronun bir temasi olarak ele alinmadigint dile getirir. Lehmann’a
gdre modern tiyatro ve post-modern tiyatro, oyuncunun bedeninin yeni potansiyellerini, en
temelde bu semantik bedenin tstesinden gelerek gelistirebilmistir.® Bu durumda oyuncudan
istenen artitk Lehmann’in da belirttigi gibi kendini sunmasidir, sadece bir seyi ya da kimseyi
temsil etmesi degil, sahnede mevcut olmasidir. Yaratim siirecinde oyuncunun kendine 6zgii

4 Erica Fischer-Lichte, Performatif Estetik, ¢ev:Tufan Acil (Istanbul: Ayrinti, 2004), 153.

5 Jen Harvie, Making Contemporary Theatre: International Rehearsal Processes, Manchester: Manchester
Universty Press, 2010).

6  Hans-Thies Lehmann, Postdramatic Theatre, ¢cev: Karen Jiirs-Munby (NY: Routledge,2006), 85.
Harvie, Making Contemporary Theatre: International Rehearsal Processes.

8  Lehmann, Postdramatic Theatre 162.
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kisiligi karakterden daha 6nemli hale gelir. Bagka bir deyisle sahnede oyuncunun “otantikligi”
one ¢ikar. Lehmann’in Valére Novarina’dan aktardigi gibi artik “oyuncu yorumcu degildir,
¢linkii beden bir enstriiman degildir. Bu durumda y6netmen ya da egitmen i¢in de yeni bir
misyon belirmis olur. Yénetmen prova siiresince ya da egitmen egitim boyunca oyuncuyu bir
karakterin yorumcusu ya da temsilcisi olarak degil, bir yaratici olarak yonlendirip kanalize
edebilmelidir. Harvie yonetmenin bu yeni nosyonunu “kolaylastirict (facilitator) olarak
yonetmen”'? seklinde tanimlar. O zaman hem kolaylastirici olarak bir yonetmenden hem de
kolaylastirict olarak bir egitmenden beklenen yaraticiligi kiskirtmak ve oyuncuyu yaratimin
igbirlikgisi olarak siirece dahil etmek icin olanak saglamaktir.

Yukarida tarif edilen ¢agdas tiyatro uygulamalarinda performansin estetik niteligini belirleyen
yaratim siireci, oyuncunun kendiligi ve tiim bunlar1 koordine edecek bir egitmen ya da yonetmen
nosyonu, 17. yiizyildan kalma Kartezyen diinya tasavvurunun'! mirasi olan, birbirinden keskin
sinirlarla ayrilan bilim anlayisiyla; bedeni zihinden, 6zneyi nesneden, dogayi kiiltiirden,
duyguyu akildan ayr tutan Kartezyen diialist goriisle ve de bu goriislin sizdig1 tiim kavram
ve teorilerle tartismak yeterli olmaz. Son yillarda performans sanatlar1 egitiminde (6zellikle
de dans egitiminde) siklikla kullanilan Feldenkrais, Laban/Bartenieff, Alexander teknigi gibi
somatik uygulamalarin yayginlagmast Kartezyen kategorilerin disina ¢ikma cabasi olarak
goriilebilir. Bu nedenle tiim bu gelismelerin yaratici siireglere sizarak tiyatro ve performans
sanatlar1 alanin1 kigkirtmasi ve de kuramsal tartismalara yon verebilmesi i¢in bedenlesme
teorilerine ve alana yansimalarina yakindan bakmak gerekir. Bu amacla makale, teorik bir
zemin sunmasi agisindan bedenlesme teorilerinin beden fenomeninde yarattig1 somatik olana
dogru kaymaya odaklanarak baslar. Daha sonra somatik egitimin genel 6zellikleri ve somatik
pratiklerin igerigi oyunculuk ¢aligmalart da g6z 6niinde bulundurularak ayrintilandirilir. Son
olarak da somatik hareket egitiminin bedenlesmis bir oyunculugu nasil saglayacag, birbirinden
ayr1 beden farkindaligi tiirleri yoluyla tartisilir. Genel itibariyle makale pratikle teoriyi birlikte
ele alsa da aslinda somatik pratiklerin nasil isledigini ve oyunculuk egitiminde neden gerekli
oldugunu bilimsel verilerden yola ¢ikarak agiklamaya, tartigmaya ¢alisir. Bu nedenle odaginda
uygulama Onerilerinden ¢ok teorik tartismalar yer alir.

Bedenlesme Teorileri ve Yeni Beden Fenomeni Soma

20. yiizyilin 6zellikle ikinci yarisindan itibaren fenomenoloji ve biligsel bilimlerin
yakinlasmasi Bat1 diisiince geleneginde bedenlesme teorilerinin yayginlik kazanmasina
dolayisiyla da beseri bilimlerle fen bilimleri arasindaki keskin ayrimlarin belirsizlesmesine
yol agti. Bu nedenle tiyatro arastirmalarinda ¢ogunlukla oyuncunun oynadigi karakter ve

9 Age, 163.

10  Harvie, Making Contemporary Theatre: International Rehearsal Processes, 12.

11 Kartezyen diinya tasavvuru i¢in bkz. Tiilin Bumin, Tartisilan Modernlik: Descartes ve Spinoza (Istanbul:YKY,
2019); Descartes, Meditasyonlar: Metafizik Uzerine Diisiinceler, gev. Cigdem Diiriisken (Istanbul: Alfa 2019).
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kendi bedeni arasindaki gerilimli iliskinin niteligini tanimlamak iizere kullanilan bedenlesme
kavramini daha genis perspektifle ele almak, oyunculuk egitimlerinde somatik beden (yasayan,
¢ok boyutlu biitiinciil beden) anlayigina dogru yasanan kaymay1 anlamak i¢in énemlidir.
1990’larin basinda bu paradigma degisimine onciiliilk eden en dnemli ¢alismalardan biri
Francisco J. Varela, Evan Thompson, Eleanor Rosch, The Embodied Mind: Cognitive Science
and Human Experience'? adli galisma oldu. Varela, Thompson ve Rosch, Husserl ve Merleau-
Ponty’nin fenomenoloji anlayigini miras alarak bilimsel ¢alismalarin birinci elden yasayan insan
deneyiminden bagimsiz diisiiniilemeyecegini savundular. Hatirlanacagi tizere fenomenolojik
gelenekte bedenin 6znel ve nesnel boyutu baska bir deyisle fiziksel yapisi ile deneyimsel
niteligi ya da i¢i ile dis1 birbirinin karsisinda konumlanmaz, 6znel olanla nesnel olan birlikte
kurulur. Fenomenolojik baglamda bedenlesme (embodiment) de bu nedenle Merleau-Ponty’nin
ifade ettigi gibi bedeni hem yasayan deneyimsel bir yap1 olarak hem de bilissel mekanizmanin
baglami ya da ortami olarak ¢ift yonlii olarak kavrar.'* Buna gore bedenlesme (embodiment)
kavrami Verala-Thompson ve Rosch i¢in iki noktay1 vurgular: ilk olarak biling, ¢esitli duyu-
motor kapasiteleri olan bir bedene sahip olmasi dolayisiyla bir takim deneyimlere baglidir,
ikinci olarak da bu bireysel duyu-motor kapasiteler olasi biyolojik, psikolojik ve kiiltiirel
baglamlara gomiiliidiir. Burada “aksiyon (eylem)” terimi 6zellikle 6nemlidir ¢iinkii duyu ve motor
stiregler (yani alg1 ve eylem), yasayan bilingten ayrilamaz'*. Bu baglamda Verala-Thompson

ve Rosch “enaksiyon” (enaction)'™*

teorisini bedenlesme ve aksiyon kavramlarinin karsilikli
etkilesiminden yola ¢ikarak alginin dogasi ve eylemin algiya nasil dahil oldugunu arastiran
bir alan olarak tanimlar.'® Bugiin dilbilim, felsefe, psikoloji gibi disiplinlerde bedenlesmeyi

odaga alan pek ¢ok calisma enaksiyon teorileri altinda kendine yer bulur.

Deneyim yoluyla bilincin (ve tiim biligsel islevlerin: anlama, hayal giicii, hafiza, dil, his
vs.) kaynaginin bedenin i¢inde bulundugu ¢evreyle etkilesiminde yani insanin eylemliliginde
oldugunu vurgulayan enaksiyon teorilerinin bedenlesmeye yaptigi vurgu birbiriyle i¢ ice
geemis birtakim sonuglar dogurur. Johnson, The Meaning of the Body: Aesthetics of Human
Understanding'” kitabinda bilinci bedenlesmis olarak ele almanin sonuglarini soyle 6zetler:
Ik olarak “radikal bir zihin/beden ayrimi yoktur ”. Yani insan, zihin ve beden denen iki
farkli ontolojik yapinin bir bilesimi degildir. Ikinci olarak “anlam da bedensel deneyimde

12 Francisco Varela, Eleanor Rosch ve Evan Thompson, The Embodied Mind: Cognitive Science and Human
Experience. Massachusetts: MIT Press. 1991.

13 Merleau-Ponty, Alginin Fenomenolojisi, gev: Emine Sarikartal, Eylem Hacimuratoglu (fstanbul: ithaki,2016).

14 Varela, Rosch, ve Thompson. The Embodied Mind: Cognitive Science and Human Experience,173

15 " ingilizce’deki yasallagtirma, kanunla diizenleme ya da canlandirma, sahneleme anlamlarina gelen “to enact”
fiilinden tiiretilen enaction kelimesi, Fransio G. Varela ve Humberto R. Maturana’nin Bilgi Agact kitab1
cevirisinde Mahir Unsal Eris tarafindan “varlik kazandiran” olarak cevirilmistir. Ancak enaction terimi “varlik
kazandiran” olarak kavramsallastirildiginda, i¢inde barindirdigi “aksiyon” vurgusu kaybolur. Bu nedenle bu tez
boyunca enaction kavram i¢in dogrudan enaksiyon teriminin kullanilmasi uygun goriilmiistiir.

16  Varela, Rosch, ve Thompson. The Embodied Mind: Cognitive Science and Human Experience,173.

17 Mark Johnson, The Meaning of the Body: Aesthetics of Human Understanding (Chicago: University of Chicago
Press:2007).
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temellenmistir ”. Bedenden ayrilmis bir zihin s6z konusu degildir ki bu agkin bir ruh ya da ego
olmadigi anlamina gelir. Bunun yani sira “akil somut ya da soyut bir sey degildir ”, kesfetme,
elestirme ve doniistiirme deneyimimiz yoluyla bedenlesmis bir siirectir. En dnemlisi de “hayal
giicli, imgelem bedensel siireglerimizle iliskilidir ve deneyimin doniistiiriiclisii ve yaraticisi
olabilir . “Radikal bir 6zgiirlikk yoktur”. Bu da “ben” olarak kavranan seyin ancak var olan
bedenin g¢evreyle etkilesiminin bir sonucu olarak “ben” oldugu anlamina gelir. Akil/duygu
ikiligi her yerde karsimiza ¢ikan temel bir metafiziksel ikilik olmasina ragmen “akil ve duygu
ayrilmaz bir bigimde i¢ igedir ” ve duygular kavramsallagtirma, akil ve imgelem gibi biligsel
kapasitelerimizin temellerinde yatar. Tiim bunlarin sonucu olarak da bedenlesme teorileri ruh
ya da tin olarak kabul edilen seyin askin bir kavram olmadigini gosterir yani “insanin tinselligi
(ruhaniligi) de bedenlesmistir .3

Johnson’in sonuglarini 6zetledigi bedenlesme teorilerine dayanan bu ¢alismalar, tiyatro ve
performans alani agisindan birbiriyle iligkili ii¢ dnemli kavrami tartigmaya agar: bir kurucu 6ge
olarak “hareket”, bir aragtirma alan1 olarak “birincil deneyim” ve biitiinctil bir beden anlayisi
yani “soma”. Ilk olarak enaksiyon teorileri kapsamindaki sinirbilimsel ve bilissel bilimler
alanindaki galismalarin sonuglart yukarida da s6z edildigi gibi anlamin dilde baglamadigini,
¢ok daha dncesinde biling dist diizeyde bedenimizin diinyayla kurdugu ilk iletisimle ortaya
ciktigini ortaya koyar ki bu ilk iletisimin kosulu ilksel harekettir'®. Enaksiyon teorisi kisaca
“bilincin algidan, alginin hareketten, hareketin bir ¢evreden ve davranis olarak tasarlanan daha

9920

biiyiik bir kategoriden ayri olmadig1”* sonucunu verir bize. Yani anlam arayisinda hareket 6n
kosuldur. Enaksiyon teorileri baglaminda dne ¢ikan hareket Husserl’ci anlamda bir harekettir
yani kisinin igsel olanla digsal olan1 kendi hareketinde birlikte deneyimledigi bir alandir. Bu
nedenle hareket, konvansiyonel oyunculuk ¢aligsmalarindaki gibi igeriden-disari, disaridan-
igeri gegcisin bir araci olarak yani duygudan harekete, hareketten-duyguya yaklasimiyla ele
alinmaz. Hareket, degisimi ve doniisiimii igeren, zamanda ve mekanda olusurken ayni zamanda
kendi mekanini ve zamanini yaratan dinamik bir fenomen olarak kavranir. Bagka bir deyisle
hareket kisinin hem -dissal olana referansla- {i¢ boyutlu olarak algiladigi hem de -igsel olana

referansla- hissedebildigi bir oyun alanidir.

Ikinci 6nemli nokta tiim bu bilimsel ¢calismalarin yontemlerine iliskin olarak ortaya ¢ikar.
S6z konusu calismalari gergeklestiren bilim insanlarinin ¢ogu elde edilen sonuglara ulasmak
icin sadece son teknolojiyle donatilmis beyin goriintiileme cihazlarindan, bilimsel tekniklerden
ya da kendi gézlemlerinden (kisaca iigiinciil bakis agisindan) yararlanmaz. Bu sonuglara
ulasilmasinda birinci elden hasta ve denek deneyimlerine bagvurulur. Ornegin “hayalet uzuv
fenomeni” hasta anlatilar1 yoluyla ortaya ¢ikar ve bu anlatilar beynin esnekligi ile ilgili

18 A.ge,11-15

19 Maxine Sheets-Johnstone, The Primacy of Movement (Amsterdam / Philadelphia: John Benjamins Publishing
Company,2011).

20 A.ge., 187.
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calismalari giliglendirir. Ya da “sinestezi” fenomeni sesleri gordiigiinii, sayilarin ya da harflerin
renkleri oldugunu ifade eden kisilerin deneyimleriyle beynin ¢capraz modellemesi ve yaraticilik
becerisi lizerine yapilan ¢aligmalara katki sunar.?! Yani kisaca enaksiyon teorisi ¢ergevesinde
yapilan bu bilimsel ¢aligmalar birincil deneyimin tiim gelisen teknolojik kosullara ragmen her
zaman insan varolusuna iliskin en temel veri kaynaklarindan biri oldugunu ortaya koyar ki bu
da fenomenolojiyi bir yontem olarak one ¢ikarir. Bilindigi tizere fenomenoloji “tanimlanabilir
deneyime”* iliskin bir yontemdir. Yani deneyimin kendisi bir aragtirma konusu haline getirilir
ancak fenomenolojik bir arastirmada deneyime birincil elden ulagsmak igin bilimsel bilgi,
kaliplasmis yargilar ve 6n kabuller askiya alinir. Tiyatro ve performans sanatlar1 agisindan da
oyuncunun kendi birincil deneyimini bir 6grenme alani olarak nasil agacagi temel sorulardan
biri haline gelir ki bu da aslinda bir oyunculuk fenomenolojisinin miimkiin olup olmadigi
tartismasini dogurur. Bu makalenin temel iddias1 da somatik uygulamalarin hareket arastirmalart
yoluyla fenomenolojik olarak oyuncunun birincil deneyimi {izerine ¢aligsmasi igin bir yontem
Onerisi olabilecegidir.

Enaksiyon teorilerinin ortaya koydugu li¢lincii 6nemli nokta beden fenomeninde yasanan
kaymaya iligkindir. Bu kayma, yasami anlamlandirma siireglerinde yukarida vurgulandigi gibi
hareketin ve birincil deneyimin dne ¢ikmasiyla ortaya ¢ikar. Beden artik kabaca karakterin
lizerine giyilebilecegi sadece bir mekan ya da ifade becerisini kuvvetlendirmek i¢in egitilmesi
gereken bir gosteren olarak ele alinamaz. Ciinkii bu bakis temelde Kartezyen ikilige dayali temsil
teorisinin sonuglaridir ve bedenin ¢ok boyutlulugunu ve insanin anlam tiretme mekanizmalarinin
bedenselligini gozden kagirir. Oysa Lakoff ve Johnson, Philosophy in the Flesh’de “bedenlesmis
gerceklik (embodied reality)” kapsaminda insan bedeninin bes farkli boyutunu dile getirir:
Buna gore biyolojik bir organizma olarak beden diinyada olmamizin ilkesel fiziki mahalidir
ve biling dncesi kapasiteleri (beden semalarini®) vurgular; ekolojik beden devamli siiregelen
organizma-gevre akisini igerir; fenomenolojik beden yasadigimiz, deneyimledigimiz diisiiniimsel
olarak kendimize doniik algilarimizi, tavirlarimizi ve inanglarimizi ifade eder; sosyal beden
kisilerarasi iliskileri ve koordinasyon deneyimlerini igerir; kiiltiirel beden ise bedenin kiiltiirel
yapilarla, uygulamalarla, kurumlarla, ritiiellerle ve etkilesim yollartyla sekillenip doniisen
boyutunu ifade eder.? Kisaca, Johnson’in iade ettigi gibi, insan bedeni terimini kullandigimizda
merkezi odagimiz daha gok elbette yasayan biyolojik beden ve onu hissettigimiz fenomenolojik

21 Buiki 6rnekle ilgili daha ayrtili bilgiler igin bkz Christian Keysers, Empatik Beyin: Ayna Néronlarin Kesfi Insan
Dogasin Anlama Yetimizi Nasil Degistirdi?, cev. Ayber Eper (Istanbul: Alfa Yayinlari, 2019); C. Sinigaglia,
& G. Rizzolatti, Beyindeki Aynalar: Zihinlerimiz Eylemleri ve Duygular: Nasil Paylasir?, ¢ev. Devin Keles
(Istanbul: Alfa Yayinlar1, 2016); Merleau-Ponty, Alginin Fenomenolojisi; V.S. Ramachandran, Oykiicii Beyin,
cev. Ayse Cankiz Cevik (Istanbul: Alfa Yayinlari, 2016).

22 Shaun Gallagher ve Dan Zahavi, The Phenomenological Mind an Introduction to Philosophy of Mind and
Cognitive Science (New York: Routledge, 2008), 5.

23 Beden semastyla ilgili bkz. Shaun Gallagher, How the Body Shapes the Mind, (NY: Oxford University Press,
2005)

24 Johnson, The Meaning of the Body: Aesthetics of Human Understanding, 275-277.
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bedenimizdir. Ancak insan bedeni bu bes boyutun tiimiine de sahiptir; bir ya da birkagina
indirgenemez?. Oyleyse zihni bedenden, duyguyu akildan, kiiltiirii dogadan ayr1 géren Kartezyen
ikiliklerden artik uzaklasildig: asikar hale gelir.

Ancak bedenlesme teorileri etrafinda toplanan ve aslinda bedenin yukari da siralanan ¢ok
boyutlulugunu igeren enaktif beden anlayisi teorik olarak yirmi birinci yiizyilin yaygin beden
sOylemi olarak kabul gorse de bunun pratikteki karsiligini bulmasi o kadar kolay degildir.
Ciinkii Drew Leder’in The Absent Body kitabinda vurguladigi gibi, bedenli olusumuz dogasi
geregi oldukca paradoksaldir. Yani bir yandan bedenli olmak, bu diinyadaki varolusumuzun
6n kosulu iken, bir yandan da deneyimlerimiz sirasinda beden kendini unutturur ve Leder’in
deyisiyle “yoklukla (absent)” karakterize olur. Leder, 6rnegin giinliikk hayatta bir kitaba
kendimizi kaptirmis okurken ya da son derece fiziksel olmasina ragmen hareketli bir bigim de
sportif bir yarigin iginde odaklanmigken bedenimizin, deneyimimizin bir pargasi degilmiscesine
algimizdan kayboldugunu dile getirir. Hatta dikkatimizi bedenimize verdigimizde bile bedensel
fonksiyonlarimizin isleyisinde bir problem yoksa (agriyan, kasman bir bolge vs.) bedeni bir
biitiin olarak algilayip pargalarinin tek tek farkina varmayiz.¢ Bedenin bu sekilde “algimin
odagindan” kolaylikla ¢ikmasinin iki temel sebebi oldugu sdylenebilir. Ilk olarak bilissel
bilimler ve sinirbilimleri alaninda yapilan ¢alismalarin?’ tiim sonuglari bedensel organizasyonun,
islevlerini yerine getirirken isleyisinin ¢ogunu biling dis1 diizeyde, tanimlanabilir deneyim
alaninin diginda gergeklestirdigini gosterir ki bu da bedenin biyolojik niteliklerine iliskindir.
Diger taraftan da Kartezyen diinya goriisii, bilim dahil tiim kavramsal diinyamizin ve giindelik
pratiklerimizin pek ¢ogunu domine ederek bedeni isleyen bir makina olarak goriip, akli ya
da “ruhu” ondan ayr1 olarak ele alir. Bu durumda akil “benligin” esas 6zii olarak kabul goriir,
beden de nesnelestirilerek diinyadaki varligimiz i¢in sadece bir aract olma durumuna indirgenir.
Boylelikle de bedenin sorunsuzca islemesinin bir sonucu olan kendi igleyisini unutturma
niteligi, Kartezyen diisiincenin tirettigi aract beden nosyonuyla birlikte, bedenin “yoklugu”
fikrini derinlestirir.

Tiyatro ve performans sanatlari agisindan disiiniildiigiinde teoride kabul goren yasayan
bedenin ¢ok boyutlulugunu gercekten kavrayabilmek i¢in de siklikla alginin odaginin disina
¢ikan bu “goriinmez bedeni”, sadece teoride degil uygulamada (fenomenolojik bir baglamda)
goriiniir kilmanin yollarini aramak gerekir. Bu anlamda da somatik yaklasim Kartezyen bedeni

25 A.ge.,278.

26 Drew Leder, The Absent Body (London: The University of Chicago Press, 1990),1-3.

27 Bucalismalarin ayrintilari icin bkz. Nancy C., Andreasen Yaratict Beyin: Dehanin Nérobilimi, ¢ev. Kivang Giiney
(Ankara: Akilgelen, 2019); Louise Barret, Beynin Otesi, gev: ilkay A.Demir (Istanbul: Alfa Yaymlar1,2017);
Daniel Dennett, Biling A¢iklaniyor; gev. Sibel Kibar (istanbul: Alfa Yayinlar, 2017); Mark Johnson The Body In
The Mind: The Bodily Basis of Meaning, Imagination, and Reason. Chicago (The University of Chicago Press,
1992). Keysers, Empatik Beyin: Ayna Néronlarin Kesfi Insan Dogasini Anlama Yetimizi Nasil Degistirdi?.
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degil, somay1 yani Yunancadaki anlamiyla “kendi biitiinligii icinde yasayan beden”i*® odaga
alarak uygulamadaki bu agig1 karsilar. Beden egitimi pratiklerinde 70’li yillardan itibaren
bedenle ilgili bu kavrayis degisikligi fark edilmistir aslinda. Bunun sonucu olarak Thomas
Hanna (1928-1990) sinirbilim ve tip alaninda yaptig1 ¢aligmalar sonucunda beden kavrami
yerine yeni bir kavramsallastirma ihtiyaciyla yukarida sayilan bedenin farkl nitelikleriyle ile
uyumlu soma terimini 6nerir.”” Hanna’ya gore soma bir sey ya da nesnel bir beden degil, bir
stirectir; soma degismez ya da sabit degildir, degisken ve esnektir. Soma, daima istikrar ve
dengeye ulagsmaya calisan bir sistem olarak olusur ve bu gérev zaman i¢inde gerceklesir ama asla
tamamlanmaz. Kendi digsal aksiyonlarinda oldugu gibi igsel islevlerinde de soma, hareketlerini
belli bir diizenle 6l¢iip koordine ederek kendini gevresine uyarlar.*® Bu anlamda bu ¢calismada
konu edilen soma yasayan bedeni biyolojik, ekolojik, sosyal, kiiltiirel boyutlartyla biitiinciil bir
bicimde bir siire¢ olarak ele alan bir kavrama karsilik gelir. Tiim bunlardan hareketle tiyatro
ve performans sanatlar1 agisindan somatik yaklasimi son donemde elde edilen anlam, duygu,
his, hafiza ve imgeleme iligkin bilimsel verileri goz ardi1 etmeden (liglincii kisinin bakigini)
bedensel deneyime, birincil kisinin perspektifinden fenomenolojik bir refleksiyonla yaklasarak
tiim yaratici slirece yayilan harekete dayali uygulama bigimleri dneren bir yaklasim olarak
kavramsallastirabiliriz.

Somatik Egitimin Genel Ozellikleri

Son donemlerde tiyatro ve performans sanatlari egitiminde (6zellikle dans egitimi alaninda)
siklikla yer bulan somatik uygulamalar temelde bireyin birincil hareket deneyimini odaga alan
bir dizi hareket egitimine verilen genel addir. Yoga, tai chi ve chi gong gibi daha gelencksel
uygulamalardan Feldenkrais, Otantik Hareket, Laban/Bartenieff gibi 20. yiizyilda ortaya ¢ikan
daha giincel ¢aligmalara, somatik semsiyesi altinda toplayabilecegimiz oldukca fazla zihin-
beden uygulamasi vardir. Bu tiir uygulamalar iki ana dala ayrilir: biri masaj, kraniosakral
terapi (bedensel denge terapisi), bedensel-duyusal rahatlama uygulamalari gibi daha pasif
ve alici, digeri de 6rnegin Ideokinesis, Alexander Teknigi, Feldenkrais Metodu, Laban/
Bartenieff Hareket Arastirmalart gibi daha aktif motor/hareket davranislari degistirmek igin
katalizor olarak kiginin hareket farkindaligini ve imgelemini bilingli olarak isbirligine cagiran
uygulamalardir.’! Genel olarak tiyatro, dans gibi performans sanatlari egitiminde daha ¢ok yer
verilen ¢aligmalar aktif olarak tarif edilen Feldenkrais, Alexander teknigi, Laban/Bartenieff
hareket aragtirmalar1 gibi uygulamalardir.

Cogunlukla dans olmak iizere sanat egitiminde imgelemi gelistirmek, yaraticilig arttirmak,
sakatlig1 onlemek gibi amaclarla, klinik terapilerde ya da zaman zaman alternatif ya da

28 Thomas Hanna, The Body of Life: Creating New Pathways for Sensory Awareness and Fluid Movement (NY:
Healing Arts Press, 1980), 8.

29 Age.,8.

30 Age,6.

31 Glenna Batson, “Somatic Studies and Dance”, International Association for Medicine and Dance, erisim: 10
Temmuz 2018, https://www.iadms.org/page/248.
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tamamlayici tedavi yontemi olarak bazen de sadece kisisel farkindalik igin kullanilan somatik
egitimler, oncelikli olarak diger hareket egitimlerinden felsefi temelleri ve temalar1 dolayisiyla
ayrilir. Bu egitimlerin felsefi temeli “kisisel otonomi arayisinda zihin, beden ikiligini ortadan
kaldirmak”; en temel temalart da “6z farkindalik, 6z kontrol, gelisim ve degisim i¢in aktif
katilima istekli olma” olarak siralanir.’? Burada s6zii edilen “degisim ve gelisim igin istekli
olma”* ayni1 zamanda oyuncunun ¢alismalar sirasindaki yonelimini ve tavrini belirlediginden
onemlidir. Her seyden dnce oyuncunun hareket deneyiminin kendisine goriiniir olmast igin
fenomenolojik tavir gereklidir. Fenomenolojik tavir oyuncunun bilgilerini, beklentilerini,
yargilarini askiya almasi, o andaki odaginin yonelimini fark etmesi, hareketinin etkisinin o
an, o mekandaki kosullarla iligkisini fark etmesini gerektirir. Bu da ancak istekli bir katilim
kosuluyla gergeklesebilir. Oyuncunun bu gesit fenomenolojik tavri olmaksizin da hareket
deneyimi oyuncuya acilmaz. Bu nedenle temel temalar olarak tarif edilen 6z-farkindalik ve
6z-kontrol ancak gelisim ve degisim icin aktif katilimla gergeklesebilir. Bu niteligiyle somatik
hareket caligmalari spor salonlarinda ayna karsisinda miizik esliginde yapilan egzersizlerden,
egitmenin adimlarinin birebir kopyalandigi dans derslerinden ayrilir.

Ornegin Feldenkrais, Awarness Through Movement (Hareket Yoluyla Farkindalik) sistemi
adini verdigi grup derslerinde genel olarak kaslardaki eforu azaltmak, degisimi fark edebilmek
ve alisilagelmis kassal oriintiileri kirmak i¢in derslere yiiziistii ya da sirtiistii yatar pozisyonda
baslandigimi dile getirir. Ayak tabanlarinda, eklemlerde aligilagelmis baski boylelikle 6nlenir.
Sinir sistemi yer¢ekimi nedeniyle gonderilen alisilagelmis uyaranlart alamaz ve donen
uyaranlar da alisilagelmis oriintiiler i¢inde iliskilendirilemez. Katilime1 dersten sonra tekrar
eski alisilagelmis uyarani aldiginda bu uyarana farkli tepki verdigini kesfeder. Dersler miimkiin
oldugunca herhangi bir zorluk ya da ac1 olmadan yavas ve keyifli yapilmaya caligilir; ana hedef
bilinen anlamiyla bedeni egitmek degildir, kisinin kendi i¢inde bilmedigi tepkileri kesfetmesi
ve daha iyi ve uyumlu bir eyleme bi¢imini 6grenmesini saglamaktir. Hareketler hafiftir, on bes
ya da yirmi tekrardan sonra baglangigtaki ¢aba neredeyse katilimciy1 pratikte hi¢ zorlamaz.
Bu da kiside en yiiksek diizeyde duyarliliga sebep olur ve bdylelikle kisi uyarilara verdigi
tepkilerdeki en kiigiik degisiklikleri ve bedenin farkli bolgelerindeki hizalanmalari saptayabilir.
Derslerin sonunda da katilimer sadece bedenin ¢alisilan boliimlerinde degil bir biitlin olarak
hafifleme, yerle olan temasta rahatlama hisseder. Bu metot sadece kas ve iskelet sisteminde
esneklik ve giiclenme gibi degisimlere yol agmaz ayni1 zamanda kisinin benlik imgesinde ve
kisinin kendine olan yonelimindeki nitelikte de degisimlere yol agar. 3

Benzer prensiplerle Bartenieff de kendi dersine katilan 6grencilerin diger hareket
derslerinden farkli kesiflerde bulunmaya yonlendirildigini dile getirir. Ornegin Bartenieff

32 Deane Juhan, Job's Body: A Handbook for Bodywork (NY: Station Hill Press, 1998).

33 Age.

34 Moshe Feldenkrais, “Awarness Through Movement”, Embodied Wisdom The Collected Papers of Moshe
Feldenkrais (California: North Atlantic Books, 2010), 69-75.
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bedeni ¢evreleyen alanin kollarla kesfedilmesi tizerine ¢alisan 6grencilerin dzellikle bedenin
arka boliimlerine ulasmaya ¢alisirken belli bolgelere erisemediklerini, bazi pozisyonlarda
sikisip kaldiklarini vs. ifade ettiklerini aktarir. Bartenieft boylesi durumlarda egitmenin rotasyon
gibi uzamsal elementleri kullanarak 6grencilerin kol hareketini yeni uzamsal olanaklara
dogru yonlendirebilmesi gerektigini ifade eder. Boylelikle 6grenci hareket sirasinda sadece
kas ve eklemlere (yani fleksiyon ve ekstensiyon) odaklanmak yerine ayni zamanda yeni bir
uzamsal kesif saglayan eklem déniislerine de odaklanabilir. Onemli olan kullanilmayan kas
ve eklemlerin farkindaligini uyararak hareket olasiliklarin1 hem enerji hem de ifade giici
anlaminda genisletmektir.>

Genel hatlartyla bahsedilen bu iki 6rnekte goriildiigii gibi her bir somatik uygulama farkli
odaklara sahip olsa da hemen hepsinin ortaklastigi temel prensipler aynidir. Diinya capinda
pek ¢ok somatik hareket pratigini ve uygulayicisini bir araya getiren Uluslararas1 Somatik
Hareket Egitimi ve Terapi Birligi (The International Somatic Movement Education and
Therapy Association /ISMETA) somatik egitimin katilimcilar agisindan bes temel kazanimint
asagidaki gibi tanimlar:

* “Bedene hem nesnel fiziksel bir siire¢ olarak hem de yasayan bir bilincin 6znel bir siireci
olarak odaklanma,

* Homeostaziyi, ortak diizenlenmeyi ve néraplastisiteyi (beynin esnekligini) destekleyen algisal,
kinestetik, oz-algisal (proprioceptive) ve i¢-algisal (interoceptive) * duyarliigi gelistirme,
* Cevreyle olan etkilesimde aliskanliga doniismiis algisal, postural ve harekete iliskin
ortintiileri fark etme,

* Yapisal, islevsel ve ifadesel entegrasyonu destekleyen hareket koordinasyonunu gelistirme,
* Bedensel olarak zindeligi deneyimlemek ve yasam i¢in anlam ve haz iiretmeyi saglama
konularinda yardimci olma™’

Somatik Yaklasimda Egitim Iceriginin Niteligi

Gigi Berardi ise 2007 yilinda yayinlanan Mind Matters: Somatics is a Growing Trend
in Dance Training adli makalesinde somatik egitimin ii¢ anahtar kavramini 6zgiin 6grenme
igerigi, duyusal uyumlanma ve yogunlastirilmis dinlenme olarak tespit eder.*® Bu tespitler
somatik hareket egitiminde ders igeriginin ve 6grenme ortaminin nasil planlanmasi gerektigi

35 Irmgard Bartenieff ve Dori Lewis, Body Movement: Coping with the Environment (NY: Routledge, 1980), 229-
249.

36  Oz-alg (proprioception): Bedenin kaslarinin ve eklemlerinin pozisyonu, yerini, hareketlerin uyumunu algilamamizi
saglayan duyu. Cogunlukla aligkanliklar, duyarsizlagma ya da adaptasyon yiiziinden farkinda olmayiz bu
duyunun. i¢-alg1 (interoception): Sekizinci duyu olarak ele almnir. Bedenin psikolojik ve fiziksel durumunu
algilamamizi saglar. Ornegin aclik ve susuzlugu ig-alg1 duyusu yoluyla hissederiz. StarInstitute, Your 8 Senses,
erisim: 20.05.2019 https://www.spdstar.org/basic/your-8-senses#{8.

37 “The International Somatic Movement Education and Therapy Association (ISMETA)”, erisim 20 Nisan 2019
https://ismeta.org/about-ismeta/scope-of-practice.

38 Berardi G.’den aktaran Batson, “Somatic Studies and Dance”.
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ile ilgili bize ip ucu vermesi agisindan énemlidir. Batson, Berardi’nin tespit ettigi bu ii¢ anahtar
kavrami ayrintilandirarak agiklar:

Ozgiin Ogrenme Igerigi: Batson, somatik olarak olusturulmus bir §grenme ortamiin
bedenin duyusal uyaricilarina (nefese, kas gerilimine, bedenin zeminle yaptigi iliskiye)
odaklanabilmesi i¢in dncelikle zihin-beden konusmalarini (yani kisinin kendi i¢ sesini)
sessizlestirerek basladigini dile getirir. Batson’a gore bu tiir somatik 6grenme ortamlarinda
yarigmaci olmadan, kendini diizeltme stratejilerine bagvurmadan, kiginin 6z-kabulle kisisel
kesiflerine odaklanilir. Katilimcilar hareketlerin dogru ya da ideal bi¢imlerini yapmaya
calismak yerine, bedensellesmis bir kaynaktan yani hareket aninda tamamiyla agik ve duyarlt
olan bir kaynaktan hareket etmeyi 6grenirler. Bu ¢esit bir egitim katilimeilart kat1 engelleyici
oriintiilerden kurtarip diislinceleri, duygulari ya da eylemleri kisitlayan diger sinirlardan
kurtarmak i¢in tasarlanmistir. Batson, bu nedenle bu tiir egitimlerde duraklama anlaria ya
da refleksiyona (diistiniimsellige) daha ¢ok yer verildigini boylelikle de  katilimeilarin bir
amaca ulasmak i¢in efor harcanmayan bir atmosferde duyumsama ve hareket arasindaki siireyi
uzatarak hareketsizlik ve hareket arasinda duyusal geri bildirimleri kesfettiklerini dile getirir.*

Duyusal Uyumlanma: Batson somatik yaklagimin motor eylemlerin 6tesinde duyusal
farkindaliga vurgu yaptigini dile getirir ve somatik 6grenme igeriginde birinin nasi/ hareket
ettiinin, hareketin ne oldugundan daha 6nemli oldugunun altin1 ¢izer. Ayrica Batson katilimcilara
i¢gsel duyulari (sinirsel sinyalleri) kesfetme ve onlart anlamli kilma sansi verildiginde bu
“duyusal otoriteye” yani kisinin kendi yol géstericisine doniismesi ve 6z kontrole sahip olmasi
icin temel bir dayanaga yol agtigini ifade eder. Duyusal otorite de hareket otonomisine (i¢sel
olarak hareketin kisinin kendisi tarafindan diizenlenmesi kapasitesi) ve hareketin 6grenilmesi
sirasinda yaygin digsal referanslarin ayirt edilmesine (6gretmenin yonlendirmeleri, ayna ile
caligma gibi) 6n ayak olur.*’

Yogunlastirilmig Dinlenme: Somatik ¢aligsmalar yogun fiziksel aktiviteler lizerine kurulu
olsa da sik sik aktiviteler arasinda dinlenme anlar1 kullanilir. Batson yiiksek oranda dinlenme
stirelerinin olmasinin sinir sistemine igleme ve entegrasyon i¢in, psikolojik sisteme de yeniden
toparlanmasi ve kendine gelmesi i¢in zaman verdigini dile getirir. Ayrica somatik dinlenme
faz1 fiziksel toparlanma i¢in bir strateji olarak uygulanmaz yalnizca, ayni zamanda motor
programlama igin de uygulanir.*' Batson dinlenme siirelerinin hafizay1 gliglendirmek (ne
6grenildiginin hatirlanmasi) ve motor hatirlamay1 (gerektiginde 6grenileni geri ¢agirmayi)
gelistirmek ve ayn1 zamanda gercek performansi gelistirmek i¢in de 6nemli oldugunu vurgular.
Batson dinlenme sirasinda temel sirt @istii dizler kirik uzanma pozisyonunun, yergekiminin viicut

39 Age, 2.

40 A.ge.,?2.

41 Richard Schmidt ve Tim Lee, Motor Control and Learning: A Behavioral Emphasis (NY: Human Kinetics,
2011).
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tizerindeki etkisini azalttigini ve kassal eforu ve postural destege dahil olan ekleme binen yiiki
en aza indirdigini ifade eder. Boylece katilimeilar herhangi bir fiziksel efor gostermeksizin
ders esnasinda 6grenilenleri gdz dniine getirerek ndromaskuler koordinasyonu arttirabilirler.

Batson bunun igin en az 10-20 dakikalik dinlenme periyotlarin 6nerildigini de dile getirir.”*

Batson’in Berardi’den alintilayarak agikladigi somatik egitimin bu {i¢ anahtar kavrami
somatik yaklasimin oyunculukta, 6zellikle enaksiyon teorisi baglaminda neden 6nemli oldugunu
da ortaya koyar. Bu tg¢ niteligin oyunculuk acgisindan 6nemini ayrintilandirmaya ¢aligalim.
Oncelikle bedenlesme teorileri cergevesinde eger birey kendi icinde bulundugu fiziksel ve
sosyokiiltiirel ¢cevresinden etkilenen ve kendisi de bu g¢evreler iizerine etki eden ve zihinsel
semalari (yani sinir haritalar1 da) bu etkilesimler yoluyla olusan siiregler olarak tanimlaniyorsa
bu evrensel bir ortakliga igaret ettigi gibi bireysel 6zgiilliiglin de altini ¢izer. Sinir bilimci
Louise Barrett’1in da ifade ettigi gibi bedenlesme yaklasiminin 6zgiirlestirici bir baska boyutu
da davranislarla ilgili bireysel farkliliklara yeni bir boyut kazandirmasidir. Barret’a gore farkl
bireylere ait davranig orlintiileri bu kisilere 6zgii bedensel dinamiklerin 6zgiil ¢evrelerde
gerceklesmesiyle ortaya ¢ikar ve dolayisiyla o an ki ¢evresel kosullarla 6zgiil bedensel yap1
arasindaki etkilesimin sonucunda performansin degiskenligi bir zorunluluk ve sonug olarak
belirir.* Bu nedenle somatik yaklagimda katilimeilarin gosterilen bir hareketi sadece diizgiin
yapmaya degil, daha ¢ok hareketi yaparken kendi kesiflerine odaklanmalar1 bu 6zgiillige
hizmet eder ve boylelikle 6zgiin 6grenme igerigiyle oyunculuk egitimlerinde otantiklige ve
bireysel farklara yer agar.

Somatik egitimlerin ikinci dnemli niteligi olan duyusal ogrenmede oyunculuk ¢alismalari
acisindan en dnemli iddia bir 6nceki 6zgiin 6grenme icerigiyle de iliskili olan “kisinin kendi
yol gostericisine” doniismesidir. Enaksiyon teorileri baglaminda oyunculugu ele aldigimizda
(bu teorilerin beden-cevre etkilesimine yaptig1 vurgu dolayisiyla) 6ne ¢ikan niteliklerden biri
de mevcut ¢evresel kosullarda uygun tepkileri vermeye hazir olmadir. Bu durumda somatik
caligsmalar sirasinda katilimcilarin olusan tepkilerin duyusal dinamiklerini kesfetmeleri ve
kendi hareket otonomileri iizerine ¢aligmalarinin 6nemi ortaya ¢ikar. Moshe Feldenkraise
1988 yilinda yayinladig1 Bodily Expressions adli makalesinde somatik uygulamalar sirasinda
yapilan son derece kolay hareketlerde kaslarda hissedilen eforun gergekte yapilan bir isin bir
Ol¢iisli olmadigini, ancak hareketin nasil organize oldugunun bir ifadesi oldugunu belirtir. Yani
bu, hareketin niteligine karsilik gelir. Zorluk derecesi farkli hareketler yaptigimizda yapilan
isin niceligi degisebilir ancak o i yapilirken bedenin tiim pargalarinin organize olma bigimi
degismez yani nitelik aym kalir. * Iste somatik uygulamalar yoluyla hareketin temel niteliklerine
iligkin bu kavray1s, hareket otonomisini kazandiracak olan temel 6gedir. Boylelikle oyuncu

42 Batson, “Somatic Studies and Dance”, 3.

43 Barret, Beynin Otesi, 219.

44 Moshe Feldenkrais, “Bodily Expressions”, Embodied Wisdom The Collected Papers of Moshe Feldenkrais
(California: North Atlantic Books, 2010), 12.
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en temelde bedensel organizasyonuna iligkin gelistirdigi farkindalikla kosullara uygun gerekli
eforu (glicii) harcama becerisi kazanir ve bu eforu kontrol etmeyi 6grenmis olur.

Berardi’nin somatik egitimlerin ii¢iincii temel 6zelliginden s6z ederken yogunlastiriimis
dinlenme olarak tarif ettigi 6zellik oyunculuk ¢aligmalart baglaminda diisiintildiigiinde alternatif
bir 6grenme bigimine karsilik gelir ve imgelemle motor beceri arasinda ayna noronlariimn®
isleyisi dolayisiyla gerceklesir. Hatirlanacagi iizere ayna néronlar beynimizdeki motor ndronlarm
sadece bir eylemi yaparken degil, ayn1 zamanda o eylemi hayal ederken, eylemin sesini
duydugumuzda ya da bagkasinin o eylemi yaptigini gordiigiimiizde de ateslendigini ortaya koyar.
Oyunculuk ¢aligmalarinda imgelem daha ¢ok hareket halinde oyuncunun karakteri yaratirken
dogru evreni kurmasi igin, ayrintilar1 kesfetmesi i¢in kullanilir. Ancak somatik g¢aligmalar
kapsaminda siklikla katilimcilar sadece dinlenme anlarinda degil hareketleri yaparken de
imgelemlerini kullanmaya tesvik edilirler. Boylelikle motor becerilerin yerlesmesi igin tekrarin
yani sira aktif imgelem beden imgesinin doniisiimii i¢in kullanilmis olur.

Bir kez daha yenilemek gerekirse bedenlesme teorilerinden hareketle “bedensel kaynaklarin
ozgilliigi kisiye 6zel 6grenme stratejileri ve gelisim yoriingeleri olusmasini gerektirir.”*¢ Bu
da somatik hareketin “6z-diizenleme, 6z-sagaltim, kendini tanima becerilerinin gelisimi i¢in
ogrencilerin/katilimeilarin duyusal ve motor farkindaliklarini arttirma™” olarak 6zetlenebilecek
temel amacini bu ¢alisma acgisindan daha da énemli kilar. Ciinkii somatik yaklasimin kendi
hedefini yerine getirebilmesi ayni zamanda 6grenme ortaminin hatta yaratim esnasinda prova
siirecindeki ortamin diizenlenmesini de gerektirir. Burada kasit elbette sadece fiziksel bir
diizenleme degildir. Burada s6zii edilen diizenleme duygusal olani, zihinsel olandan, zihinsel
olan1 bedensel olandan, bedensel olani yaratict olandan vs. ayiran dualistik bakisin terk
edilmesidir. Bu konuda bu tiir ikiliklerin duygusal olanin giigsiiz oldugu, yoneticilikle ilgili
iglerin daha zihinsel oldugu, kadinlarin daha ¢ok duygulariyla hareket ettigi gibi 6n yargilara
sebep oldugu ve bu yargilarin da prova ya da ¢alisma mekaninda genel olarak oyunculara
kars1 davraniglari ya da oyuncularin birbirine karsi davraniglarini etkiledigini belirten John
Lutterbie’nin tespitleri olduk¢a yerindedir. Lutterbie, icin ikilemin siirdiiriilmesi yaratici
potansiyelin sinirlandirilmasiyla sonuglanir. Bu baglamda Lutterbie’nin 6ne siirdiigii gibi
prova ya da ¢aligma mekaninda bu yargilarin disarida birakilmasi i¢in “cergeveleme anlayist”
onemlidir.*® Bu a¢idan somatik yaklagim sadece bir takim hareket dizilerini belli yonergelerle
ogrencilerin uygulamasi onerisinden ¢ok, bu tiir dualistik ikilemlerin ve bu ikilemlerin yol

45 Ayna néronlarla ilgili ayrintil bilgi icin bkz. Keysers. Empatik Beyin: Ayna Néronlarin Kesfi Insan Dogasin
Anlama Yetimizi Nasil Degistirdi? ; Ramachandran, Oykiicii Beyin, Sinigaglia, ve Rizzolatti, G. Beyindeki
Aynalar: Zihinlerimiz Eylemleri ve Duygular: Nasil Paylasur?.

46  Barret, Beynin Otesi, 225.

47 Martha Eddy, “A Brief History Of Somatic Practices And Dance: Historical Development Of The Field of
Somatic Education And its Relationship To Dance”, Journal Of Dance And Somatic Practices (2009).

48  John Lutterbie, “Neuroscience and Creativity in the Rehearsal Process”, Performance and Cognition: Theatre
Studies and the Cognitive Turn, Ed. McConachie, Bruce; Hart, F. Elizabeth (NY: Routledge, 2006), 163.
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actig1 yargilarin yaratici siiregte asilmasi ihtiyacina da karsilik gelir. Bu nedenle bu yaklasim
hareket yoluyla “oyunculugun iligkisel, metaforiksel”* ve hatta ilksel temellerine vurgu
yapmay1 hedefler.

Somatik yaklasimla gergeklestirilen hareket egitimlerinin bu kazanimlari oyunculuk
yaklagiminda sozii edilen “bilingli deneyime” ulagilmasi i¢in gereken kazanimlari da ortaya koyar
ayni zamanda. Burada tekrar vurgulanmasi gereken belki de en 6nemli sey somatik bakisin, bir
fikir ya da teori olmasinin 6tesinde somatik uygulamalar olarak bilinen bir pratik dizi hareket
egitimini igerdiginden tiyatro ve performans alaninda kavram diinyasinda yasanan biligsel
kirilmanin sahneye sizmast i¢in bir uygulama alani agiyor olmasidir. Kisaca somatik ¢alismalar
sirasinda oyuncu bilgiyi kendi hareket deneyiminde sinar. Burada aranan temel olarak soruya
iliskin alinan cevaplarin dogrulugu, yanlishgi ya da tutarliligi degildir. Onemli olan kisinin
kendi deneyimine iliskin arastirmasi boyunca sorularin inceltilip yeni olanaklar1 ¢agirmasi
ve dolayisiyla bilginin olabildigince kisilestirilip 6zgiin yaratimlara zemin hazirlamasidir. Bu
nedenle somatik yaklasim herhangi bir oyunculuk tekniginden 6te daha genel baglamda (hem
bireysel hem de kolektif anlamiyla) yaraticiligin kosullarini saglayan ve diizenleyen temel bir
hazirlik siireci olarak da diistiniilebilir.

Somatik Hareketten Performans Farkindahgina

Buraya kadar somatik pratiklerin ortak niteliklerini ayrintilandirarak oyunculuk egitiminde
duyusal duyarlilig1 gelistiren, yaraticiligi ve 6zgilligi kiskirtan bir model olabileceginden
s0z edildi. Bu bolimde de enaksiyon teorileri kapsaminda degerlendirebilecegimiz hem
deneysel hem de deneyimsel ¢alismalarin verilerinden yararlanarak somatik uygulamalarin
performatif bir beden farkindaligini nasil gelistirebilecegi anlagilmaya c¢alisilacaktir. Ama

oncelikle “performatif beden farkindalig1” kavraminin oyunculuk acisindan neye karsilik
geldigini farkli uygulamacilardan 6rneklerle anlamaya ¢aligalim.

On besinci yiizyilda, Noh tiyatrosuna iliskin en eski egitim kitaplarindan birinin yazari
olan oyuncu, egitmen ve yonetmen Zeami Motokiyo, oyunculugun dokuz farkli seviyesini
tanimlarken oyuncunun erigebilecegi en iist seviyeyi, “zihnin islemlerinin ortadan kalktigi
seviye™? olarak tanimlar. Zeami’nin ¢alismalarini anlattigi makalesinde Mark Nearman, bu
seviyeyi tlimiiyle ustalik isteyen, oyuncularin tamamiyla kendiliginden ve ¢abasiz goriindiigii ve
seyircilerin oyuncunun oynadiginin farkina dahi varmadigi bir seviye olarak ifade eder.>! Asya
doviig sanatlar1 ve meditasyon teknikleri yoluyla psikofiziksel oyunculuk caligmalariyla taninan
Philip Zarilli ise bu seviyede oyuncunun farkindaliginin “agik algisal bir farkindalik oldugunu

49 A.ge., 164.

50 Mark J. Nearman, “Zeami’s Kyui. A Pedagogical Guide for Teachers of Acting”, Monumenta Nipponica, (1978),
324.

51 Age.
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ve bunun da analitik, kavramsal bir idrak siirecinin tam tersini isaret ettigini dile getirir.>?
Caligsmalarinda Stanislavski’nin izinden giden 1950°li ve 60’11 yillarda Amerikan oyunculuk
yonelimini belirleyen giiclii figiirlerden biri olan Sanford Meisner ise kendi dgrencisiyle
yaptig1 konusmay1 soyle aktarir:

Oégrenci: Hissi anlamaya basltyorum. Diisiinme-yap!
Meisner: Bu ¢ok iyi bir his. Tam da bir oyuncunun diisiinme bi¢imi. Bir oyuncu nasul diisiiniir?
Diisiinmez-yapar!*

Bagka bir drnekte de, Eugenio Barba Oyuncunun Gizli Sanati: Tiyatro Antropolojisi adli
kitabinda seyirciyle kurulan ilk iletisimi “anlatim 6ncesi” durum olarak tanimlar. Ona gore
bir oyuncunun sahnede anlatimina gegmeden 6nceki “durumu’ yani “anlatim istegi” seyircide
anlik tepkilere sebep olur. Bu anlik tepkilere dn yorum adii veren Barba, izleyicinin bu 6n
yorumunun kiiltiirel yorumdan 6nce geldigini dile getirir.* Oyuncunun sahne tizerindeki “halini”
tarif eden farkl: kiiltiirler ve donemlere ait tiim bu 6rneklerde iki temel nitelik ortaya cikar.
[1ki ideal olarak usta bir oyuncunun sahne iizerinde 6zel bir biling seviyesini devreye sokmasi
gerektigi, ikinci olarak da bu agamanin tipki Barba’nin ifade ettigi gibi “anlatim dncesi”™ ya da

Zarilli’nin ifade ettigi “kavramsal seviyenin™>*

altinda isleyen bir seviyeye karsilik geldigidir.
Usta oyuncularin erigmesi gerektigi diisiiniilen bu hal, sinirbilimi alaninda yapilan deneysel
caligmalarla kisi deneyimlerine dayanan fenomenolojik ¢alismalarin sonuglarini bir araya getiren

9957

arastirmacilarin “performatif beden’ ya da “performatif farkindalik*® kavramlariyla ortiisiir.

Dorothee Legrand’in kavramsallastirdigi “performatif beden”, 6zel olarak bedene
odaklanmaksizin bedenin ustalikla isledigi 6zel bir haldir.”® Boyle anlarda ortaya ¢ikan
farkindaligi Shaun Gallagher “performatif farkindalik” olarak ifade eder.® Performatif beden
ya da performatif farkindalik durumlar1 bedenin deneyimimize, degisen bigimlerde dahil
olabilmesi ve bunun sonucunda farkli seviyelerde igleyen bir beden bilincinin ortaya ¢ikmasi
sayesinde gergeklesir. Ornegin kadife bir kumasa dokundugumda ya da boynumu esnetmek
icin bilingli olarak saga sola ¢evirdigimde bedenim farkli bigimlerde deneyime dahil olur.

52 Philip Zarrilli, “The Actor’s Work on Attention, Awareness, and Active Imagination: Between Phenomenology,
Cognitive Science, and Practices of Acting”, Performance and Phenomenology Traditions and Transformations,
Ed. Maaike Bleeker, Jon Foley Sherman, Eirini Nedelkopoulou (NY: Routledge, 2015), 77.

53 Meisner and Longwell’den aktaran Evelyn B. Tribble, “Distributed Cognition, Mindful Bodies and the Arts
of Acting”, Ed. R. Blair, A. Cook, & N. Shaughnessy, Theatre, Performance and Cognition (Performance and
Science: Interdisciplinary Dialogues) (London: Bloomsbury,2016), 133-141.

54 Eugenio Barba, Nicola Savarese, Oyuncunun Gizli sanati: Tiyatro Antrololoji Sozliigii, cev. Aysin Candan
(Istanbul: YKY, 2000), 62.

55 A.ge.,02.

56 A.ge,77.

57 Dorothee Legrand, “Pre-reflective self-consciousness: On being bodily in the World”, Janus Head 9/2 (2007),
494-507.

58  Shaun Gallagher, “Theory, Practice and Performance”, Connection Science,29/1, (2016).

59  Legrand, “Pre-reflective self-consciousness: On being bodily in the World”.

60 Gallagher, “Theory, Practice and Performance”.

162 Tiyatro Elestirmenligi ve Dramaturji Bolimi Dergisi 32, (2021)



Bilge Serdar Goksulik

Giovanna Colombetti The Feeling Body: Affective Science Meets the Enactive Mind adl
makalesinde bedenin kadifeye dokundugumuzda hissedilenin araci olarak, kafami saga sola
¢evirdigim durumlarda da dogrudan algi nesnesi olarak deneyime dahil oldugunu ifade eder.
Boylelikle Colombetti iki tiir bedensel biling tarif etmis olur: bedenin alginin yonelimsel
nesnesi olmadan yani dogrudan bedenimize odaklanmadigimizda bile isleyen “On-reflektif
bedensel biling” ve dogrudan algimizi bedenimize yoneltti§imizde ortaya ¢ikan “reflektif
bedensel biling”.®' Performatif bedensel biling de dogrudan algimizin yonelimi bedenimizde
olmaksizin ortaya ¢iktigi igin 6n-reflektif kendilik bilincinin 6zel bir formu olarak kavranir.®?

Gallagher, Legrand, Montero, Toner ve Moran gibi aragtirmacilar dansgilar, sporcular ve
miizisyenlerle yaptiklari birbirinden farkli ¢alismalarda performans aninda ortaya ¢ikan bedensel
farkindalikla “Sn-reflektif bedensel biling” arasindaki iligkiye dair tutarli sonuglara varirlar. Bu
calismalarda uzmanlik ve beceri isteyen eylemlerde on-reflektif bedensel biling durumunun
normal insanlardan daha farkli isledigi ortaya konur.®* Ornegin bir dans¢1 icra aninda &zel
olarak bedeniyle ilgilenmek zorunda kalmadan bedenin varliginin ve eylemlerinin tamamiyla
farkindadir ve bedenini kontrol edebilir ki bu, bedenin kendisi iizerine diisiiniilmedigi ancak
“bedenin kendisinin deneyimlendigi” anlara karsilik gelir.** Bu asamada yukarida da deginildigi
gibi performatif beden devrededir; uzmanlasmis kisi bedene 6zel olarak odaklanmaksizin
gelismis on-reflektif seviyede 6z-algisal (proprioceptive) ve kinestetik duyular yoluyla bedeninin
pozisyonlarinin ve hareketlerinin duyusunun farkinda olabilir.®* Yani tekrar vurgulanacak
olursa kisaca performatif beden bilinci 6n-reflektif bedensel bilincin 6zel bir formudur.%
Bu da dogrudan on-reflektif bedensel farkindaligi somatik ¢aligmalarla iliskilendirir. Clinki
hatirlanacagi lizere somatik caligmalarin en 6nemli iddialarindan biri “algisal, kinestetik, 6z-

algisal (proprioceptive) ve ig-algisal (interoceptive) duyarliligr gelistirme™®’

olarak tanimlanmusti.
Bu durumda yukarida da deginildigi gibi geligmis bir dn-reflektif bedensel biling, performatif
farkindaligin 6n kosulu ise dogrudan algi ve duyu duyarliligini hedefleyen somatik yaklasim

oyuncular i¢in performatif bir beden gelistirme yontemi olarak 6ne ¢ikar.

Somatik uygulamalarda algisal yonelimin odaginin giindeligin disinda bir titizlikle harekete
iliskin niteliklere yonlendirilmesi oyuncunun on-reflektif seviyenin yani sira reflektif seviyede
de bedeniyle iliskilenmesini saglar. Oyuncunun yénelim, islev ve ifadesellik arasindaki iliskiyi
arastiracagi bir alan yaratir. Burada basit¢e hareket ederken bir yere yonelttigimiz pasif
bir dikkat s6z konusu degildir. Hareket ederken, sectigim yonelim (farkinda olarak ya da

61  Colombetti, The Feeling Body: Affective Science Meets the Enactive Mind, 115-117.

62  Legrand, “Pre-reflective self-consciousness: On being bodily in the World”.

63 John Toner, Gail Montero Barbara ve Moran Aidan, “Reflective and Prereflective Bodily Awareness in Skilled
Action”, Psychology of Consciousness: Theory, Research, and Practice 3/4 (2016).

64 Legrand, “Pre-reflective self-consciousness: On being bodily in the World”

65 A.ge.

66 A.ge.

67 “The International Somatic Movement Education and Therapy Association (ISMETA)”
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olmayarak) hareketin anlamina katilir. Bu nedenle yonelim, islev ve ifadesel olan arasindaki
iliski katilimcinin “deneyim tizerine” bir refleksiyon (diisiiniim) gelistirmesini degil, diisiinim
ile eylemin birlikte olustugu bir “deneyim yasamasini” saglar ki bu da ¢alisma boyunca siklikla
sozii edilen bedenlesmis bir deneyime karsilik gelir. Somatik uygulamalarin reflektif bedensel
6z-farkindalik disinda, dogrudan bedene odaklanmadigimiz zamanlarda bile kendisini gosteren,
on-reflektif seviyede bedensel bir 6z-farkindalik kazandirmasinin sebebi de ¢alismalarda
yénelim, islev ve ifadesel olan arasindaki bu iligkiyi katilimet i¢in hissedilir kilmasidir.

Tiim bu bilgilerin 1s181nda bu bdliim basinda dile getirilen oyuncunun “zihnin islemlerinin
ortadan kalkt1g1”%, “kendiliginden ve ¢abasiz goriindiigii”®, “diisginmeyip yaptig1””® ve
“anlatim oncesini”’! de kapsayan halin performatif bedene ya da performatif farkindaliga
karsilik geldigi sOylenebilir. Ancak burada tarif edilen performatif beden bilinci, Meisner’in
vurguladigi ve pek ¢ok oyunculuk ¢alismasinda asina olunan “diisiinme, yap!” yonergesine
yeni bir anlam kazandirir. Ciinkii tipki dogu gelenegindeki meditasyon tekniklerinde ya da
bilingli farkindalik anlamina gelen “mindfulness” kavraminda oldugu gibi eylemle yani yapma
ile diisiiniimiin birbirinden ayrilmadig: bir deneyimin imkanina isaret eder. Ancak somatik
uygulamalar cogu meditasyon tekniginden farkli olarak oyuncunun dogrudan hareket lizerine
calismasini saglayarak pratik yoluyla hem reflektif seviye de hem de 6n-reflektif seviyede
bir beden bilinci gelistirerek oyuncuya bedenlesmis bir deneyim i¢in alan yaratir. Boylelikle
oyuncu aklin timiiyle ortadan kalkmadigi, ama “elestirel aklin devre dist oldugu, tekniginin
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de tamamen ortadan kayboldugu”’* 6zel bir biling durumuna gegebilir.

Sonuc¢

Bugiin geldigimiz noktada hem deneysel hem de deneyimsel ¢aligmalar yagsanan deneyimin
belirleyicisi olarak bize bilincin yonelimini isaret eder. Bu yonelimde alginin odagi olsun ya da
olmasin beden, degisen derecelerde deneyimde her zaman yer alir, hatta kendini en gériinmezmis
gibi kildig1 durumlarda bile. Spor, miizik, dans ya da oyunculuk gibi (nitelikleri farkli olsa da)
bedensel egitime dayaly, stirekli tekrar yoluyla uzmanlagma isteyen disiplinlerde kisiler, dzellikle
icra sirasinda ortaya ¢ikan normal insanlardan farkli bir beden bilinci gelistirirler. Bu biling
hali bedene dogrudan odaklanmay1 gerektirmeyen, daha ¢cok 6z-algi (proprioception), kinestezi
ve i¢-alg1 (interoception) duyularmin gelistirilmesiyle gii¢lenen ve bedenin bu yiikseltilmis
duyarlilikla deneyimlenmesini saglayan bir bilince karsilik gelir. Bir oyuncunun da sahnede
bedenini aragsallastirmak yerine ustalik isteyen “bedenlesmis bir oyunculuga” ulasabilmesi igin
on-reflektif seviyedeki bedensel farkindaligini arttirmasi gerekir. Ancak s6zii edilen tiirde bir

68 Nearman, “Zeami’s Kyui. A Pedagogical Guide for Teachers of Acting”, 324.

69 A.ge.

70 Meisner and Longwell’den aktaran Tribble, “Distributed Cognition, Mindful Bodies and the Arts of Acting”.

71 Barba ve Savarese, Oyuncunun Gizli sanati: Tiyatro Antrololoji Sozliigii, 62.

72 Zarrilli, “The Actor’s Work on Attention, Awareness, and Active Imagination: Between Phenomenology, Cognitive
Science, and Practices of Acting”, 77.
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farkindaliga ulagmanin yolu sadece esneklik, kondisyon, gii¢ iizerine yapilan fiziksel ¢aligmalar
degildir. Bunun yolu yonelim, islev ve ifadesel olan arasindaki iligkiyi kavrayabilmekte; bu
iligkiyi optimum olacak sekilde koordine edebilmekte ve kisisellestirebilmekte yatar.

Bugiin daha ¢ok nérofenomenoloji adi verilen alt disiplinin ilgi alanina giren kisinin birincil
deneyimine iliskin 6z-gdzlemsel yonelim ¢alismalarinin ya da enaktivist biligsel bilimcilerin
“bedenlesmis biling” yaklagimlarinin kavramsallastiriimalarindan ¢ok 6nce tiyatro diinyasindaki
pek ¢ok uygulamacinin benzer bir bakis agisini benimsedigine dair drnekler bulunabilir. Ornegin
Stanislavski’nin bir ddnem yogay1 ¢aligmalarinda kullandig1”® ve oyuncunun psiko-fiziksel
varlig1 lizerine ¢aligtigi, Barba’nin bedensel ¢aligmalarin yalnizca bireysel olabilecegi ve
bedenin i¢inde bulundugu toplumsal kosullarla sekillendigi’, Grotowski’kinin ¢alismalarini
itki ile eylemin birlikte var oldugu’ fikri tizerine kurdugu biliniyor. Hatta Bati dis1 tiyatro
geleneklerinde Noh tiyatro oyuncusu ve egitmeni Zeami’® drneginde goriildiigii gibi, bugiin
bedenlesme denen yaklasimin yiizlerce y1l dnce oyuncunun kendini-izleme ve yiikseltilmis,
duyarli bir 6z-farkindalik becerisi i¢in, geleneksel meditasyon tekniklerinin kullanilmast suretiyle
benimsendigine kaynaklarda rastlanir. O zaman burada yeni olan aslinda yirminci ylizy1ilin bir
icad1 olarak somatik ¢alismalarin bilimsel caligmalari ve fenomenolojiyi (yani Bati kiiltiiriinde
deneyimden uzaklasmaksizin bir kendi lizerine diisiinmeyi miimkiin kilan yontemini) bir araya
getirerek sahne sanatlari i¢in daha bilimsel temellere dayali pratik bir alan agmasidir. Somatik
¢alismalarin sundugu bu pratik alan da her zaman sanatta geri doniilebilecek bir kaynak olarak
yaraticinin deneyimini ve bu deneyime 6z-diigiiniimsel bir geri doniigiin nemini ortaya koyar
ve bunun nasil yapilabilecegine iligkin bilimsel bilgileri arkasina alan metotlar 6ne siirer. Bu
metotlar da hareketin temel prensiplerine yaslanan metotlardir.

Somatik yaklasim anlamin ve diger bilissel siireglerin kurucu unsuru olarak 6ne ¢ikan
hareketi odagina alan bir egitim ¢aligmasi olmasi dolayisiyla, hem yaratim aninda oyuncunun
deneyiminin kendisine agilmasina olanak vererek yaratici siireci besler hem de performans aninda
teknigin kayboldugu, yiikseltilmis bir biling halini tarif eden performatif farkindalig1 saglar.
Yani oyuncuyu diistintimsel bir somatik bilince ulastirir. Bu yoniiyle ¢agdas sahne sanatlariin
yeni arayislarina yon verebilecek, kendini gevresiyle uyumlu ve ¢evresinden sorumlu yaratict
failler olarak géren oyuncular yetistirmek i¢in alternatif bir egitim olanagi sunar.

73 Rose Whyman, Oyunculukta Stanislavski Sistemi:Modern Performans Alamindaki Miras: ve Etkisi, gev. Hakan
Giir (istanbul: Dost, 2012).

74 Barba ve Savarese, Oyuncunun Gizli Sanati: Tiyatro Antrololoji Sozliigii, 80.

75  Grotowski, Yoksul Bir Tiyatroya Dogru, 3.

76  Bkz. Nearman, “Zeami’s Kyui. A Pedagogical Guide for Teachers of Acting”.
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Bu calisma 20. Ylzyil Avrupa tiyatrosunda fiziksel tiyatro arastirmalar yuriten
Jacques Copeau ve Jacques Lecoq'un oyunculuk egitimlerinde énemli bir
yer tutan “nétr maske” calismalarindan yola ¢ikarak teatral anlamda nétrliik
kavraminin oyuncuya actigi olasiliklar Gzerine bir okuma yapmay1 amaglhyor.
Kavram; Philippe Lacoue-Labarthe’in “aktif mimesis” ve “pasif mimesis”kavramlari
esliginde okunarak, baskalasmaya, dontismeye, bir bicime ve kiliga burinmeye
(karakter ve rol yaratimina) dogru “aidiyetsiz bir ara alan” olarak ele alinacak
noétrlik arayisinin, oyuncuya sagladigi olanaklar tartisilacaktir. Bu baglamda
“aidiyetsiz ara alan”olarak nétrliik ve komedi arasinda nasil bir iligki kurulabilecegi
sorusu tizerinde de durularak, “ikilik” ve “oyunbazlik” kavramlari ile birlikte kilik
degistirmenin tasidigi komedi potansiyeline odaklanilacaktir.

Anahtar Kelimeler: Notr Maske, Mimesis, Kilik Degistirme, Oyunbazlik, Komedi

ABSTRACT

This study is based on the neutral mask studies that have great significance
within the acting studies of Jacques Copeau and Jacques Lecoq, who pursued
physical theater studies in the 20th century European theater. The aim is to
offer a reading on the possibilities that the concept “neutral” opens up for
the actor. The possibilities that the search for the neutral implies for the actor
will be explored as a ground without any identity or belonging -i.e., an inter-
space toward differentiation, transformation, taking shape, and character and
role building - by approaching the term “neutral” with the active mimesis and
passive mimesis of Philippe Lacoue-Labarthe. Further, by highlighting the
relation as well between neutrality - as an inter-space without any identity or
belonging - and comedy, the comedy potential that the act of taking theatrical
form and disguise holds will be explored along with the concepts of “duality”
and “playfulness.”

Keywords: Neutral Mask, Mimesis, Theatrical Disguise, Playfulness, Comedy
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EXTENDED ABSTRACT

In its most basic meaning, the topic of this paper, neutral mask, is a means of discovering
a body state that can prepare an actor for a play before beginning to create the character and
the role.

As a start point for the actor, the neutral mask precedes the character and role building. In
this context, it is an inter-space in which the actor is no longer in the actor’s ordinary body and
does not yet establish otherness. Why is the actor invited into a neutral degree before vitalizing
the other? What are the possibilities for the actor, of which the term “neutral” might indicate?

Throughout the article, the possibilities that the term “neutral” and the above-mentioned
inter-space can imply and the meanings they may give birth to in theatricality will be discussed
in two distinct yet interrelated directions. First, the neutral state of the body of the actor will
be examined as a quiet, relaxed and tensionless body study, in the sense of a state of openness
and vigilance. In this regard, the relation among the presence of a tensionless body and the
actor’s listening to the surroundings and others will be discussed; and it will be noted that the
tensionless body, as the actor’s presence as a state of body, and as one of the main aims of
neutral mask studies, never refers to a loose, non-energetic body. Neutral mask, by eliminating
the face, helps the actor search for possibilities of expression and play in the actor’s body.
While the existence of a mask covering the face may first suggest a feeling of being concealed,
it actually broadly reveals the body capabilities of the actor. That is, by distancing the actor
from the ordinary and settled gestures, verbal expressions, and movement and acting habits,
the mask provides a possibility for the actor to explore different bodily opportunities.

Within the acting studies, the mask gives the actor a body form and a possibility of
play. Since the mask is unexpressed, it demands a body that is unexpressed from the actor.
In this regard, it is a means to create a neutral state of body in which no expression and no
character extension is yet formed. In fact, it was the collaborative work of Jacques Copeau
and Albert Marque, that first designed the neutral mask, based on the concept of masks that
have no expression used by the aristocracy during the 18th century. While this characteristic
of no-expression of the neutral mask will establish the second direction of the article, the
term “neutral” will also be read with Philippe Lacoue-Labarthe’s active mimesis and passive
mimesis as a state of inexpressive, neutrality where no character is yet formed, in order to
discuss what the actor’s quest for a ground without any identity or belonging corresponds to.
According to Lacoue-Labarthe, the paradox is that the more the actor is nothing, the more
the actor is able to be everything. With the neutral mask practices, the actor searches for a
state of body in which no expression, adjective and characteristic that might refer to oneself
or another is carried, toward being able to take the form of everything. The more the body of
the actor is eluded from its belongings, the closer the actor is to taking the form of otherness,
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to playfulness, to the gift of mimesis as the creative and productive or formative force. This
follows Dionysos, the source of Western theater, which has no pre-established form. Theatrical
mimesis, for Lacoue-Labarthe, is the ““the presentation of something other, which was not yet
there, given or present.”

The last part of the article explores how this very neutral ground where differentiation and
transformation is possible, reserves a substantial capacity for the comedy, will be also explored.
In this regard, the possible relation between neutral and comedy will be based on considering
the comedy potential that the act of taking theatrical form or disguise holds.
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Maske, teatral olanin insasinda, oyuncunun kendi bedeninde bir baskasimin kiligina biiriinmesinin
en somut araglarindan biri. Bir kilik degistirme unsuru olarak maske, oyuncunun, yagsamin i¢inde
oyunu inga etmesine ve teatral olan1 kurmasina zemin hazirliyor. Maske, “teatralligin sembolii”
diyor Mark Evans.' 20. yiizy1l Avrupa tiyatrosunda, konvansiyonel tiyatro anlayigimnin yasam ve
oyun arasindaki ¢izgiyi bulaniklastirdigi sahnelemelerin karsisinda ‘oyun’un ve ‘teatral’ligin
kendi dinamiklerinin agiga cikabilecegi tiyatro anlayislari ortaya ¢ikiyor. Teatral olan; oyuncunun
yiiz, mimik ve s6z merkezli anlatis1 yerine beden olanaklariyla ortaya ¢ikardigi performansin
anlatisina evrilirken kiiltiirel ve toplumsal olarak bedeni algilayistaki degisimin® de etkisiyle
bedenin oyun olanaklarinin arastirildig: “fiziksel tiyatro” arastirmalar1 6nem kazanryor. Maske;
sahip oldugu bi¢im sayesinde oyuncuya, igine yerlesebilecegi, kendisinden baska olan bir beden
formu ve bu form igerisinde beliren beden olanaklari ile arastirabilecegi bir oyun zemini sundugu
icin bu arastirmalarin 6nemli bir unsuru halini aliyor.

Modern tiyatroda maskenin teatral bir unsur olarak sahnede yeniden kullanilmasi
birbirlerinden bagimsiz bir sekilde, benzer zamanlarda Vsevolod Meyerhold ve Jacques
Copeau ile gergeklesiyor.’> Oyuncu, oyun maskeleri ile bedeninde bir bagkasiyla karsilagsmayn,
‘simdi ve burada’, maskeye 6zgii olanlari dinleyerek ve maskenin dnerdigi forma ve oyuna
teslim olarak gerceklestiriyor. Copeau, oyuncunun maskeyi yiiziine takmasiyla birlikte sesinin
tonunun dahi maske tarafindan belirlendigini; oyuncunun maskenin hakimiyetine girdigini
soylilyor.* Bu teslimiyet; bir tiir esrime halinden farkl olarak, oyuncunun ‘simdi ve burada’ her
tiir potansiyel oyun ve bagkalik imké&nina agik; uzamin tiim olanaklarina yanit verebilecegi ve
bos alan1 mevcudiyeti ile doldurabilecegi uyanik bir beden algisina karsilik geliyor. Oyuncunun
bir yandan kendisi olmay1 siirdiiriirken bir yandan maskeyi icra etmesinin bir “ikilik” yarattigini
soyleyen Eli Rozik’, maskenin teatral kullaniminin tam da oyunculugun bu ikili yapist ile iliskili
oldugunu belirtiyor. ® Oyuncu mimetik eyleminde, her daim hem kendisi hem bir bagkas.

Jacques Copeau ve Suzanne Bing’in Vieux Colombier’deki ¢aligmalari sirasinda ortaya
¢ikan ve Jacques Lecoq, Jean Dasté gibi isimlerin yillar icinde gelistirdigi n6tr maske’ ise, bu
ikiligin ortaya cikabilecegi olasi bir baslangi¢c zeminine dair bir arayis. Maiya Murphy nétr
maske calismalarini; “belli teatral stillerin arastirilabilecegi bir temel”® olarak ifade ediyor.
Oyuncu i¢in nétr maske ¢alismalari; {izerinde ¢esitli teatral bigimleri insa edebilecegi bir

1 Mark Evans, Jacques Copeau, (New York: Routledge, 2006), 135.

2 Simon Murray, Jacques Lecoq, ( New York: Routledge, 2003), 37-38.

3 Kerem Karaboga, “Copeau’dan Terzopoulos’a Oyuncu ve Maske”, Maske Kitabi i¢inde, Ed. Kerem Karaboga,
Oguz Arici (Istanbul: Habitus Yayncilik, 2014), 95.

4 Copeau’dan aktaran: John Rudlin, Commedia dell’Arte: Oyuncular i¢in El Kitabi, ¢ev. Ezgi Ipekli (Istanbul:

Mitos Boyut Yayinlari, 2000), 48.

Eli Rozik, “Mask and Disguise in Ritual, Carnival and Theatre”, South African Theatre Journal 11/1 (1997), 189.

Age., 197.

Rudlin, Commedia dell’Arte: Oyuncular igin El Kitabi, 48-49.

Maiya Murphy, Enacting Lecoq: Movement in Theatre, Cognition, and Life (Switzerland: Palgrave Macmillan,

2019), 51.
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zemin halini aliyor. Bu zemin, oyuncuya, ‘oyun’un ve ‘teatral’ olanin talep ettigi beden halini
kesfetmesine dogru bir olanak sagliyor. Notr maske ¢aligmalari; oyuncunun, ikiligi ve oyunu
yaratmasina dogru bir tiir oyunbazlik arayisi. Oyunbazlik oyuncunun, bos alanda, yarattigi
ikilikte ve ikiligin oyununda agiga ¢ikiyor. Huizinga oyun kavramini kendi deyimi ile “bigim
agisindan ve kisaca” $oyle tanimliyor:

(...) olagan hayatin disinda yer aldigi hissedilen, 6zgiir ve “kurmaca” ama yine de oyuncuyu
icine ¢cekme yetenegine sahip bir eylem. Bu eylem bilhassa sinirlandwrilmis bir zaman ve
mekanda gerceklesmekte, belirli kurallara uygun olarak, diizen iginde cereyan etmekte ve
kendilerini goniillii olarak bir esrar havasiyla ¢evreleyen veya alisilmis diinyaya yabanci
olduklarint kalik degistirerek vurgulayan grup iliskileri dogurmaktadur’

Oyun, kurmaca bir yap1. Kurmaca, ‘olagan’ ve ‘alisilmis’ kabul ettigimiz diinyanin i¢inden
‘bir bagka’ diinyanin yaratilmasi. Oyunda aligilmig, olagan kabul edilen hayatin diginda bir baska
diinya kurulurken oyuncular, olduklart hallerden bagka hallere, kiliklara biiriiniiyor. Buradan
hareketle oyunculari, kurmaca bir diinyanin kilik degistiren 6zneleri olarak ifade etmemiz i¢in
bir imkan doguyor. Ayni durum teatral oyun i¢in de gegerli. Feral ve Bermingham teatralligi,
“giindelik uzamin iginde bir yariktan ortaya ¢ikan bir bagkalik” olarak ifade ediyor.’” Bu yarik,
hali hazirda kendiliginden siiregiden giindelik hayatin icinde bir bagkalig1 aciga ¢ikararak
alisilmis glindeligin disinda bir uzam yaratiyor. Seyirci olarak hem burada oldugum hem bagka
bir diinyaya acildigim, oyuncu olarak hem bu bedende oldugum hem de bu bedende bagkasina
dair bir diinya yarattigim giindelik dis1 bir uzam. Vernant, Bat1 tiyatrosunun kokeni kabul edilen
“kilik degistirme, baskalagsma ve maske tanrisi”!' Dionysos’un “belirdigi her yerde giindelik
dekorun yerine fantastik bir sahne” kurdugunu belirtiyor.'> Mimetik eylem, oyuncunun kurmaca
bir bagka diinyanin icracisi olarak kendi bedeninde bir bagkasinin kiligina, bi¢cimine, formuna
biirlinerek bagkalig1 viicuda getirmesi ile gergeklesiyor. Bu anlamiyla mimetik eylem her daim
bir ikilik barindirtyor. ikilik, oyuncunun simdi ve burada viicuda getirdigi, kiligma biiriindiigii
bir baskasrtyla ayn1 anda, ayn1 bedende varlik gdsteriyor olmasinda. Oyuncu hem giindeligin
hem giindelikte bir anlik yaratilan bir baskaligin/bir baskasinin bedenini tastyor. “Oyuncu bir

tasiyict”" diyor Tuld Ulgen. Zeynep Sayin’a gore oyuncular “baska birer diinyanin bedenleri”."*

Johan Huizinga, Homo Ludens, gev. Mehmet Ali Kiligbay (istanbul: Ayrint1 Yayinlar1, 2015), 31.

10 Josette Feral ve Ronald P. Bermingham, “Theatricality: The Specificity of Theatrical Language.” SubStance
98/99 (2002), 97.

11 Jean-Pierre Vernant ve Pierre Vidal-Naquet, Eski Yunan'da Mit ve Tragedya, ¢ev. Sevgi Tamgiig, Resat Fuat
Cam, (istanbul: Kabalc1 Yayinlari, 2012), 274.

12 A.ge.,533.

13 Tula Ulgen, Kurmaca, Yanisama: Oyunculuk, Deneyim, Hakikat Arasinda (istanbul: SubPress Yaymecilik, 2018),
43.

14 Zeynep Saym Kurmaca, Yanilsama: Oyunculuk, Deneyim, Hakikat Arasinda adli kitabimin girigine yazdigi
“Kurmaca/yanilsama: metnin diisiindiirdiikleri” yazisinda Anhui dansi, Luo diyagrami ve Nuo oyunlarini
yorumluyor. Nuo oyunlarindan hareketle oyuncularin baska diinyanin bedenleri oldugunu belirtiyor. Zeynep
Sayin, “Kurmaca/Yanilsama: metnin distindiirdiikleri”, Kurmaca, Yanilsama: Oyunculuk, Deneyim, Hakikat
Arasinda iginde (istanbul: SubPress Yayincilik, 2018), 7.
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Eugenio Barba oyuncunun beden tekniklerine's, “gtindelik ve giindelik dis1 beden teknikleri”
olmak {izere bir ayrim getiriyor. Bu ayrim bedenin giindelikte ve gosterim durumunda kullanimina
iligkin farkliliktan ortaya ¢ikiyor:

Bedenimizi giindelik yasamdaki kullanisimiz, gosterimdeki kullanigimizdan ézde farklidir.
Giindelik tekniklerimizde (...) kipwrdariz, otururuz, bir seyler taswriz, éperiz, bir fikre katilip
katilmadigimizi bildiririz ve bunlarin hepsini (...) kendiliginden ama aslinda kiiltiirel olarak
belirlenmig hareketlerle yapariz (...) Oyuncunun sahne yasami ya da biosunu yéneten
ilkeleri bulmada ilk adim, bedenin giindelik tekniklerinin karsisindaki giindelik-disi olanlar
kavramaktr. Giindelik kosullanmalar pek ciddi saymayan teknikler, gosterim durumunda
giindelik tekniklerin yerini alir. Oyuncular bu giindelik-dis1 tekniklerden yararianir.'®

20. yiizyilda fiziksel tiyatro aragtirmalar1 ytirtiten Jacques Copeau ve Jacques Lecoq igin
tiim performanslarin baslangi¢ ve bitis noktasi oyuncunun bedeni.'” Copeau ve Lecoq tiyatro
calismalarinda; bedenin tasidig1 oyun potansiyellerinin pesinden giderek oyuncunun oyuna
dair yaraticiligini gii¢lendirecek arastirmalar yiiriitiyor. Copeau’nun oyunculuk egitiminde
oyuncu, bir ¢cocugun oyunla kurdugu iliskideki bagi yeniden hatirlamanin kesfinde's, gocuklarin
oyunbaz yaraticiliginin ilhaminda." Lecoq, pedagojisinin “oyuncunun oyun oynamaktan zevk
aldig1 bir tiyatronun ortaya ¢ikisina zemin hazirlamayr” hedefledigini s6ylityor.** Oyuncunun
oyuna dair yaratici potansiyelinin ortaya ¢ikmasi i¢in ise hem Copeau hem de Lecoq i¢in,
bir hazirlik siireci, bir baslangic noktasina ihtiyac var. Copeau ve Lecoq i¢in farkl: teatral
bicimlerin talep ettigi farkli oyun seviyelerinin baslangi¢ noktasi nétr seviye, bir bagka deyisle
oyuncunun ndtr maske seviyesindeki beden hali. Notr maske, oyuncu bedenini nétr seviyeye
tagtyacak bir yardimci.

No6tr maske fikri ilk olarak Copeau’nun dgrencileriyle yaptigi bir calisma esnasinda fiziksel
anlamda gerginlik yasayan bir oyuncunun yiiziinii mendille kapamasi ve yiizii elimine olan
oyuncunun rahatladigini fark etmesiyle?'; oyuncularin bedenleriyle iligkisini kuvvetlendirmek,
bu anlamda yiizii ifadenin merkezi olmaktan ¢ikarip ifadeyi bedende aramaya dair bir arayis
olarak ortaya ¢ikiyor.?> Maske ilk takildiginda oyuncuya gizlenmislik hissi verse de aslinda

15 “Beden teknikleri” kavramindan ilk olarak Fransiz antropolog Marcel Mauss 1914 senesinde Paris Psikoloji
Toplulugunda bahsetmistir. Eugenio Barba ve Nicola Savarese, Oyuncunun Gizli Sanati Tiyatro Antropolojisi
Sozligii, gev. Aysin Candan, Tarhan Onur, Asli Seven (Istanbul: Bilgi Universitesi Yayinlari, 2017), 310.

16 A.ge., 14.

17  Murray, Jacques Lecoq, 5.

18 A.ge., 30.

19  Evans, Jacques Copeau, 60-61.

20 Jacques Lecoq, Siirsel Beden, ¢ev. Mine Cerg¢i (Ankara: Nota Bene Yayinlari, 2015), 117.

21  John Rudlin, “The Quest For Sincerity”, Twentieth Century Actor Training iginde, Ed. Alison Hodge (New York:
Routledge, 2000), 72.

22 Copeau’ya gore oyuncularin “kanlari donmug halde” ¢linkii oyuncular bir kol kaldirma hareketinde dahi kaskati
kesilmekte. Copeau, bu anlamda, oyuncularin bedenleriyle kurduklar iliskinin zayifligina vurgu yapiyor., A.g.e.,
57-58.
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oyuncunun bedenini ortaya ¢ikaran bir unsur.® Yiiziin tamamini kaplayarak oyuncuyu, giindelik
hareket ve eyleme aligkanliklarindan, ezberlenmis jestlerden, kliselerden ve s6z merkezli ifade
bicimlerinden uzaklastiran maske; oyuncunun beden olanaklarini kesfetmesine dair bir imkan
yaratiyor. Teatral bir unsur olarak maske, oyuncuyu giindelik uzamin iginde yaratilan giindelik
dis1 bir uzama dogru tastyacak bir dayanak noktasi olusturuyor. Notr maske ile oyuncu, karakter
ve rol yaratimina gegmeden evvel, giindelik bedeninde bir ¢alisma gerceklestirerek giindelik
dist bedenini insa ediyor. Copeau i¢in ndtr maske, jest ve hareketleri sadelestiren, ifadeyi
yiiz ve mimikler yerine fiziksel olanda arama ihtiyaci yaratan, hareketin ve hareketsizligin
iliskisini somutlastiran, oyuncunun yiiriimek, oturmak, ayaga kalkmak gibi basit fiziksel
hareketlere odaklanmasini saglayan bir dayanak noktasi.>* Oyuncunun nétrliigi; “sikinetin
veya sakinligin, veya gevsemenin/rahatlamamin veya sessizligin veya sadeligin seviyesi.”?
Oyuncu notr maske ile bedenindeki gerilimi, “kaskati, kanlar: donmus hal”i* rahatlatarak, nefes
alan, sakin, gerilimsiz, siik(inetli bir beden halini aragtirtyor. Siikinetli bedenin gerilimsizligi,
oyuncunun beden enerjisini yavaslattigi gevsek bir hal degil; i¢inde tasidigi canli ve dolu enerji,
bedenin hem gerilimli hem gerilimsiz hali. Katsuko Azuma’nin ustasindan aktardig1 “celik
ile pamuk” imgesi; oyuncunun bedenindeki gerilim ve gerilimsizligin es zamanli varolusunu
aciklar nitelikte:

Ustam, her oyuncu kendi gii¢ merkezini bulmalidir, derdi. Bu, merkezinde ¢gelik bir top bulunan
bir ii¢gen olarak diisiiniilmeli. Ucgenin tepesi aniis te, oteki iki acist ise gobek diizeyinde
kalcanmin iki késesindedir. Oyuncu dengesini bu gii¢ noktasinda odaklamayr basarmalidir.
(...) Ama bu gii¢, gerilim ya da siddetle es anlamli degildir. Ustam ¢elik topun kat kat
pamukla kapl oldugunu, bu yiizden derin merkezinde sert bir seyi gizleven yumusak bir
seye benzedigini séylerdi. Oyuncunun hareketleri yavas ve yumugsak olabilir. Bir meyvenin
¢ekirdegini sakladig gibi giiciinii saklayabilir®

Oyuncunun nétr maskeyle arastirdig gerilimsiz beden hali, gevsek ve enerjisiz bir rahatliga
tekabiil etmiyor. Oyuncu notr maske ile ¢aligmalarinda nétr bir seviyenin pesindeyken her
daim oyunun talep ettigi enerji seviyesini tasimanin pesinde. Barba enerjiyi s0yle tanimliyor:

Onu daha ¢ok dis itkilerle, kas ve sinirsel etkinlik fazlasiyla ilintilendiririz. Ama enerji
aynt zamanda yakinlik iceren, hareketsizlik ve sessizlik ortaminda nabiz atislart duyulan,
uzamda dagilmaksizin zaman iginde akan ¢ekinik bir giictiir. Enerji cogu kez baskici ve siddet
iceren davranis orneklerine indirgenir. Ama ashinda oyuncunun belirleyebildigi, uyandirip
bicimlendirebildigi kisisel bir is1 yogunlugudur. Her seyden once arastirlip kesfedilmesi
gerekir®

23 Jacques Lecoq, Theatre of Movement and Gesture (New York: Routledge, 2009), 105.

24 Evans, Jacques Copeau, 135-136.

25 Rudlin, “The Quest For Sincerity”, 70.

26 A.ge.,57.

27 Katsuko Azuma’dan aktaran: Barba, Oyuncunun Gizli Sanati Tiyatro Antropolojisi Sozligii, 126-128.
28 A.ge., 171
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Ulgen, siikiinetin donukluk, uyusmusluk degil tam tersi bir genisleme hali oldugunu
soylilyor.” Oyuncu kendi bedeninde siikaineti, sakinligi, sessizligi sagladiginda etrafa agilmaya,
genislemeye, etrafi duymaya ve dinlemeye basliyor. Tam da bu sebeple ndtr maske ¢alismalari
ile oyuncu uzamdaki etkilere agik olabilecek ve onlara tepki verebilecek uyaniklikta canli,
yasayan bir beden insa ediyor. Lecoq, notr maske ¢alismalari ile oyuncunun uzamdaki varligini
gelistirdigini soylityor.*® Bedeni sarmalayan uzam hem simdi ve buradaki mekan, oyun alani
hem de tiim diinya. Oyuncu duymaya, dinlemeye basladik¢a bedeni ¢evreleyen diinyanin,
potansiyel oyun alaninin, tiim etkilerine cevap verebilecegi, degisip doniisebilecegi; oyuna,
oyunbazliga hazir bir beden seviyesini arastirtyor.

Lecoq i¢in notr maske “denge halinde olan, tiim bedene siikiinetin fiziksel duyumunu éneren
ve notr denilen bir yiiz.”' Oyunculuk ¢alismalarinda maske; oyuncuya igine yerlesebilecegi
bir beden formu, bigimi ve dolayistyla oyun imkani sunuyor. Maskede sivri bir burun, fazla
kirigik bir alin, yuvarlak oval bir ¢gene gibi vurgular; oyuncu bedeninin alabilecegi bigimlere
dair ipuglar1 veriyor. Oyuncu icra edecegi maskenin formlarint; o formlara ait olanlari dinliyor,
bedenini o formlarin uzantis1 olabilecek bigimlere donistiiriiyor ve o formlarin uzamiyla
acilan bir baskaliktaki oyun olanaklarini arastirtyor. Oyleyse iizerinde herhangi bir ifadenin
bulunmadig: ifadesiz bir maske, oyuncu bedeninde de bir tiir ifadesizlik haline karsilik geliyor.
Lecoq, ndtr maskenin &zel bir ifade veya karakteristik tasimadigini; giilme, aglama, liziilme
ya da mutluluk belirtmedigini yalnizca sessizlik ve sakinlige dayandigim séyliiyor.>? Copeau
icin notrlik “bir ifade i¢in ¢ikis noktast”.** Oyuncunun nétrliikk arayisi; kendisini ¢cevreleyen
diinyay1 bedeniyle algilamasina dogru; gerilimsiz, sakin, dengede, siikiinetli bir beden ingasinin
yaninda ayni zamanda heniiz bir ifadenin, karakterin olusmadigi ifadesiz bir beden hali olarak
karsimiza ¢ikiyor. Notr maske ile oyuncu, ifadesizligin oyununu arastirtyor. Nitekim notr
maskenin ilham kaynag; 18. yiizyila kadar aristokrasi sinifinin sokakta kimliklerini gizli
tutmak i¢in taktig1 ifadesiz maskelere dayaniyor.**

Notr maske ilk olarak asil (noble) maske®® adiyla Copeau ve Albert Marque’in ortak ¢aligmasi
ile anonim kalmak i¢in kullanilan maskelerden hareketle tasarlaniyor.*® Anonimligi kisinin kim
oldugu anlasilamayacak kadar herhangi biri ve ayni anda bir hi¢ kimse olmasi durumu seklinde
ifade edersek; notrliik arayisinda karsimiza bir kimseyi/bir seyi imleyecek herhangi bir ifadenin
olmadig1 ifadesiz bir maske, beden ve zemin ¢ikiyor. Bu anlamda, nétr maske yaratilma gayesi

29 Ulgen, Kurmaca, Yanilsama: Oyunculuk, Deneyim, Hakikat Arasinda, 17.

30 Lecoq, Siirsel Beden, 54.

31 A.ge,52.

32 Lecoq, Theatre of Movement and Gesture, 105.

33 Rudlin, “The Quest For Sincerity”, 70.

34 Age.,72.

35  “(...) Jean Dasté ile ¢alisan Jacques Lecoq daha sonra bu maskeyi gelistirip adina nétr maske diyecektir.”
Lecogq, Siirsel Beden, 187.

36  Murray, Jacques Lecogq, 31.
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ile kimseye ait olmayan bir nitelik(sizlik) tastyor. Sayin’a gore “niteliksizlige, ancak kendi
mekdmna dair biitiin ozelliklerden feragat edildigi zaman dykiiniilebilir”” Oyuncunun notrlik
arayist, bir miimkiinliigii zorlayarak kendini veya bir baskasini imleyecek herhangi bir ifade,
nitelik, sifat tasimadigi, kendine dair biitiin 6zelliklerden feragat ettigi bir beden seviyesinin
neye karsilik gelebilecegine dair bir arastirma. Bu anlamda Dogu tiyatrosu’nda iizerinde sikga
durulan giindelik dis1 bedenin “ifade dncesi durum”unu animsatryor:

Sahne varligimin belirli bir niteliginin gozlemi, giindelik teknikler, ustalik teknikleri ve
giindelik-dist teknikler arasinda bir ayrim yapmamiza yol a¢ti. Oyuncuyu ilgilendiren, bu
sonunculardwr. Herhangi bir seyi betimlemeden ya da anlatima girmeden énce oyuncunun
yasamini belirleyen bunlardir. Bunu kabul etmek bir Batili igin hi¢ kolay degildir. Oyuncunun
sanatinda, onun, hem herhangi bir seyi betimlemez ya da bir anlam tasimazken hem de canl
varlik gosterir oldugu bir diizey nasil miimkiin olabilir?*

Oyuncunun nétrliik arayisi, sahnenin talep ettigi mevcudiyeti; oyuncunun sahnede canli,
yasayan bir varlik olabilmesini tasiyan bir oyuncu bedenine dogru bir yolculuk. Oyuncu
icin notrliik, bir karaktere dogru heniiz ifadenin baslamadigi, oyuncunun bedenini ve beden
hareketlerinin dramatik ifade giiciini*® ve olanaklarini kesfettigi, giindelik ve giindelik dist
arasinda bir yerde konumlaniyor. Barba, oyuncunun giindelik ve giindelik dist beden uzaminin
arasinda yer alan beden halinin, oyuncu i¢in neyi isaret ettigini No tiyatrosundan bir 6rnekle
anlatiyor:

(...) Japon tiyatro bigimlerinin ¢ogunda oyuncularin giindelik bedeni ile oyun kisisinin hayali
bedeni arasinda bir ara diizey algilanabilir. Basit bir 6rnek verelim. Bir No oyuncusu, gosterim
sona erdigi igin sahneden ayrilirken ¢ok ozel bir davramy sergiler. Cok agir hareket eder.
Cikusi, gosterimin biitiinii i¢inde yer alirnig gibidir. Artik karakterin iginde degildir, ¢tinkii
karakterin eylemi sona ermistir. Ama kendi giindelik gercekligi icinde de degildir. Bir ara
durumdadir. Bir anlamda kendi yoklugunu oynamaktadir:*

Giindelik beden ve giindelik dis1 bedenin yani sira, ikisinin arasinda oyuncunun kendi
yoklugunu oynadigi bir ara alanda Barba’nin “yapmnti beden ™' olarak ifade ettigi bir beden
hali mevcut. Yapinti beden; oyun kisisi ve rol kigisi arasinda, oyuncunun artik giindelik uzama
ait olmadig1 fakat hentiiz giindelik disina ait bir baskalig1 da yaratmadigi bir beden yapilanmasi.
Oyuncu igin notrliik arayisi da tipki “yapint1 beden ” gibi glindelik ve giindelik dis1 arasinda
oyuncunun kendi yoklugunu oynadig: bir ara alana karsilik geliyor. Ulgen, oyuncunun kendinden
baskasina dogru agildig1 ara alani1 “hareket ve donitisiim alani” olarak ifade ediyor.*> Oyuncu,
giindelik ve giindelik dis1 arasinda bir ara alanda, hareket ve eylemliligiyle bir bagkasina

37 Zeynep Sayn, Imgenin Pornografisi (Istanbul: Metis Yayimnlari, 2015), 272.
38 Barba, Oyuncunun Gizli Sanati Tiyatro Antropolojisi Sozliigii, 14.

39 Evans, Jacques Copeau, 135.

40 Barba, Oyuncunun Gizli Sanati Tiyatro Antropolojisi Sozliigii, 56.

41 A.ge., 56.

42 Ulgen, Kurmaca, Yamlsama: Oyunculuk, Deneyim, Hakikat Arasinda, 118.
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doniismeye, ‘o’nun kiligina biirinmeye dogru, kendi yoklugunu viicuda getirdigi ne kendisi
ne bir baskasi oldugu bir bedenin izinde. Oyuncunun nétrliigii, bagkaligin bigimine, kiligina
biirinmeye dogru ne kendisi ne bir baskasi, “genel bir notr varolus halinden baska bir sey

sergilenmedigi durumun adi.”*

Vernant, Bakkhalar* oyunundan hareketle Dionysos’un her an basgka bir kilikta tezahiir
etmesine iliskin sunlart séyliiyor:

(...) Pentheus yabanciya sorar: “Tanri’yi net gordiigiinii séyliiyorsun. Ne kilikta goriindii?”
Olay: tiim berraklhigiyla goren adama gore, diger varliklar seyler gibi Tanrilarin da belirli
bir sekli, dogastyla ve kimligiyle ortiisen goriiliir bir vechesi olmalidir. Yabanci cevap
verir: “Istedigi kilik her neyse” ve ekler “‘ona emir verecek halim yoktu.” Dionysos tezahiir
ettiginde, zuhur edis bicimi [kiligi] konusunda uymasi gereken hicbir kural yoktur. Ciinkii
Tanri’'min sonsuza dek icine hapsedebilecegi onceden hazirlanmus hi¢bir bigim yoktur. Trajik
metin maskeli Tanri 'nin bu bilmecemsi vechesine iliskin bu belirsizlik halesini bir¢ok yerde
vurgular: bu Tanri (ya da yabanci) “her neyse” ya da “her ne olacaksa” odur.®

Onceden belirli herhangi bir bigime, forma, nitelige sahip olmayan Dionysos her an bir
bagkaligin kiliginda tezahiir ediyor. Philippe Lacoue-Labarthe, “Diderot: Paradox and Mimesis "
makalesinde tartigtig1 lizere; mimetik eylemi, bir baska deyisle oyuncunun paradoksunu soyle
belirtiyor: oyuncu “ne kadar hi¢bir seyse o kadar her sey olmaya kadir”.*” Mimetik eylem;
her an her seyin kiligina, her seyin bicimine biirtinebilmek i¢in kiliksizlagan, bu anlamda
higbir niteligi sahiplenmeyen, higbir aitligi tasimayacak kadar “éznesizlige goniillii™*® bir
oyuncu talep ediyor. Oyuncunun her kalibin seklini almasi i¢in “ne soguk, ne sicak, ne agir,
ne hafif” olmasi, her akorda girebilmesi i¢in kendine ait bir akordu tagimamasi halinden séz
ediyor Diderot.* Oyuncu oynayacagi karakterin, roliin, seyin kalibina yerlesen; kendi halinde
kendine 6zgii bir formu, niteligi, bicimi bulunmayan ancak oyunla, oynadikg¢a sekle, bigime
giren, kilik degistiren oyunbaz bir varlik. Oyunbazlik; aidiyetsiz bir ara alanin, bir yoklugun,
bir bos alanin i¢inde her an agiga ¢cikmaya kadir bir potansiyel. Lacoue-Labarthe’a gore teatral
mimes, dogada verili olmayan, hali hazirda bulunmayan “baska bir seyin temsili>, heniiz
bulunmayan fakat oyuncu tarafindan yaratilan, yoktan varolan bir mimetik eylem, bir “aktif
mimesis”.*' Lacoue-Labarthe; bu tiir bir mimesisi, “iiretici bir gii¢” ya da bir “poiesis™ olarak

43 Lecoq, Siirsel Beden, 190.

44 Euripides, Bakkhalar, gev. Sabahattin Eyiipoglu (Istanbul: s Bankasi Kiiltiir Yaynlari, 2010).

45 Vernant, Eski Yunan 'da Mit ve Tragedya, 529.

46  Philippe Lacoue-Labarthe, “Diderot: Paradox and Mimesis”, Typography: Mimesis, Philosophy, Politics (Stanford:
Stanford University Press, 1989), 248-266.

47 A.ge., 260.

48 Ulgen, Kurmaca, Yanilsama: Oyunculuk, Deneyim, Hakikat Arasinda, 255.

49  Denis Diderot, Aktériik Hakkinda Avkirt Diisiinceler, gev: Sabri Esat Siyavusgil (Istanbul: Cagdas Matbaacilik
Yaymcilik, 2000) 60-61.

50 Lacoue-Labarthe, “Diderot: Paradox and Mimesis”, 257.

51 A.ge.,264.
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ifade ediyor.>® Yunanca poiein “yapmak”, ayni kokten tiireyen poiesis ise “yaratici edim”
anlamina geliyor.® Oyuncu, aktif mimetik eylemin yaraticisi.

Oyuncu bir yaratict. Oyuncu; aktif mimesise dogru, kendi yoklugunda oldugu bir ara
alanda her seyde yer edinebilme, her seyin uzamina girebilme, her seyin formunu alabilme
imkanina dogru yersizlesmeye, kokensiz kalmaya goniillii olan. Bu anlamda oyuncu, dnce
kendini ve bir baskasint imleyecek ifadelerden feragat ediyor, miilksiizlesiyor. Oyuncu,
giindelik ile giindelik dis1 arasinda bir ara alanda, 6nce her an her seyin kiligina biiriinebilecek
bir “niteliksizligi” arastiriyor, sonra sonsuz olasilikta bir baskasinin niteliklerine, hikayesine
yerlesme imkani ediniyor. Ulgen siikiineti “bir yerin sakini olma, bir yere yerlesme”>*
olarak ifade ediyor. Foley Sherman, oyuncunun nétr maske ile gergeklestirdigi mimetik
eylemin ne oldugunu sdyle yorumluyor: “notr maske ile mimesis baskaligi tekrar etmez,
temsil etmez veya baskaligin yerine ge¢mez fakat 6grencinin kendini yerinden edilmis halde
bulmasina alan agar.”> Oyuncunun nétrlilk arayist hem oyuncunun uzamdaki mevcudiyetini
genisleterek uzama ve bedenine yerlesmesi hem de her seyin kiligina biirlinmeye dogru higbir
niteligi sahiplenmeyecek bir beden halinin pesinde olmasi, bu anlamda kendini yerinden
etmesi. Lecoq’a gore oyuncu bedeni, baglangi¢ noktasi olarak notr seviyeyi yakaladiginda
Ozgiirlesiyor.>® Oyunbazligi, oyuncunun kendini ‘tarihsel’ (degisebilir, olanakli, herseye
ait, hersey olabilmeye kadir) gorebilme becerisi, bu beceride agilmakta olan bir hiirriyet
olarak anryor Ulgen.*’

Notr kelimesi, “birinden yana olmayan, tarafsiz, bitaraf” anlamlarina geliyor.”® Oyuncu;
bir baskasini viicuda getirmeye, bir bagkasinin kiligina biirtinmeye dogru bir ara alanda, “tiim
baskaliklara aidiyet anlaminda tarafsiz”.* Sayin, bu anlamdaki tarafsizligin; nihayetinde
kendini dahi tercih etmemek, kendini yikmay1 géze alabilmekle iligkili oldugunu soylityor.®
Bir baska deyisle oyuncu mevcudiyetini, viicuda getiriste, “ek-stasis” (vecd) halinde kendinden
disari ¢ikarak gerceklestiriyor:

52 A.ge.,256.

53 Richard Sennett, Ten ve Tas, gev. Tuncay Birkan (Istanbul: Metis Yaymlari, 2014), 73.

54 Ulgen, Kurmaca, Yanilsama: Oyunculuk, Deneyim, Hakikat Arasinda, 17.

55 Foley Sherman’dan aktaran: Murphy, Enacting Lecoq: Movement in Theatre, Cognition, and Life, 143.
56 Lecoq, Siirsel Beden, 53.

57  Ulgen, Kurmaca, Yanilsama: Oyunculuk, Deneyim, Hakikat Arasinda, 255.

58  “Notr” kelime anlami, Internet erisimi: http:/www.lugatim.com/s/n%C3%B6tr

59 Ulgen, Kurmaca, Yanilsama: Oyunculuk, Deneyim, Hakikat Arasinda, 117.

60  Sayn, Imgenin Pornografisi, 268.
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(...)varlik dedigimiz sey, gaybdan, gayb i¢inden an be an zuhur eden, baska bir ifadeyle
hi¢likten disa vurarak goriiniise gelen, yani “ex” olan, disa duran bir seydir. Almanca ve
Ingilizce’de gordiigiimiiz bu anlam iliskisinin benzerini Arap¢ada takip etmek miimkiin
goriintiyor: Mevcut, viicut ve vecd sozciikleri arasindaki kékensel iliski existence, exist ve
exctasy sozciikleri arasindaki iliskiye ¢cok benzemektedir. Bu etimolojik iliskiye yakindan
baktigimizda mevcudiyet yani existence, mevcut yani exist olma hali, ancak ve ancak vecd
yani exctasy durumunda miimkiin olan bir sey olarak goriintiyor.®!

Vecd halindeki oyuncu, bir esrime halinde kendinden gegmiyor. Oyuncu; her an etkiye agik,
her an uyanik, “gezgin ”.** Arici, bir ek-stasis, kendinden ¢ikma, vecd tanrisi olan Dionysos’un
ayni zamanda tiyatronun kdkeni olmasinin tesadif olmadigini soyliiyor.” Sayin, ek-stasis
yorumu ile disariya yonelik bir 6znesi kalmayan oyuncunun biitiin kimlikleri bedeninde
oynatabilme olanagina isaret ediyor:

Kisinin kimligini degil, kendine kapanisini, kendi yapitsalligini degil, sonlulugunu ve
oliimliiliigiinii gozeten bir cemaati miimkiin kilan, kendinden disart ¢ikmanin vecdin, ek-
statis 'in kendisidir. Ekstasis, kiginin kendi emeginin bir tiriinii olarak, bir yapit olarak ortaya
¢tkmaz, kisinin mevsim gibi, ask gibi basina gelen, onu bir baskasi yapan, kendine sadece bir
baskasi olarak geri dondiiren, sahip olmadigi bir seyi asla sahip olmayacag: bir baskasina
veren eserdir, alamettir, kendi durusunun artik o durus olmayan izidir. Vecde gelenin, digariya
yonelik bir oznesi yoktur, kalmamistir (...) “Ben oldiim” ifadesindeki ben, hi¢ kimse olmayt
basarabildigi an, bedeninde biitiin kimlikleri oynatabilen bir oyuncu gibi, 6zne olmanin, kendi
olmanin, ayniyet sahibi olmanin disina ¢ikabildigi, kendi simirina dayanabildigi, olmeden
once o6lebildigi an gergek bir cemaate agilabilir. Oliim herkeste ortaktir, herkesin sinuridir,
herkesin vecde erdigi, ciktigi yer aymdir: Gercek olandir: Reeldir. Oliimdiir*

Oyunbaz oyuncu her daim “dznesiz bir 6zne” ® olma arayisinda. Oyunbazlik, kendini
yikmay1 goze alabilen oyuncunun bagkaliga ait olanlar1 viicuda getirerek, giindelik uzamin
icinde bir baskalig1 yaratarak var olmasi. Oyunbaz oyuncu bu nedenle; her an kendi yikimini
gerceklestirerek bedeninde bir bagkasina doniisebilme, baskasinin bi¢imini alabilme, bagkasinin
kiligryla goriiniise gelebilme giicii ve yaratici edimi ile ele gegirilemez. Oyuncu, iste bu ele
gegirilemezligi ile her seye doniisebilme giiciinde Lacoue-Labarthe’a gore “mimesisin ve poetik
olanin hediyesi’ni®® tasiyor. Dolayisiyla aktif mimesis Saymn’in tabiriyle “(...) yikilisini her
an yeniden géze alan, hi¢bir cemaate ait olmayanlarin olusturdugu, oliimliiliikleri disinda
olebilirlikleri ve dldiiriilebilirlikleri disinda hi¢bir ortakliliktan olmayanlarin kurdugu cemaat ...
Imkansizligin cemaati(...)”"" ne dair bir yeri isaret ediyor. Oyuncu, bedeninde bastan bir zne

61 Oguz Arici, “Maskeyle Varolmak”, Maske Kitab: i¢inde, Ed. Kerem Karaboga, Oguz Arici (Istanbul: Habitus
Kitap, 2004), 25.

62 Ulgen, Kurmaca, Yanilsama.: Oyunculuk, Deneyim, Hakikat Arasinda, 150.

63 Arict, “Maskeyle Varolmak”, 26.

64 Zeynep Sayn, Oliim Terbiyesi (istanbul: Metis Yayinlar1, 2017), 57-58.

65 Lacoue-Labarthe, “Diderot: Paradox and Mimesis”, 264.

66 A.g.e.,259.

67 Saym, Oliim Terbiyesi, 36.
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varsaydiginda ve onu sahiplendiginde ise ele gegirilme tehlikesi tasiyor; Diderot’ya gore bu
“bulasici bir hastalik gibi "%, Lacoue-Labarthe ise bunu “pasif mimesis " olarak adlandiriyor.
Ulgen’e gore ele gecirilme hali bir “gii¢ diismesi, algi tikanmast, oyunbazhgn yitimi.”° Aktif
mimesis ise oyunbazliga dogru “iiretici ve bicimlendirici bir gii¢.”"!

Teatral anlamda nétrliik arayisi, oyuncu bedeninin sonsuz olasilikta ifadenin bigimini
alabilmesine, oyunbazliga, aktif mimesise dogru bir tiir imkan halini aliyor. Notr maske
calismalarinda oyuncu; sonsuz sayida ifadeye, bigime, kiliga biirinme olanagina dogru 6nce
giindelik hareket ve eyleme aliskanliklarindan siyrilarak “ndtr olani temel alan” bir hareket
ve eylemlilik halini arastirtyor. Eylemi, eylemin dinamigine dair her bir vegheyi tam ve eksiksiz
sekilde gergeklestiren oyuncu; eyleme, eylemin kendi dinamigi disinda baska bir sifat, nitelik,
duygu, ifade eklemekten kaginiyor. Oyuncu bu sayede arastirdig1 hareket ve eylemi, kendisinin
ya da belirli bir kimsenin hareket ve eylemi olmaktan ¢ikararak hi¢ kimseye ve ayn1 zamanda
herkese ait bir eylemlilik halinin pesine diisiiyor.

Yiirtime eylemi herkese ait fakat herkesin yiirliylis bigimi birbirinden farkli. Herkese
ait eylemlerin farkli bedenlerdeki yapilis bigimleri, tezahiirleri birbirinden farkli. Bedenler
birbirinden farkli, beden imkanlar1 birbirinden farkli, yapabilirlikler birbirinden farkli.
Lecoq; mutlak, evrensel, tek tip bir nétrliigiin olmadiginin altini ¢iziyor.” Bireyler hem
birbirine benziyor hem birbirinden farklilagiyor.”* Alginin farkliliga kapanmasi oyuncu
bedeninin uzama agikligini, uzami dinleme olanagini, siikiinetli beden halinin imkanlarini
1skalamasina neden oluyor; bedende bir sikisma, etrafi, uzami, bagkalig1 yok sayma riski
doguyor. Algimin farkliliklara kapandig1 yerde bir tektiplestirme, tektiplestirmede ise “insanin
sonsuz ¢cogullugunun, farkliliginin tek bir insan gibi orgiitlendirilmeye ¢alisildigr” totalitarizm
basliyor.”” Oysa Lacoue-Labarthe’a gére mimesis “ister temsil, ister taklit, ister oyuncunun
sanatt, ister diyalog yazimi” olsun, hepsinde kural ayn1 paradoks tizerine kurulu: “ne kadar
benzer o kadar farkly”.”® Ulgen’e gore insan ayni ki birbirini duyuyor, farkli ki birbirini
dinliyor. 77 Bu nedenle oyuncunun karakter ve rol kisisiyle iliskisindeki temel sorular1 her

68 Diderot’dan aktaran: Lacoue-Labarthe, “Diderot: Paradox and Mimesis”, 264.

69 A.ge.,2064.

70  Ulgen, Kurmaca, Yanmisama: Oyunculuk, Deneyim, Hakikat Arasinda, 254-255.

71 Lacoue-Labarthe, “Diderot: Paradox and Mimesis”, 259.

72 Lecoq, Siirsel Beden, 54.

73 A.g.e., 37. Bunoktada tek tip bir “nétr beden” yanilsamasi ile ilgili Evans, “notr beden”in ‘normal’, ‘ideal’ bir
beden algis1 yaratarak engelli bedenler, toplumsal cinsiyet, sinif, irk baglaminda kiiltiirel ve politik kodlar1 beden
tizerinden yeniden tretilebilir kilma riskini hatirlatiyor. Calismalarda dogal, giizel, ideal bir beden algisinin
endiistriyel ve kiiltiirel anlamda insa edildigini her zaman hatirlatmanin ve hem beden hem ‘hareket ve jest’in
sosyopolitik dnemine dair okumalari birlikte ger¢eklestirmenin 6nemini vurguluyor. Mark Evans, Movement
Training for The Modern Actor (New York: Routledge, 2009), 110-118.

74 A.ge., 56.

75 Hannah Arendt, Totalitarizmin Kaynaklari, gev. ismail Serin (Istanbul: Iletisim Yayinlari, 2014), 245.

76  Lacoue-Labarthe, “Diderot: Paradox and Mimesis”, 260.

77  Ulgen, Kurmaca, Yanilsama: Oyunculuk, Deneyim, Hakikat Arasinda, 78.
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daim hem “eger ben olsaydim?” hem de “benden farkli nasil?”.”® Oyuncunun arayisi “bir
aynilik, farklilik paradoksunda, baskalik”.”

Oyuncu, notr bir hareket ve eyleme halini arastirirken beden farkliliklarini1 yadsimadan,
tim farkliliklarin yaratici giicii ile birlikte, bir olasi ortakligin pesine diisiiyor. Oyuncu, her
tiirli hareket, eylem, nitelik ve sifati1 kendine ait olmaktan ¢ikararak “sahnedeki varolusunu
ve uzam algisini hissetmek i¢in, bedeninin ve jestlerinin herkese ait olup olmadigini, herkes
tarafindan tamnabilir jestlerin ortak paydasini™® aragtirtyor. Oyuncu, herkese ait bir uyanis,
herkese ait bir elveda, herkese ait bir yolculuk gibi temalarla ¢alistyor.

Biitiin bireylerin birbirine benzedigi fikri ayni zamanda hem dogrudur hem de tamamen
yanlistir. Evrensellik tektiplik degildir. Bu konunun iizerindeki esrar bulutunu dagitmak i¢in
giindelik hayatin ézellikle gergekgi ya da ¢ok klise melodramatik temalart tizerine ¢alisma
yapmayi oneririm. Amacim bu temalarda bir notrliik durumunun var oldugunu gostermektir.®!

Calismalardan biri “Gemiye Elveda” temasi. Tema, ¢ok sevilen bir arkadasin uzaklara
gitmek {izere bir gemiye binmesi ve onu bir daha géremeyecek olmanin bilinciyle ona son
bir elveda jesti gondermek icin iskeleye dogru kosmayi iceriyor. Elveda gibi hem yasayan
hem sahit olan igin tesiri olduk¢a kuvvetli bir temay1 tiim bu ifade ve duygular yerine sadece
hareketin kendisini icra ederek oynamak, oyuncunun yalnizca eylemin kendisini yapmakla
iliskilenmesine imkan saglayarak ayrilik eylemini, “6zel bir baglamdan ve bir karakterle
82

ilintili” % olmaktan ¢ikartyor.

Her bir oyuncu herkese ait olani nétr maskeyle hisseder; niianslar iste o zaman gii¢lii bir
sekilde ortaya ¢ikar. Bu niianslar karakterlerden kaynaklanmaziar ¢iinkii karakter yoktur. Bu
niianslar oyuncularin kendi aralarindaki mizag farkliligindan kaynaklanir: Bedenler farklidir
ama o bedenleri bir araya getiren “elveda’ temast iizerinden birbirlerine benzesirler®

Notrlik; bir aynilik, farklilik zemininin an be an vuku buldugu oyuncu bedeninde;
farkliliklarin yaratic1 giicline, oyuncunun yaratici edimine, bagkalig1 viicuda getirmesine,
ikilige dogru oyuncuya dayanak noktasi olusturan, “aslinda var olmayan”* bir hal. Oyuncunun
notrliik arayist “sadece bir tesebbiis.”®

78 A.g.e., 52-53.

79 A.ge.,117.

80 Lecoq, Siirsel Beden, 57.

81 A.ge.,56.

82 A.ge.,57.

83 A.ge.,57.

84  Sears A. Elderge & Hollis W. Huston, “Actor Training In The Neutral Mask”, The Drama Review 22 (1978),
21.

85 Lecoq, Siirsel Beden, 37.
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Ulgen’e gore “boslukta yaraticihgin dili, ‘fiil . Oyuncu; boslukta fiiliyatla, eylemle
yaratmaya basliyor. Eyleme bi¢imini veren, eylemi bir bagkasinin eylemi haline getiren sey
eylemin “nasil yapildig1” ile belirleniyor. Ulgen; oyuncunun eyleminin ‘ne’ oldugunun yaninda
‘nasil’ yapildigi sorusunun ayni zamanda bir nitelik sorusu oldugunu soyliiyor.*” Oyuncu, notr
bir eyleme haline ekledigi niteliklerle eylemi bicimlendirmeye, eylemi bir kimsenin eylemi
olmaya dogru doniistiirmeye bagliyor. Bir baska deyisle, artik kilik degistirerek bigimlenmeye,
bir baskasina dair bir uzam yaratmaya basliyor oyuncu. Eski Tiirk¢ede kilik “hal ve tavir,
davrams bicimi”, “yapmak, etmek” anlamindaki kilmak fiilinden tiiriiyor.® Kilik degistirme;
oyuncunun yaptikca, eyledik¢e degisen tavri ve o tavrin hem halinde hem goriiniigiinde
yarattig1 baskalik. Oyunculugun kendi dogasina dair, hi¢bir disaridan miidahaleye (kostiim,
makyaj, maske vb.) bagli kalmaksizin oyuncunun bedeninde bir bagkasina dogru baskalasmast;
aynilik ve farkliliklartyla bir bagkasini imleyecek beden formu, bakisi, goz kirpisi, yiirtiyiisi,
nefes aligi, ‘0’ sesi ‘0’ sekilde ¢ikarisi, ‘o’ kelimeyi ‘o’ sekilde sdyleyisi, hareketin her tiirli
niteligi ve bu hareket etme bigiminin olusturdugu bir beden maskesi, maskelenmis bir beden
olarak karsimiza ¢ikiyor. Oyuncu; yiiziinii kapayacak somut bir maske olmadan tiim bedenini
maskeliyor, kendi bedeninde bir bagkasinin kiliginda ikamet ettigi bir karakteri, bir rol kigisini
yaratiyor. Kilik degistirme; oyuncunun, simdi ve burada, bedeninde bir baskasinin izlerini
tagimaya basladig: ikilikte degisen, somut hicbir nesne olmaksizin bedeninde kipirdayan bir
baskalik, agilmaya baslayan bir baskasina ait uzamin oyun imkanlari, oyuncunun oyunbazligi
halini aliyor.

Oyuncunun kendi yoklugunda oldugu nétr bir zemin de oyun kisisinin bir bagkasiyla bu
bedende karsilagmasina, kilik degistirmesine, bir bagka deyisle ikilige, oyunbazliga dogru
aidiyetsiz bir ara alana tekabiil ediyor. Bu anlamda nétrliik; Lecoq pedagojisinde bulunan oyun
maskelerinin gesitleri i¢in bir referans noktasini tegkil ediyor. Lecoq’a gore “her maskenin
altinda biitiiniin tastyicist bir nétr maske” bulunuyor.

Notr maske biricik bir maskedir, tiim maskelerin Maskesi dir. Notr maskeyi tecriibe ettikten
sonra olabildigince ¢ok ¢esitlilikte baska tiir maskeler iizerine ¢alisiriz ve hepsini “ifadeli
maskeler” genel terimi altinda toplariz. Nétr maske tek bir tane ise ifadeli maske sonsuz
sayidadir®

Lecoq pedagojisinde oyuncu, ndtr maskeden sonra larva maske, tam maske, yarim maske
gibi ifadeli maskeler, Commedia dell’ Arte maskeleri, grotesk ve bufon gibi beden maskeleri
ve en kii¢iik maske olan kirmizi burun (clown) ile bedenin komedi olanaklarini arastirmaya,
once notr maskeyi, bir bagka deyigle aidiyetsiz ara alan1 deneyimleyerek geciyor.

86  Ulgen, Kurmaca, Yanilsama: Oyunculuk, Deneyim, Hakikat Arasinda, 45.

87 A.ge.,45

88  “Kilik” kelime anlamu, internet Erisimi: http://www.lugatim.com/s/k%C4%B11%C4%B1k.
89 Lecoq, Siirsel Beden, 70.
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Mubhafaza edilen aralikta, bos alanda aynm1 zamanda mizahin serinligi var diyor Ulgen.”
Ara alanin ve ikiligin muhafazasinda oyunbazlik, oyunbazligin kendisinde ise agiga ¢itkmaya
kadir bir komedi imkani var. Baudelaire’e gore komigi gerceklestirenler, “kendi varliklarini
bilmezden gelenler”:

Giiliing dzellikle giilende, izleyicide var olan bir sey. Ama ne ki, kendilerinde giiliing duygusunu
gelistirmeyi ve bunu baskalarini eglendirmek i¢in kullanmayr meslek edinmis kisiler bunun
disindadwr: Ciinkii onlar belli bir siire kendi varliklarinin bilincinde olmama kuralina uyarlar,
kendi varliklarin bilmezlikten gelirler; bu siirecte hem kendileri hem baskalar: olurlar.
Bdéylesi bir sey, insandaki siirekli bir ikiciligin varligini, insanin hem kendisi hem baskasi
olabilme giictinii gosteren tiim sanatsal olgularda yer alir.®!

Aidiyetsiz bir ara alanda kendi yoklugunu oynayan, kendi varligini bilmezden gelen ne
kendisini ne bir baskalig1 tasiyan oyuncunun; baskalig1 karsilayisinda, viicuda getirisinde,
degisen bigiminde, biirlindiigi kilikta, ikilikte bir komedi imkan1 var. Giiray Dingol, notr
maske ile yapilan tematik ¢aligmalarda bedenin psikosomatik dzelliklerinin ortaya ¢ikmasi ve
vurgulanmastyla olagan akista bir kirilma yaratildigini; bedenin komedi potansiyelini gérmeye,
fark etmeye dair bir kap1 aralandigini belirtiyor.> Potansiyellik, olmaya da olmamaya da esit
mesafede diyor Sayin.”® Notr zemin; i¢inde siirekli bir bagkalagim ve doniigiim imkanini tagtyan
oyuncu bedeninin komedi potansiyelinden bahsetmemize bir imkan sagliyor. “Kilik degistiren
bir kisi komiktir.” diyor Bergson.**

Lecoq, pedagojisinin ¢ercevesini ndtr maske ile komik varyete (biirlesk, absiirt, ekstantrik vb
bigimler) ve clown ¢aligmalarinin olusturdugunu soylityor.” Pedagoji notr maske ile baslyor ve
“kisinin naifligini ve kirganligini ortaya ¢ikarmaya izin veren”® en kiiglik maske kirmizi burun
ile son buluyor. Dingol, nétr maske caligmalari sirasinda; oyuncunun nétr eylem arastirmasinda
psikosomatik 6zelliklerinin ortaya ¢ikarak bir kiliga biirlinmeye baslamasi ve bedenin komik
potansiyelinin agiga ¢ikmasi ile birlikte oyuncuya kirmizi burun taktirarak en kii¢iik maskenin,
clownun oyun uzaminda bir deneme yaptirtyor.”” Lecoq’a gore clown, nétr maskenin anti tezi.”®
Oyuncu notrliik arayisinda ne kendisi ne bir bagkalig1 tasidigi bir beden seviyesinin pesindeyken,
clown stilinde kendi beden malzemesinin, kendi komiginin tizerinde galistyor. Lecoq pedagojisinde
clown, notr maskeden sonra ifadeli maskeler ve beden maskeleri ile yapilan oyun arastirmasimin

90 Ulgen, Kurmaca, Yamilsama: Oyunculuk, Deneyim, Hakikat Arasinda, 76.

91 Charles Baudelaire, Giilmenin Ozii, Cev. irfan Yalgin, (istanbul: iris Yaynlar, 1997), 27.

92  Giiray Dingol, “Neye Giileriz? Oyunculuk Atélyesi”, Yayinlanmamis Atélye Notlar: (Istanbul: 2019).

93 Sayn, Oliim Terbiyesi, 156.

94  Henri Bergson, Giilme: Komigin Anlami Ustiine Deneme, ¢ev. Yasar Avung (Istanbul: Ayrint1 Yayinlari, 2015),
36.

95 Lecoq, Siirsel Beden, 165.

96 A.ge., 167.

97  Giiray Dingol, “Siirsel Komedi: Bir Clown Arastirmasi1 Oyunculuk Atdlyesi”, Yayinlanmamis Atolye Notlari
(Izmir: 2019).

98 Lecoq’tan aktaran: Murray, Jacques Lecoq, 73.
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ardindan oyuncunun kendi malzemesinin oyunu, kendi bedeninin maskelenmesi, kendi kiligt,
komigi olarak kargimiza ¢ikiyor. Bu nedenle Lecoq’a gore oyuncunun “kendi clownunu arayisi
oncelikle kendi giiliin¢liigiiniin arayisi”.”” Lecoq, clown stilinde oyuncunun zayifliklarini
gosterdigi dl¢iide komik olacagini séylityor.'® Dingol’a gore clown, “hata ve basarisizliga dair
bir giizelleme” %' Zupan¢i¢, 6rnegin dilsel bir ‘hata’ya, ‘kusur’a giiliinmesini; onu diizeltmek,
1slah etmek ile degil, aksine ‘hata’nin barindirdigi basarisizligin, anlamsizligin “mucizevi”
bigimde yarattig1 arti-anlam ile, “hicten” ortaya ¢ikan bir diistince ve ruh ile iligkilendiriyor.'?
Ulgen, komedinin “hataya, kusurlu olana sevgi ve sefkat duyabilmek ile alakalr” oldugunu
soyliiyor.'” Oyuncunun kendi giiliingliigii izerine ¢alisabilmesi, kendine disaridan bakabilecegi
bir ikili bakisi, 6znesizlige goniillii bir oyunbazlik arayisini ve dolayisiyla aidiyetsiz ara alanin
muhafazasini talep ediyor; var olusun kendisine giilebilme olanagini doguruyor.

Oyunbaz oyuncu; bir bagkasinin/bir bagkalig1 viicuda getirisinde, ikiligi tastyisinda, ikilikteki
komedi imkaninda mevcut bigimi yikima ugratarak tipki Dionysos gibi verili olanin goriiniigiinii
tepetaklak ediyor:

Dionysos tecellisi sadece bigimlerin sinirlamalarimin, gériiniir dig hatlarin disinda kalmakla
yetinmez. Tiim goriiniigleri bozan bir sihir, bir maya seklinde yansir. Asina olunan nesnelerin,

giiven verici sekillerin istikrarl diinyast nerede, sarsilip, yanilsamanin, imkdnsizin, sagmanin

gergeklik sayildigi bir diislem oyunlari diinyasi nerede kurulsa, Dionysos oradadir.'*

Bahtin, Ortagag karnavallarinda taklit ve kilik degistirme aracilig1 ile gergeklesen komik
ritiieller ile hiyerarsik diizenin ters yiiz edildigini belirtiyor. Ornegin “Deliler bayrami”nda
soytarilar, kral ve diger din adamlarinin yerine ge¢iyor.'” Komedi, Zupanéi¢’in deyimiyle

“makulliikten biittiniiyle uzak bir 1srar’”'®

, makul kabul edilenin bir anlik tepetaklakligi, ters
yiiz edilisi. Kilik degistirmenin komedi potansiyeli ile gézde ve gozle gorliinende yaratilan
tepetaklaklik; bakisin kendisinde, kendi 6grenilmis perspektifinde bir sarsilma yaratarak bir
diger imkaninin goriil(n)ebilirligini de beraberinde getiriyor. “Diinyanin ortasinda dururmus
oyuncu, ortadan hareketle yiiriiyerek evreni baskalastirmaya kadirmis. %" diyor Saymn. Oyuncu,
her an bagka bir kilikla gortinlise gelmeye kadir olusuyla giindeligin yarigindan ¢ikabilecek
bir bagka imkan1 barindirtyor. Ara alan, oyuncunun yaratmaya kadir oldugu baskaliklar ile
alisilmig giindeligin verili gergekligi ile oynadigi, onu bir anlik ters yiiz ettigi, glindelik dist
uzama dogru yaratict edimin baslangici halini aliyor.

99  Lecoq, Siirsel Beden, 167.

100 A.g.e., 168.

101 Dingol, “Siirsel Komedi: Bir Clown Arastirmasi Oyunculuk Atolyesi”.

102 Alenka Zupangi¢, Komedi: Sonsuzun Fizigi, ¢ev. Tuncay Birkan (istanbul: Metis Yayinlar1, 2009), 117.

103 Tuld Ulgen, “Studio Oyunculart: Gergekgi Sahneleme Dersi”, Yayinlanmamis Ders Notlart, (Istanbul: 2016).
104 Vernant, Eski Yunan’'da Mit ve Tragedya, 533.

105 Mikhail Bahtin, Karnavaldan Romana, gev. Cem Soydemir (Istanbul: Ayrint1 Yayinlari, 2014), 102.

106 Zupanci¢, Komedi: Sonsuzun Fizigi, 208.

107 Anhui dansi ve Luo diyagramindan hareketle Sayin, “Kurmaca/yanilsama: metnin diisiindtrdikleri”, 5.
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Latife, misal alemine agilmak diyor Ulgen.'*® Misal; olanin kendisinden bir bagka olasiligin,
baska olanaklarin, mevcut durumu yasayistaki bir bagka ihtimalin, bagka bir imkanin olabilirligine
dair. Zupanci¢ komedinin 6limii, aciy1, insanin i¢inden ¢ikist olmayan “korkun¢” durumlar
icinde bulunmasini reddetmedigini bunun yerine “biz konusurken de, yani hayatimizin her aninda
hayatimiza ait bir seylerin kendi hayatlarin yasadigina dikkatimizi” ¢ektigini belirtiyor.'"”
Hayatin zor zamanlarinda bir direnis bicimi olarak ortaya ¢ikan komedinin; ¢ift degerli bir
Oznellik alania sahip oldugunu; insani verili olana katlanir hale getirerek bir yanilsama islevi
gorebilecegi gibi ayni zamanda degisim imkanini ortaya ¢ikaran bir “oyun zemini” yarattigini
sOyliiyor:

Nitekim komedinin koruyup ayakta tutmamiza yardimci olabilecegi éznellik alani, siiphesiz,
¢cifidegerlidir. Son kertede verili durumun veya diizenin baskiciligint ayakta tutmaya yardim
eden ¢tinkii onu katlanilir hale getirip insanin i¢inde fiilen ozgiir kalabilecegi yanilsamasini
besleyen o mesafe islevini gorebilir. Ama ote yandan tam da her tiirlii olasi degigimin
gergeklesebilecegi oyun zeminini [playground]"’ kuran ve bu degisim sirasinda seferber
edilen fazladan, bos bir dznellik imkdm da olabilir™

Oyuncunun mimetik eylemi; aidiyetsiz bir ara alanda, sonsuz olasilikta bigime, kiliga
biirtinebilme imkan1 ve giiciinde var olan komedi potansiyeliyle, bir anin i¢inde, insanin
icinde barindirdig1 bin bir olasilig1, aligilmig glindeligin icinde agtig1 giindelik dis1 uzamda bir
baskaligin miimkiinliiglinii, olanin oldugundan baska olma ihtimalini, bir yanilsamayla degil,
yarattigl oyun zeminiyle, her an i¢inde tasidig ikili bakigla hatirlatiyor.

Oyuncunun, bir baskalig1/bir bagkasin1 viicuda getirmesine dogru, bir tiir baglangi¢ zemini
olarak nétrliik arayisi; gerilimsiz, siik{inetli, oyuncunun uzamdaki mevcudiyetini kuvvetlendiren
bir beden ag¢ikligina, higbir niteligi kendine ait hale getirmeden hi¢ kimseye ve herkese dair
eyleme halinin pesinde olan bir beden seviyesine, hi¢bir niteligin miilk edinmedigi anda
baslayan her seye doniisebilme imkanina, bu imkanin i¢inde tagidigi ikilige ve ikilikteki
komedi potansiyeline dair yasam ve oyun arasinda, oyuncunun kendi yoklugunu oynadigi
bir ara alana, miitemadiyen siiren bir aray1s slirecine, “asla sonu gelmeyen bir aragtirma™"*
ya tekabiil ediyor.

108 Ulgen, Kurmaca, Yanilsama: Oyunculuk, Deneyim, Hakikat Arasinda, 119.

109 Zupanci¢, Komedi: Sonsuzun Fizigi, 208.

110 Metnin orijinal dilinde “playground” olarak gegiyor, ¢evirmen metinde “zemin” olarak ele almis, “oyun zemini”
olarak ¢evirdim.

111 A.ge., 208.

112 Elderge ve Huston, “Actor Training In The Neutral Mask”, 25.
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Turkiye'de Oyun Yazarliginda Yeni Egilimler IV

Ozan Omer Akgiil: Bugiinkii konuklarimiz Sami Berat Marcali ve Murat Mahmutyazicioglu.
Bu konugmalara 2015 yilinda basladik ve toplamda {i¢ oturum gergeklestirdik. Konusmacilar
arasinda Mirza Metin, Ebru Calkan, Ahmet Sami Ozbudak, Samil Yilmaz, Zeynep Kagar,
Hilal Kuvvet, Celal Ercan, Giilce Ugurlu, Cem Uslu, Gokhan Eraslan, Firuze Engin ve
Ferdi Cetin vardi. Buradaki amacimiz 2000 yilindan sonra tiyatro yazarligiyla ugrasanlarin
hem envanterini tutmak -kimler yaziyor, kimler iiretiyor- hem de bu yazarlarin Tiirkiye
Tiyatrosuyla olan iliskilerini ve beslendikleri dinamikleri 6grenmek. Boliim Dergisi’nin 25.
sayisinda bu ii¢ s0ylesinin de desifresini gergeklestirdik. Soylesileri kagirmis olanlar dergiye
Istanbul Universitesi Yayinlar1’nin web sitesinden ulasabilirler. Amacimiz bellek olusturmak
ve olusturulmus olanlar kayith tutmak. Ayni zamanda yasadigimiz dénemde kimler yaziyor
ve oyun yazarligi siirecinde ne yapiyorlar, hangi temalar1 kullaniyorlar, dertleri ne, nelerle
ugragtyorlar, bunlar1 gorebilmektir. Genelde yazarlara 6nceden birkag¢ soru génderiyoruz.
Sdylesi i¢inde bu sorulart da soracagiz, zaten kendileri de bir konugma hazirladilar. Ayri ayri
15-20 dakikalik bir siirede kendilerini tanitacaklar. Ardindan hem benim sorularim hem de
sizin sorularinizla bir sohbet havasinda burada konusma siirdiirmeyi planliyoruz.

Murat Mahmutyazicioglu ile baglayalim. Murat, Marmara Universitesi Giizel Sanatlar
Fakiiltesi I¢ Mimarlik béliimiinden mezun. Sonra da Kadir Has Universitesi’nde Film ve
Drama Anabilim Dali’nda yiiksek lisansa baslamis. Sekersiz, Fii, Aynur Hanim in Bebegi, Sen
Istanbul’dan Daha Giizelsin ve Sevmekten Oldii Desinler adli oyunlari meveut. Gegen yil Sen
Istanbul’dan Daha Giizelsin adl1 oyunuyla Afife’de Cevat Fehmi Baskut 6zel 6diiliinii almisti.

Murat Mahmutyazicioglu: Oncelikle kendi adima tesekkiir ederim. Hem Sami ile olmak
¢ok keyifli hem de Theatron’da olmak ¢ok 6nemli. Clinkii kendi yazim stirecimde bu toplulugu
ve bu mekan1 ok 6nemli bir yer olarak goriiyorum. Burasi, Sen Istanbul ‘dan Daha Giizelsin
oyununu olustururken bana ¢ok ilham vermisti. Biraz kendi seriivenimden bahsetmek istiyorum,
15 dakikay1 bu amagla kullanayim.

Tam olarak yazmaya ne zaman bagladigimi ¢ok hatirlamryorum ama ilk oyunum Fii’niin
ilk draftin1 2012°de bitirmistim. 11k yazdigim oyun Fii ama ilk sahnelenen oyunum Sekersiz.
Fii, 2014 y1linda Ikincikat tiyatrosunda sahnelenmisti. Bu aslinda bir yazarin nasil basladigim
anlatirken karigik bir durum oluyor. Ilk yazdigim oyun ikinci sahnelenen oyunum ama ikinci
yazdigim oyun ilk sahnelenen oyunum gibi.

I¢c mimarlik ve is hayat1 devam ederken tiyatro benim i¢in bir lise tutkusu, kiigiikliik tutkusu
ve askrydi diyebilirim. Tiyatroya geri donmek i¢in ilk olarak 2000’lerin basinda Kadikdy Genglik
Merkezi’ne daha sonra 2005 yilinda Sahika Tekand’in Stiidyo Oyunculari’na basladim. Belki
oradaki egitimi bilenler vardir; egitimin sadece oyunculuk iizerine degil bir tasarim iiretme ve
farkli metinlerden faydalanip bir seyler yapmak tizerine de bir egilimi var. Cok yonlii bir egitim
olanag1 ve bagka tiirlii bakmaya iten bir yapilanma var. Orada kendimizce denemeler yapip
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hocalara gostermek igin kiigiik kiigiik metinler olusturuyorduk. Askerlik doneminden sonra
hayatimin yirmi dort saatini tiyatroyla gecirmek gibi bir karara vardim. Ciinkii meslegimde
cok mutlu degildim, yapmak istedigim seyi yapamiyordum. Bunlar belki hepimizin yasadigi
cok klasik kaygilar ama bir karar vermek gerekiyordu. Once oyunculukla basladim ve Sahika
Tekand’1in Stiidyo Oyunculari’nda birka¢ oyunda oynadim. Sonrasinda Tiyatro Boyalikus’la
ve sonra da [kincikat’la tanistim. Istiklal Caddesi’ndeki Ikincikat’ta Sami ile cok oyun yaptik.
Sonra bana Sami’nin yazdig1 “Limonata” oyununu yonetmemi teklif ettiler. O zamanlar ¢ok
tatli bir ekip olmustuk. O deneyimle beraber kafamda bir yazma fikri belirmeye bagladi.

Bir de o zamanlar Dot’un yaptig1 Ingiliz Tiyatrosu islerini izliyorduk. Giindelik hayatin
dertleri ile ilgilenen metinlerle tanistim. Ve kafamda birtakim hikayeler belirmeye basladi
ama bunu tam olarak tiyatro metnine nasil doniistiirecegim konusunda bir fikrim yoktu. Soyle
oldu; oyun yonetirken ve oyunculara reji verirken belki de kendi kafamda, kendi ailemden
drnekler veriyordum ve onlar kafamda bir siire depolandu. ilk oyun Fii boyle basladi. Tki yaslh
kadmin konusmasi, sadece diyaloglar basladi. Bir aksam cesaretimi toplayip arkadaglarima
okuttum. Onlar da meseleyi ¢ok sevdiler fakat iizerine ¢alisilmasi gerektigini sdylediler. Sami
ile metin Gizerinde iki {i¢ ay ¢alistik. O zaman dramatik olan ve sahne i¢in degerli olanin ne
oldugu konusunda tam olarak bilgi sahibi degildim. Belki hala 6grenme siirecindeyim. Ama
bu benim i¢in iyi bir baslangi¢ oldu. Ciinkii sahnede kendi kelimelerinizi duydugunuz anda
motivasyonunuz yiikseliyor. Oyunumun fkincikat’ta sahnelenmesi siirecine basladiktan sonra
motivasyonum ¢ok yiikseldigi i¢in Sekersiz’i yazmaya bagladim. Onu da Yan Etki tiyatrosunda
yaptik ve Fii’niin ertelenmesiyle beraber ilk sahnelenen metin Sekersiz oldu. Yanetki’nin o
zamanki sahnesi Asmali Sahne’de hem yonettim hem de oyunculardan biri oldum.

Sonra 2014 yilinda Fii, tiyatro festivalinde sahnelendi. Oyunu tiim turnelerinde ve Istanbul’da
izledim. Seyircilerin tam olarak neye tepki verdiklerini ya da neye tepkisiz kaldiklarmi gérdiim.
Bir siire sonra benim i¢in ¢ok degerli olan bazi seylerin, sahne i¢in, oyuncu i¢in tam olarak o
kadar da 6nemli olmadigini fark ettigim anlar oldu.

2015 yilinda Ikincikat yaz projesi sebebiyle bana bir oyun siparis etti. Yonetmen belliydi,
Oguz Arict’ydi ve ben 2-3 ay iginde kadina siddetle alakali bir metin ortaya ¢ikardim. O metnin
oyuncularla ve Oguz Arici ile karsilasmasi benim i¢in 6nemli bir baglangig oldu. Ciinkii Oguz
Aricy, “Ben olmasam oyuncular zaten bu metni oynar.” gibi bir climle sdylemisti ve bu o zaman
cok agir gelmisti. Kisitlt bir siirede metni beraber ¢alistiktan sonra anladim ki benim igin ¢ok
6nemli olan sey, sahne ve seyirci i¢in ¢ok da dnemli olmayabilir. Asil dramatik olan degerlidir
ve kendi kafamizda kurdugumuz espriler metinde sadece basit bir geyik olarak kalabilir vs...
Bu benim i¢in ¢ok yararli olmustu.

Fiive Sekersiz daha “gergekei” bir senaryoya sahip, sahne tizerinde dizilere goz kirpan bir
gerceklikleri var. Onlari da ¢ok severim ama sahne gergekligini, tiyatro malzemesini daha fazla
kullanmak gibi kaygilarim baglamust1. Sen Istanbul dan Daha Giizelsin fikri basladig1 zaman
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“Acaba bigim olarak farkli ne yazabilirim” diyerek bir aragtirma siirecine girdim. Tamamen
anlatiya goz kirpan bir metin olusturmaya ¢alistim. Daha sonra metin “Ug kadin sandalyede
otururlar” seklinde basladi. Istanbul’u merkeze alarak ii¢ kusak -bir anneanne, anne, ve kiz
iicgeninde- ii¢ kadin temsilci ortaya ¢ikti. Hem kusak ¢atismasini ve kusaklar arasi iliskiyi
hem de yasadiklari elli yillik siiregte Istanbul’un degisimini yazmaya calistim.

Sonra “Boyle bir metin yazdim oynar misiniz” diyerek ii¢ arkadagima danistim. Prova
slirecinden sonra da -Basak, Ayfer, Melis- oyuncularin bas harflerinden BAM tiyatrosunu kurduk
beraber. Aslinda bu baslarda metnin sahnelenme seriiveninde etiket olsun diye koydugumuz
bir isimdi. Fakat seyirciyle bulusunca bizim de beklemedigimiz bir etkisi oldu. Hepimizin iki
sezon boyunca ¢ok sey 6grendigi bir is oldu. Geri doniisleriyle beraber oyuncular agisindan
da bakarsam, hem oyunculuklarina hem yonetmenligime hem de yazarligima cok sey katti.
Aslinda sanki meseleye bir baskasinin goziinden tekrar bakiyormus gibi hissettigim bir siire¢
oldu. Benim i¢in ¢ok 6gretici ve egiticiydi. Kitaplar acild1 tarihte neler olmus diye. Anlatinin
smirlarmi 6grendigim, kendimi oldukga gelistirdigim bir siireg i¢ine girdim.

Sen Istanbul’dan Daha Giizelsin seriiveni devam ederken Emek Sahnesi’nden bir teklif
geldi, miizikli oyun yazmamu istediler. O zaman da Sevmekten Oldii Desinler i yazdim. Metin
akarken, oyuncular oynarken, bunun bir yazar tarafindan yazildigi ve yazarin kendisiyle dalga
gectigi; oyuncularin sdyledigi kelimelere yabancilastigi, karakterin i¢inden ¢ikip, anlatici
olduklari, biraz da alt1 kalin ¢izilmis kabareye g6z kirpan bir oyun yazmaya calistim.

Simdilik seriivenim bu kadar. Bundan sonra da 6zellikle geleneksel tiyatromuza ya da belki
ortacag tiyatrosuna bakip anlatinin sinirlarini bir yazar olarak daha ne kadar genisletebilirim,
buna bakacagim. Sen Istanbul’dan Daha Giizelsin’de ya da Sevmekten Oldii Desinler’de
yapmaya calistigim seyi daha ne kadar genisletebilirim, ne kadar ugrasabilirim iizerinde
calisip gormek istiyorum.

Ozan Omer Akgiil: Sami Berat Margali da Y1ldiz Teknik Universitesi’nden mezun oldu.
2010’dan beri yonetmenlik, ¢evirmenlik ve yazarlik yapiyor. B Plan1 adli bir grubu var. Yazdigi
oyunlar arasinda Kiigiik, Limonata, Siirpriz, Alti Buguk ve son yazdig1 Yuva isimli oyunu
mevcut ki bu da gecen y1l New York’ta Laguardia Performing Arts Center’da promiyer yapti.

Sami Berat Marcali: Yildiz Teknik Universitesi’nin amatr bir tiyatro toplulugu var, biz o
zaman kisaca YUO (Yildiz Universitesi Oyuncular1) diyorduk. Biitiin seriivenim orada basladi.
Oradaki ekiple arastirma yapryorduk, cok aragtiran bir ekiptir, biraz orada pistim diyebilirim.
O dénemde oyunculuk ve yazarlik denemeye basladim. Ug yil kadar onlarla birlikte oldum,
Eric De Volder’in Oda ve Adam oyununu yonettim ve hi¢ begenilmedi. Bir de oyun yazdim Kis
Geliyor adinda ve o da hi¢ begenilmedi. Sonra tiyatroya kiistiim ve sinemaya gecis yaptim. Bu
arada endiistri mithendisligi okuyordum ama her zaman miihendis olmayacagimi bilerek devam
ettim. Stajlarda gordiigiim kapitalizm hi¢ hosuma gitmedi. Sonra New York Film Akademi’de

192 Tiyatro Elestirmenligi ve Dramaturji Bolimi Dergisi 32, (2021)



Murat Mahmutyazicioglu, Sami Berat Marcali

alt1 ay kadar kisa film egitimi aldim. Kurstakilerle beraber benim yazip yonettigim bir kisa
film ¢ektik. Yine ¢ok kotii oldu. O donemde kisa film ve uzun metraj senaryolar yazmaya
basladim. Y1ldiz Teknik Oyunculari’ndan ayrilan dort arkadasim Tiyatro Sifirnoktaiki adinda
bir grup kurmustu. Tam beni ¢agirdiklart donemde ekip dagilmis ve bir tek Emre kalmisti.
Digerleri de fahri tiye gibi kalmislardi. “Gelip bizimle ¢alismak ister misin? Kendimizce
profesyonellesmeye calisiyoruz” dediler, ben de higbir sey diistinmeden sadece arkadaglarim
oldugu i¢in kabul ettim. Metin arastirmaya basladik, o zamana kadar yazilmig ve basilmis
metinlere ulasabiliyorken o donemden sonra Tiirkiye’ye gelmemis olan metinleri arastirmaya
basladik. Onk Ajans ile tanistik. ingilizce kitaplar okumaya basladik. O dénemde ¢ok oyun
okuduk ve bir iki tane oyun sectik. Bunlardan biri A¢ik Sag¢ik Birka¢ Polaroid’di. Bunu Emre
yonetti. Bir diger oyun da benim yonettigim, Murat” in da basroliinde oynadigt Korku Tiineli
oyunu oldu. Zaten Murat’la da o donemde tanistik.

2010 yilindan itibaren tiyatro yapmaya basladim. O dénemde ¢ok oyun okuyup inceledigim
i¢in, biraz da analitik zekdm oldugu i¢in anlamaya basladim. Dramanin nasil kurulmasi
gerektigine dair fikrim olusmaya basladi. Cok oyun izlerim ve artik izledigim seyin metnini
okuyabiliyordum. Kii¢iik adinda bir oyun yazdim. Bu oyunla da Interplay Uluslararast Geng
Oyun Yazarlar1 Festivali’ne kabul edildim. 18 farkli iilkeden 30 tane dramaturg, yonetmen,
genel sanat yonetmeninin oldugu bir ortamda sizin oyunlariniz elestiriliyor ve gelistirilmeye
calisiliyor. Orada biraz ¢aliskan 6grencilik yaparak normalde 5-6 hoca seninle ilgilenirken
yaklasik 20 hocadan fazlasimna oyunumu okutabildim, hepsinden geri bildirim aldim. Sonra
oyunu gelistirebilmek igin bir siirii taslak yazdim. Karakterin nasil yazilmasiyla alakali ya da
oyunun dramatik yapisinin nasil ilerleyecegi ile alakali bir siirii sey 6grendim.

Tiyatro, 6zendigim bir seydi, sonrasinda meslegim oldu. Sonra Kii¢iik yazildig: gibi rafa
kalkti. Ardindan Limonata’y1 yazdim. Bu arada yonetmenlik seriivenim devam etti ve bir
seyler daha y&nettim. ikincikat’tayken yerli metin segmeye karar verdigimiz bir dénemde
Aut ve Limonata’y1 sectik. Limonata’y1 Murat” 1n yonetmesine karar verdik ve sonra benim
i¢in Limonata devri bagladi.

Bu siireg devam ederken IKSV nin bir sonraki festival dénemine bagvuru yapmak istedik.
Hayatimizda ilk kez festivale bagvuru yapacagiz; benim sadece kiigiik bir fikrim vardi, bir
sayfasini yazdigim bir sey. Festivale bagvurunca kabul edildi. Ve bir anda siiresi olan bir
oyunu yetistirme ¢abasi icine girdim. Belki oyunu istedigim gibi yazdim ya da yazamadim
ama Yalmizlar Kuliibii o dsnemde ¢ikt. Oyunu biraz oyuncularla da gelistirdik. ilk {i¢ oyunum
bu sekilde gelisti.

Sonra, Ust Kattaki Terérist i uyarladim. Bu ilging bir deneyimdi. Hayatimda yazarken en
zorlandigim oyundur. Orijinal hikayeye bagli kalmaya ¢alisirken bagimsiz olmaya galistyorsun.
Emrah Serbes’ten ¢ok uzaklagmadan ama kendimin de sdziinii sdyleyebilecegim bir hale
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getirmeye calistim. Giizel bir seriivendi. Yalnizlar Kuliibii ve Ust Kattaki Terérist, Ikincikat
doneminde en fazla oynanan oyunlar oldu; seyircinin ¢ok sevmesinden kaynakli galiba.

Sonrasinda Siirpriz ve Alti Buguk™u yazdim. Bunlar1 bir amagla degil sadece kendi igimden
geldigi i¢in yazdim. Bunlar1 da Tkincikat doneminde sahneledik. Onlar da seyircisi en az olan
oyunlardir.

Sonrasinda da yaz oyunlar1 projesi zamaninda ¢ikmis olan Let adinda bir oyun vardi; Ozer
Arslan’in baslayip benim devam ettigim bir oyun. Onun fikrini alip biitlin her seyi degistirerek
P*rk adli bir oyun yazdim. Sonra da Yuva’y1 yazdim. Amerika’dan Handan Ozbilgin, -Laguardia
Performing Arts Center’da genel sanat yonetmeni yardimcisi- bir Balkan projesi yapmaya
karar verdikten sonra, Tiirkiye’yi Balkan iilkesi gibi gosterip bir sanat¢tyla tanigmaya gelmis,
Ozen Yula da beni 6nermis. Handan bana sadece “Gog kavrami iizerinden bir oyun yapmay1
istiyorum.” dedi. Ben de Amerika’dan biri yonetsin ve iki oyuncu oradan iki oyuncu buradan
olsun. Ben de yazarim,” dedim. ki sene kadar siirdii. En az elli ya da altmis kez tekrar
yazdirdilar. Sonra da Yuva ortaya ¢ikti.

Bu arada yazarliga dair iki proje gergeklestirdim. Biri #Yarinin Oyunlar: digeri de
#SavasVeBarisOyunlari. kisi de yaz projesi. Bu oyunlar yazin on kez oynanip eger i¢imize
sinerse ya da seyirci isterse devam ettirilmesi kararlastirilan oyunlardi. Bunlar arasinda Firuz
Engin; Cambazin Cenazesi, Deniz Madanoglu; Poz, Halil Babiir; Kasap oyunlar1 vardi. Murat’n,
Aynur Hanim’in Bebegi oyunu da bu proje kapsaminda ¢ikti. Bunlarin bazilar1 sezonda da
devam etti, hatta Kasap hala devam ediyor.

2016°da ikincikat’tan ayrildim. Emre ile anlasamadik. ikimizde genctik ve olgunlasmak
istedigimiz bir donemdeydik. Giden ben oldum ve B Plani adinda bir grup kurdum. Gegen
sene Istila adl1 bir oyun sahneledim. Bu sene de Tac 'in Nobetgileri ve kendi yazdigim Yuva’yi
sahneledim. Su anda 6zetle bu kadar.

Ozan Omer Akgiil: Ozgegmisinizi anlattiniz biraz ayrintilara da girelim. Yazma
deneyimlerinizden bahsedin, onlar1 da merak ediyoruz. ikiniz de ayn1 zamanda yonetmenlik
yapiyorsunuz. Hem kendi metinlerinizi hem de baska metinleri yonetiyorsunuz. Y 6netmenlik,
yazarligina nasil bir katki sagliyor? Bir diger soru da Tiirkiye Tiyatrosu baglaminda diisiinecek
olursak begendiginiz yazarlar var midir?

Murat Mahmutyazicioglu: En basindan beri yonetmenlik gibi bir iddiam hi¢ olmadi.
Uzun oyun olarak ii¢ oyun yénettim. Biri Sen Istanbul’dan Daha Giizelsin digeri Sekersiz.
Bunlar zaten kendi metinlerim. Ayrica Sami’nin metnini yonettim, bir de Galata Perform’un
okuma tiyatrolar1 var.

Bir metni elime aldigim zaman ben bunu yonetebilirim gibi bir motivasyonum olmuyor.
Sadece bir sey yazdigim zaman onu bagkasina emanet etmek istemiyorum, kendim yonetmek
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istiyorum. Ciinkii oyun bazen rejisiyle ¢ikiyor; Sen Istanbul’dan Daha Giizelsin oyununda
oldugu gibi. Sekersiz de dyle ¢ikti. Yan Etki Tiyatrosu, Asmali Sahne’deydi ve Asmali Mescit’in
bir apartman katindaydi. Metnin baglarindan o mekana yonelik yazmaya bagladim; seyirciler
suradan girerler, burast onlarin oturma alani olur, karakterler kavga ettikleri zaman igerideki
odaya girerler gibi diisiinerek yazmaya basladim. Rejisiyle yazilmis bir oyun. Bu nedenle onu bir
baskasina anlatmak ve tekrar bicimlenmesini istemek gibi bir arzum olmad1. Sen Istanbul dan
Daha Giizelsin oyunu da aym sekilde ilerledi. U¢ kadin sandalyede oturur... Bunu da asag1
yukart rejisiyle yazdim ve “Bunu ben yonetecegim baskasina gerek yok,” diye diistindiim.

Leenane’in Giizellik Kraligesi oyunu beni ¢ok etkilemisti. Oyunun tekinsiz hali her an sizi
sasirtabilir. Seyirci olarak bana ilk kez bir ¢ivinin lizerinde oturuyormus hissi veren oyun oldu.
Ondan sonra -klasikleri saymazsak- kendi kusagim olan yazarlardan ¢ok beslendim. Ornegin
Sami’nin Limonata’s1, Yigit Sertdemir’in yazdiklari. Yazmaya bagsladiktan sonra izledigim
ve beni etkileyen oyunlar da var: Garaj, Medet, Poz gibi oyunlar. Ama basta Fii’yii yazarken
etkilendigim sey Leenane 'nin Giizel Kraligesi’'ndeki diyalog tekinsizligi diyebilirim.

Sami Berat Marcali: Seriivene yonetmenlikle bagladim ve ilk oyunum sahnelenene
kadar bes alt1 oyun yonettim. O doneme kadar sahne iizerinde olan dinamigi iyi kavradigim
diisliniiyorum. Bunun elbette yonettigim oyunlarla ilgili bir etkisi vardir ama kafamda hep ikisini
ayirmaya c¢alistyorum. Ne yonettigim oyunlari ne de yazdigim oyunlari tekrarlamak istiyorum.
Aslinda -bunu negatif anlamda sdyliiyorum- bir sey yaptyorsam biricik olmali. Ornegin su an
Yuva higbir seye benzemeyen bir oyun; iki dilli, dilin %701 ingilizce ve go¢menlerle ilgili. Bir
sey yaztyor ya da yonetiyorsun, o yaptigin seyden yeni bir sey 6greniyorsun. O 6grendigin seyi
tekrarlamak yerine, 6grendiginden daha fazlasini ya da daha degisigini nasil bulabilirsin diye kafa
yormaya basliyorsun. Hayatimda Yalnizlar Kuliibii gibi bir oyun okumadim. Ornegin Limonata
o donem Tiirkiye i¢in cesur sahneler iceren bir oyundu. Belki o ylizden hala konusabiliyoruz.
Aile yapisini ¢okerten bir tarafi vardi. O zamana kadar bu kadar net bir sey sdyleyen bir oyun
olmadi ya da belki ben okumadim. Yo6netmenlikle yazarlik birbirini besliyor ama yaptigim
igleri beslemiyor. Tabi buna disaridan bakarak tam tersini de sdyleyebilirsiniz.

Etkilendigim yazarlar konusunda da samimi olmak gerekirse dyle cok etkilendigim yerli
yazar yok. Yazarin kendisinden etkilenmiyorum ama bazi oyunlarindan etkilenebiliyorum.
Ornegin Samil Yilmaz’m Avzer’inden ¢ok etkilenmistim. Ama mesela bir énceki oyunu
Kadinlar Asklar Sarkilar beni etkilememis bir oyundu. Ahmet’in performansi ¢ok dndeydi.
Bunu kendisine de sdyledigim i¢in burada anlatabiliyorum. Berkun Oya’nin yazdig1 oyunlari
zaman zaman sevmisimdir. Ornegin; Yangin Dua 51 beni cok etkilemistir. O zaman ¢ok
kiigiiktlim ve yeni yeni tiyatroyla tanigiyordum. Bigimi beni ¢ok etkilemisti. Berkun bir daha
Oyle oyun yazmadi, daha realist oyunlara dondii. Yine Berkun’un Giizel Seyler Bizim Tarafta
ve Bayrak oyunu etkilemisti.
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Bir yandan da kendi arkadaslarimla beraber yaptigim ve altinda kendi imzamin oldugu
oyunlar var. Yoénetmesem bile oyunlarla hasir nesir oldugum igin ¢ok fazla yazarla birlikte
calistim. Bence, Firuz Engin ¢ok iyi bir yazar. Cambazin Cenazesi gayet iyi bir metin. Aynur
Hanim in Bebegi bence Murat’in yazdigi en iyi oyunlardan biri.

Acikgasi daha ¢ok yabanci yazarlardan etkileniyorum. Martin McDonagh, ¢ok etkilendigim
bir yazardir. Ama 6zellikle ilk dénemlerinden ¢ok etkilenirim. Ornegin; Leenane’in Giizellik
Kraligesi, Inishmorelu Yiizbagi, Inishmaan Sakati. Bu ilk donem yazdig1 oyunlar bence ¢ok
iyi oyunlar. Ayni sekilde Philip Ridley de beni ¢ok etkilemistir. Onun da zaten {i¢ oyununu
sahneledim. Ridley benim yazinima ¢ok sey katmistir diye diisiintiyorum. En ¢ok etkilendigim
yazar Tony Kushner oldu. Angels in America bence tarihte yazilmig en iyi oyun. Bunu igine
Shakespeare gibi klasiklesmis yazarlar1 da katarak soylilyorum. Burada ne kadar karsilig1 var
emin degilim ama gergekten benim ¢ok etkilendigim bir oyundur.

Ozellikle yabanci yazarlarda sdyle bir sey var; belli bash konular ¢ok giincel. Ozellikle
rkeilik ve gocuk istismari konusu. Evet, burada da bir karsiligi var ama oradaki kadar yok.
Roportajlarina baktigimda Tony Kushner, Angels in America’y1 on senede yazmis. Bir oyun
yazmak i¢in on sene ¢ok uzun bir siire ama defalarca ve tekrar tekrar yazarak gelistirmis,
sonunda da meyvesini yemis.

Yerli yazarlar konusunda o kadar konusamam ama simdiki yabanci yazarlar biraz ¢cocukca
davraniyorlar. Hemencecik yazarak paket halinde bitiriyorlar. Karakterler biraz karton oluyor
ve sOyledigi sdzleri savunamayan oyunlarla karsilasiyorum. Ya da beyin akist gibi, bir konu
hakkinda bir seyler hissediyor ama bir drama akist derdinde degil ve kurgu yapmak istemiyor.
Tweet yazar gibi oyun yaziyorlar. Bu da benim hi¢ hosuma gitmeyen bir sey. Birkag yazara
sOyledigim bir sey var; -buna Murat da katilir- blog yazariyla oyun yazari arasinda bir fark var.
Hatta tiyatro yazarlig1 ve biitiin yazarliklar arasinda bir fark var. Tiyatroyu edebiyatin igine
koymuyorum; belki de tiyatronun canli bir sey olmasindan ve her an degisebilir olmasindan
dolay1. Bunu edebi bir hale doniistiiriirken bunun bir biling akis1 gibi yapilmamasi gerekiyor.
Uzerine biraz daha fazla galisilmasi gerekiyor. Oteki tiirliisii aklina gelen giizel replikleri
yazmak gibi oluyor.

Murat Mahmutyazicioglu: Sami’nin sdylediklerini kendi siirecimde degerlendirmek
istiyorum. Bir oyunla tanindiktan sonra, gegen seneden beri “Bu oyunu okur musun” gibi
teklifler geldi. Ben de 6zellikle ilk kez yazilmis ya da ilk kez sahnelenecek oyunu okumay1 ¢ok
severim. Fakat orada kendi seriivenimde de yasadigim ¢ikmazi goriince anltyorum ki masanin
basina oturup ¢aligmak ¢ok zor geliyor. Ornegin Fii’niin ilk taslagi tamamen konusma diliyle
yazilmisti. Diizeltmeler bile bana ¢ok zor gelmisti ve arkadaslarima o sekliyle okutmustum.
Oyunun sadece dil bilgisini diizeltmek benim i¢in bir ay stirmiistii. Her sayfada neredeyse on
tane sigara i¢ciyordum. Ciinkii zamaninda yola masa basi is yapmayacagim, tiyatro yapacagim
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diye ¢ikmistim. Fakat yazdiginiz sey, sonugta bir oyun ve bunun bir siirii formiilii var. Bu oyun
yonetmenle, oyuncularla, tasarimciyla ve sonra seyircilerle tanisacak. Uzerinde onunla calismak
isteyen bir siirli g6z olacak ve kagida yazdiginiz seyin anlasilir olmasi gerekiyor. Gergekten
yapiy1 iyi kurmaniz gerekiyor. Bu benim de simdi yavas yavas anladigim bir sey ve calismakla
alakali. Oturup yazacaksiniz, ¢ope atacaksiniz, tekrar yazacaksiniz. Taslak, taslak, taslak...

Okudugum oyunlarda yazilanlara kendi diigiincem {izerinden elestiri yaptigim zaman, kars1
tarafta bunun tam bir karsilig1 olmadigini gérdiim. Ben de ilk baglarda ayni seyi yapiyordum.
Tabi ki anlatmak istediginiz bir hikayeye giiveniyorsaniz onun arkasinda duracaksiniz ama
metnin derinlesmesi i¢in masa basi ¢alismasinin ¢ok iyi yapilmasi gerekiyor.

Yazma siireci giderek daha da zor geliyor, son bir senedir higbir sey yazmadim. Bu konusmalar
bana ¢ok iyi geliyor ¢linkil insana sunu hatirlatiyor; bir oyun yazarken ilk motivasyonum neydi?
Neden TV dizisi degil, kitap ya da siir degil de bir tiyatro oyunu yaziyorum? Meseleye bdyle
bakinca, o zaman bir kelime ya da hayal ettigimiz sahne ortaya ¢ikiyor. Anladigim kadariyla
bu hi¢ bitmeyecek bir seriiven. Her oyun aslinda sifirdan baslamak; ayni oyunu yazmamak,
ayni bigimi yapmamak icin siirekli okuman, izlemen, diisgiinmen gereken, masaya oturup
yazman gereken bir siireg.

Sami Berat Marcali: Biz sansli basladik. Birbiriyle iyi anlagan ve birbirinin fikrine giivenen
insanlarla beraberdik. O benim oyunumu, ben de onun oyununu okuyordum. Birbirimize
kafa g6z giriyorduk. Her ne kadar farkli yollara gitmis olsak da, su an ne kadar ¢ok arastirma
yapmamiz gerektigini biliyoruz. Yuva’y1 yazarken Oguz Arict’ya ti¢ kez okuttum ve geri doniis
aldim. Psikologa okuttum. En az yirmi kez Handan’a okuttum. Baktiginiz zaman ortada ¢ok
ciddi bir emek var. Sonra provaya basladigimizda da oyunu ¢ok degistirdim, muhtemelen
kendim ydnettigim i¢in. Murat’in dedigi sey ¢ok 6nemli; hem masa basi ¢aligma yaparak hem
dinleyerek ilerlemek gerek. Mutlaka etrafinizda glivendiginiz birkag kisi vardir ve onlara zorla
okutun, ¢linkii okumuyorlar. Peslerinden kosun ve insanlar1 zorlayin. Size gelen elestirileri iyi
dinleyin. Birilerini iyi dinlediginiz zaman kendinizi de daha iyi ifade edebilirsiniz.

Ozan Omer Akgiil: Soru ya da yorumlariniz varsa alabiliriz.

Soru: Son donem yerli metinlerde anlatinin ¢ok tercih edildigini goriiyoruz. Bunun hem
sizin aginizdan hem de genel acidan bir degerlendirmesini yapabilir misiniz? Siz nasil tercih
ettiniz ve bunu genel olarak nasil buluyorsunuz?

Murat Mahmutyazicioglu: Arka fonda oranin ev oldugunu belirtmek i¢in ev resmi
yapilmis ya da oranin oda olduguna sizi inandirmak i¢in ii¢ kanepe konmus oyunlarin disinda
ne yapabilirim diye diisiinmiisiimdiir. Sen Istanbul 'dan Daha Giizelsin’i yazmadan bir siire
once farkli bir sey nasil yapabilirim diye diisiindiim. Anlat1 yazara bence ¢ok genis bir alan
veriyor. Hayal ettirebilmek acisindan seyirciye ¢ok biiylik olanaklar sagliyor. Sahnede sadece
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bir kisinin anlatimryla yola ¢iktiginiz zaman daha 6nce izlediginiz ya da okudugunuz ve size
tiyatro olarak sunulan biitiin kliselerinden kurtulmak gibi bir yola giriyorsunuz. O zaman
mesafeler ve hiyerarsi kalkiyor ve seyirciyle bir seyler paylastyormus gibi oluyorsunuz. iste
tam da o zaman tiyatro oluyormus gibi bir hissim var. Tabi ki piyasaya bu tiir anlati metinleri
cikiyor ama bunu genel olarak bir moda var gibi degerlendiremeyiz. Ciinkii ne kadar kisiye
ulastyor bilmiyoruz.

Sami Berat Marcali: Anlati metni yazmak ve yonetmek biraz moda oldu. Merak ediyor
yazarlar ve belki de denemek istiyorlar.

Murat Mahmutyazicioglu: Bizim kodlarimizda “Bu oyun ne anlatiyor” gibi bir sey var.
Belki de hikdye anlatma geleneginden geldigimiz i¢in basi, ortasi, sonu belli olan bir seyler
gormek istiyoruz. Bu belki de Yesilgam dramalart ya da TV dizilerinden kodlarimiza islenmis
bir sey. Yazar ya da yonetmen olarak bir siire sonra baska bir sey yapmak istiyorsunuz. Belki
oyuncu olarak da baska bir sey denemek istiyorsunuz. Bir tepki ya da bir ihtiyag olabilir.
Bunun formiiliinii tam olarak veremem ama sonugta bizim gelenegimiz de anlatrya dayaniyor
ve bundan besleniyor olabiliriz.

Sami Berat Marcali: Bu sadece senle de alakali bir sey degil. Sen dort duvar koy ve dyle
yaz ama ben onu dort duvarsiz da sahneleyebilirim.

Murat Mahmutyazicioglu: Tabi ki yonetmenin de bir alani ve bir seriiveni var. Cok
gercekei yazilmig bir metni ¢ok daha farkli bir bigimde de sahneleyebilir.

Ozan Omer Akgiil: Ama yazarken de bir stratejin var. Ornegin Sen Istanbul ’dan Daha
Giizelsin i yaparken bir anlat1 koduyla yapmak istedin. Hem anlati1 kodunu hem de tiyatronun
araglarini kullanmak istedin ki bu da metinde var. Aslinda senin Yuva oyunu sahnelemesinde
de var. Tiyatronun araglarini gostererek ve bunun altini ¢izerek yapryorsun.

Sami Berat Marcali: Evet, baktiginizda Yuva, dort duvarli bir oyun ama ben dort duvarl
yapmak istemedim.

Ozan Omer Akgiil: Hem anlati formu hem de yazar olarak senin bir bigim 6nerin gibi
geliyor bana.

Murat Mahmutyazicioglu: Yazmaya baslarken burada teatralligi vurgulayayim gibi bir
sey yok ama ortaya ¢ikan sey bir sekilde sizi yonlendiriyor. Provaya basladiktan sonra metin
yonetmene karsi ¢ikmaya ve degismeye basladi hatta oynanmaya basladiktan sonra bile bu
degisim siirdii. Yazdigim seyle yonetmenligim arasinda bir ¢atisma yagsadim. Sahne ¢ok karigik
geldi ¢linkii metin pargali ve slirekli zaman, mekan atlamalari olan bir metin. Calisirken anlatilan
seyin oyuncu tarafindan da igsellestirilmesi i¢in gergekgi bir sahne ¢aligtyormus gibi yaptik;
normal bir sahne provasi gibi. Sonra ayni duyguyu oturarak anlatmalarini istedim. Bu hepimiz
icin bir aragtirma siireciydi aslinda ve metin de bana ¢ok sey ogretti.
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Ozan Omer Akgiil: Baska soru ya da yorum var mi?

Soru: Epey bir oyun seyrettim. Sizin oyunlarmizin da hemen hemen hepsini izledim.
Oyunlarin siiresi hakkinda bir sey sormak istiyorum. 70 ya da 80 dakika artik bu zamanda belli
bir hiza ulagmis insanlar i¢in ¢ok fazla. Neden yazarlar ¢cok uzun yaziyorlar? Neden hala uzun
oyunlar sahneleniyor diye merak ediyorum? Oyunlarinizi yazarken oyunculugu da kafanizda
kurguluyor musunuz? Ciinkii artik oyuncularda beden dili ¢ok 6nemli.

Sami Berat Marcali: Buna katiliyorum. Uzun oyunlar bir noktadan sonra -eger sahnede
gercek anlamda bir prodiiksiyon yapmiyorsa- ilgiyi dagitiyor. Ostermeier’in Hamlet’ini {i¢
buguk saat arasiz, géziimii kirpmadan izledim. Hig¢ sikilmadim, hi¢ de dikkatim dagilmadi.
Ama orada ¢ok ciddi bir zaman ve zeka var. Su an biz yeni yeni gelistigimiz i¢in, biraz da
desteklenmedigimiz i¢in bir seyler tam olmuyor. Bu yilizden katiliyorum, oyunlar 6zellikle 80
dakikanin tizerine ¢iktig1 zaman artik bizi kaybediyor. Ciinkd her sey ¢ok hizli, televizyon ¢ok
hizly, telefonlar ¢ok hizli. Bu sebeple Yuva’y1 60 dakika yazdim. 60 dakikada olsun bitsin ve
seyirciye bu kadarlik bir seriiven yasatsin istedim. Belki daha uzun olmasi gerektigini diisiinenler
olacaktir. Ama benim, seyirciye bu kadar kisa siirede bir his yasatma gibi bir hayalim olmustu.

Ondan 6nce yazdigim oyun A/ti Buguk da 60 ya da 70 dakikaydi, ¢ok uzun degildi. Biraz
boyle yazmay1 seviyorum, kelimelerimi bosa harcamay1 sevmiyorum. Daha tasarruflu yazmaya
calistyorum. Genel olarak yerli yazarlarda her seyi anlatma hissiyati oluyor. En begendigimiz
oyunlar da iki saate yaklastyorlar ve yazdiklar1 seyi atmaya kiyamiyorlar. Cilinkii onlarin da
bir anlami oldugunu disiiniiyorlar. Bunu ¢ok iyi anliyorum. Evet onlarin da bir anlam1 var
ama onu ¢ikardiginda oyun o kadar da biiyiik bir sey kaybetmeyebilir.

Murat Mahmutyazicioglu: Kendim izlerken sikilacagim bir siirede oyun yazmamak
gibi bir diisiincem oluyor baslarda. Ama bazen de olmuyor. Ornegin Sen Istanbul’dan Daha
Giizelsin 75-80 dakika civar1 ama Sevmekten Oldii Desinler 105 dakika. Biraz uzun fakat
bu ¢agm hizliligina ayak mi uyduracagiz yoksa sahnede yaptigimiz sey bu hizliliga comak
sokmak mi diye bazen diisiiniiyorum. Ug saatlik bir oyun iyi yazilmis ve iyi arastirilmis bir
oyunsa tabii ki izlenir diye diisiiniiyorum. Biraz diisiincelerim degismeye basladi. Mesele
60 dakikalik oyun yazmak degil, tiyatro yapmaya ¢alismak olmaliymis gibi geliyor. Seyirci
telefonunu kapatacak 60-70 dakika oyuncu ile beraber bir oyunu paylasacak ve sonra disari
¢ikacak. Sonra herkes kendi hayatina devam edecek.

Sami Berat Marcali: Temelde sdylenmesi gereken sey dramanin hak ettigi kadar siiresinin
olmasi gerektigi. Bir oyun 40 dakika da olabilir. Berkun’un Bomba’s1 15 dakika. Onun projesi
o kadar dakika hak ediyor, onu o kadar izletebiliyor. Bunu farkinda olmakta fayda var. Yeni
bir oyun okudum 1rk¢ilik ve zencilik {izerine, oyun 315 sayfaydi. Neredeyse dort saatlik ¢ok
iyi bir oyun ama burada karsilig1 yok.
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Ozan Omer Akgiil: Belki de karsilig1 olabilir. Ciinkii seyirciyi doniistiirenin yazar ve
yonetmen oldugunu diistiniiyorum. Birlikte doniistiyoruz bu nedenle bir seyi ortaya koymadan
da bilemiyoruz.

Murat Mahmutyazicioglu: Oyun yaparken prodiiksiyonu da diisiiniiyorsunuz; 6zellikle de
bagimsiz bir ekipseniz her seyi g6z 6niinde bulundurmaniz gerekiyor. Kosullar da yaptigimiz seyi
bigimlendiriyor ve etkiliyor. Ayni oyunu farkli sahnelerde oynarken ayni1 15181 yapamayacagimi
bildigim i¢in “en az ne yapabilirim” diye diigiiniiyor insan. Yazarken tiim bunlar1 diisinmek
gerek. Oyunu Ikincikat’ta yazmaya baglamistim ama Theatron’da prova yapmaya basladigimiz
zaman ister istemez degisiklikler oldu. Ciinkii insan yazarken mekani hayal ederek yaziyor.

Soru: Bazi yonetmenler i¢in en iyi yazar 6lii yazardir. Siz yazar olarak buradaki 6zgiirliik
alaninizi ne kadar belirleyebiliyorsunuz? Y 6netmenleri 6zgiir birakabiliyor musunuz?

Sami Berat Marcali: Benim oyunlarimin her birini baska insanlar sahneledi. Ben galiba
biraz inatgryim ve yonetmenle ¢ok miicadele ediyorum. Karakterlere bagli oldugum igin savas
veriyorum ve ydnetmeni ikna edebildigim 6l¢iide mutlu oluyorum. Ikna edemedigim zaman
da yonetmene birakiyorum. Diger bir yandan yonetmenligini yaptigim oyunlarda degisiklikler
konusunda yabanci yazarlarin ruhu duymuyor ama yerli yazarlarda da kendi yonetmenlik alanimi
O6nemsiyorum. Yazari da orada yokmus ve sadece promiyere gelecekmis gibi hayal ediyorum.

Murat Mahmutyazicioglu: Bazi yonetmenler yazarlari provalara kesinlikle sokmuyorlar.
Ben Fii’niin de, Aynur Hanimin Bebegi’nin de, Sevmekten Oldii Desinler’in de birgok provasina
gittim. Burada alanlar1 ayirmak ¢ok 6nemli ama elbette siire¢ de 6nemli. Son provalarin birinde
sOyle soylemistim: “Ben 6lii yazar degilim ve bu tekrar yazilabilir, tekrar diigiiniilebilir,” ¢linkii
bu yeni yazilmig bir metin ve arastirma alani var ve heniiz insanlar bu metni bilmiyor. Daha
cagdas diisliniirsek yazar oyuncuyla birlikte metni degistirebilir, yonetmene alan agabilir.
Egolarm arindirilmasi gereken yaratici bir ortam olusturulmasi gerekiyor. Biz bunu yavas
yavas 6greniyoruz.

Sami Berat Marcali: En ¢ok yaptigimiz hatalardan 6greniyoruz. Yaptigimiz iyi seylerden
o kadar 6grenmiyoruz. Dinlemek, almak ve acik olmak ¢ok 6nemli.

Soru: Dramaturjiye yaklasiminiz nedir? Yonetirken dramaturgla ¢alisiyor musunuz ve
yazdiginizi goniil rahatligryla dramaturga emanet edebiliyor musunuz?

Murat Mahmutyazicioglu: Oyuncu olarak yer aldigim bazi oyunlarda bir dramaturji
calismast yapildi. Simdiye kadar cok oyun yonetmedim. Kendi oyunlarimdan iki tane ve bir de
Sami’nin oyununu yonettim. Bu oyunlarda bir dramaturgumuz yoktu ama metnin gelistirilmesi
adina bir¢ok insandan fikir alindi. Bahsettiginiz gibi bir ¢alismanin iginde olmadim simdiye
kadar bu nedenle dramaturg ne katar ya da ne eksiltir bunu cevaplayamayacagim. Samimiyetle
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soylemem gerekirse belki daha ¢ok kendi metinlerimi yonettigim igin, dramaturgun yeri benim
kafamda soru isareti.

Sami Berat Marcali: Dramaturgla birebir ¢alismanin ne demek oldugunu biliyorum ama
bugiine kadar hi¢ ¢calismadim. Calismam gerekir bence ama kag acgik ve donanimli dramaturg
var bilmiyorum. Bence temel eksigimiz bu noktada bagliyor. Ka¢ tane donanimli dramaturg
taniyoruz ki? Kendilerine dramaturg diyen insanlar var ama islerini hi¢ gérmedim ve onlara
ne kadar giivenebilecegimi bilmiyorum. Oyun sahnelenirken dramaturgun yanimda olmasini
anlamiyorum. Ama oyunun dramaturjisinin yapilmasinin ne demek oldugunu biliyorum.
Dramaturgun muhakkak etkisi vardir ama siiregte ne gibi bir anlami var tam olarak anlamadim.

Soru: Ne kadar donanlimli dramaturg var ki derken ve dramaturjinin sadece metin odakl
oldugunu bize sdylerken tam olarak ne demek istediniz? Sahnedeyken yonetmenin yaninda
dramaturg ne yapar dediginizde dramaturgun sadece karakter analizi yapabilecegini mi
diistiniiyorsunuz?

Sami Berat Marcali: SSylemek istedigim sey; dramaturgla dramanin biitiin alanlarini
tartistyor olmak. Bir oyun yazarken dramaturgun islevini anltyyorum ama yonetirken anlamiyorum.

Soru: ileriye doniik planlariniz arasinda hem yazip hem yénetip hem de oynamak gibi
bir amaciniz var mi?

Murat Mahmutyazicloglu: Yazdigim oyunda oynamak gibi bir diisiincem yok. Ilk yaptigim
oyunda bunu denedim ve ¢ok zevksiz oldu. Ciinkii siirekli kendinizi izliyorsunuz. Tabi ki bunu
c¢ok iyi yapan insanlar var. Bu tecriibeyle de alakali bir durum. Ama ben daha ¢ok yazdigim
seyi yonetirken disarida olup oyuncularla ugragmay1 seviyorum.

Soru: Yazdiginiz zaman kafanizda oyuncuya dair bir sey olusuyordur muhakkak ben bu
seriiveni merak ediyorum. Ornegin ufak bir ekipseniz zaten oyunu yazarken kimin oynayacagini
biliyordur yazar.

Sami Berat Marcali: Bir oyunu yazarken bir oyuncuyu diisiinerek yazmiyorum. Kendim
bir sey kurup ondan sonra hayal ettigim karakterleri bulmaya calistyorum. Daha dogrusu bu
yazdigim karakterleri benden daha iyi anlayabilecek oyunculari ariyorum. Bazen kargina
karakterleri senden daha iyi anlayabilen biri ¢ikmiyor. Bu noktada da en iyi anlayabilecek
potansiyeli olani segiyorsun.

Murat Mahmutyazicioglu: Bazen bir oyunu yazarken belli bir oyuncuyu diisiinerek
yazdigim oluyor. Ornegin Sen Istanbul’dan Daha Giizelsin’i yazarken Melis karakterini
Melis oynayacak gibi yazmaya baslamigtim ¢linkii onun oynayacagi kesinlesmisti. Ama diger
karakterleri secerken sorunsuz bir sekilde calisabilecegim ve oyunculuklarina giivendigim
arkadaglarimi tercih ediyorum.
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Soru: Konusmanin baginda tiyatroyu ve edebiyati farkli yerlere koydugunuzu séylemistiniz.
Su siralar izledigim oyunlarda edebiyat uyarlamalarini siklikla goriiyorum. Bu durumda
tiyatronun soz ile iliskisi hakkinda ne diisiinliyorsunuz?

Sami Berat Marcah: ikisi birbirinden farkli sanat dallar1 ve yazim sekilleri de farkl1.
Birinde sen tek basinasin ve yazdiklarini kagida dokiiyorsun, sonra insanlar okuyor ve hayal
giiclinde canlandirtyorlar. Digerinde de yaziyorsun ve provayla ayaga kalkmisg halini insanlara
izletiyorsun. Tiyatro o anda ve orada gergeklestigi icin bunun edebiyat olmadigina inantyorum.

Soru: Bir seyirci kitleniz olustu ve bu kadar insana ulagmisken bu asamadan sonra kurumsal
tiyatrolarla iliskiniz nasil olacak? Bu kurumlardan size oyun yazmaniz ya da oyunlarinizin
sahnelenmesi i¢in teklifler geliyor mu?

Sami Berat Marcah: Tabi ki geliyor ama drnegin Devlet Tiyatrosu’ndan teklif geldigi
zaman bazi seyleri elememizi istiyorlar. Bagtan zaten herhangi bir kiifiir ya da LGBT birey
disarida kaliyor. Bu nedenle benim ilgimi ¢ekmiyor. Daha 6zgiirliik¢li davranan bir kurum
varsa —su an BBT Oyle- oralarda elbette ¢aligmak isterim.

Murat Mahmutyazicioglu: Bizde sanatla alakasi olmayan tuhaf kosullar var. “Bu karakteri
oyundan ¢ikaralim” gibi bir sey bana da s6ylendi. Bence bir yapimcinin yazara boyle bir sey
sOyleme gibi bir alant olmamal1 ama kolaylikla sdyleniyor. Ciinkii yazarlar bunlar1 duymaya
cok aligtk. Ama hayatlarini devam ettirebilmek i¢in bu carkin igine giriyorlar. Cok kotii ve
¢irkin bir durum. Bir sanat i¢inde boyle bir yasak durumunu kabul edemiyorum. Bu nedenle
ac kalsam da kendi tiyatromda igimi yapmaya devam edecegim. Bu sansiir ve yazarin yaratici
alanina girilmesi meselesi o kurumlari ¢iiriittii. Belki de yeni bir seyin baslamasi i¢in bir gseylerin
yikilmasi1 gerekiyor. Bizin, sizin ya da buranin var olmasinin nedenlerinden biri de bu ¢iiriime.

Soru: Dramaturji diye bir boliim var. Bu boliimii bitirenler ne oluyor?

Murat Mahmutyazicioglu: Son donemde okudugum biitiin saglam elestiri yazilarinin
hepsi dramaturji mezunlari tarafindan yazilmis oluyor. Bir insanin tiyatro yaziyor olusu, tiyatro
elestirisi yaziyor oldugu anlamina gelmiyor. Metnin kurgusuna, oyuncunun ya da yonetmenin
onu nasil yaptigina yonelik elestiriler birka¢ senedir dramaturji mezunlari ya da dgrencileri
tarafindan yaziliyor. Dramaturglarla projelerde beraber olmasak da yazdiklar: elestirilerin
bana ¢ok yarart oldu.

Ozan Omer AKkgiil: Bir sonraki sdylesimizi 8 Nisan Pazar giinii yapacagiz. Berkay Ates
ve Halil Babiir ile konusacagiz. Katildiginiz i¢in tesekkiir ediyoruz.
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YAZARLARA BiLGi

AMAC-KAPSAM

Tiyatro Elestirmenligi ve Dramaturji Bolim Dergisi — Journal of Theatre Criticism and Dramaturgy,
arastirmaci, yazar, akademisyen ve yiksek 6grenim 6grencilerinin Gstln nitelikli orijinal bilimsel
calismalarini yayinlamayi ve bu alandaki bilgi birikimine katki sunmayi amaclar. Yilda iki kez Haziran
ve Aralik aylarinda yayimlanan, hakemli, acik erisimli, bilimsel bir dergidir.

Derginin konu kapsaminda tiyatro tarihi ve elestirisi, tiyatro teorileri, dramaturji, oyun yazarlidi,
yaratici yazim, Osmanli-Tiirk tiyatrosu, uluslararasi ve ulusal tiyatro sahnesindeki cagdas gelismeler
yer alir. ingilizce, Almanca ve Tiirkce dillerinde orijinal arastirma makaleleri ve derleme yazlari
dergide yayinlanir.

EDITORYAL POLITIKALAR VE HAKEM SURECI
Yayin Politikasi

Dergiye yayinlanmak Uzere gonderilen makalelerin icerigi derginin amacg ve kapsami ile uyumlu
olmalidir. Dergi, orijinal arastirma niteligindeki yazilari yayinlamaya 6ncelik vermektedir.

Genel ilkeler

Daha 6nce yayinlanmamis ya da yayinlanmak tzere baska bir dergide halen degerlendirmede
olmayan ve her bir yazar tarafindan onaylanan makaleler degerlendirilmek tzere kabul edilir.
On degerlendirmeyi gecen vyazilar iThenticate intihal tarama programindan gecirilir. intihal
incelemesinden sonra, uygun makaleler Editor (Bas Editor) tarafindan orijinaliteleri, metodolojileri,
makalede ele alinan konunun énemi ve derginin kapsamina uygunlugu acisindan degerlendirilir.

Bilimsel toplantilarda sunulan 6zet bildiriler, makalede belirtilmesi kosulu ile kaynak olarak kabul
edilir. Editor, gonderilen makale bigcimsel esaslara uygun ise, gelen yaziyi yurticinden ve /veya
yurtdisindan en az iki hakemin degerlendirmesine sunar, hakemler gerek gérdugi takdirde yazida
istenen degisiklikler yazarlar tarafindan yapildiktan sonra yayinlanmasina onay verir.

Makale yayinlanmak tizere Dergiye gdnderildikten sonra yazarlardan higbirinin ismi, tim yazarlarin
yazili izni olmadan yazar listesinden silinemez ve yeni bir isim yazar olarak eklenemez ve yazar sirasi
degistirilemez.

Yayina kabul edilmeyen makale, resim ve fotograflar yazarlara geri gdnderilmez.
Yazarlarin Sorumlulugu

Makalelerin bilimsel ve etik kurallara uygunlugu yazarlarin sorumlulugundadir. Yazar makalenin
orijinal oldugu, daha 6nce baska bir yerde yayinlanmadigi ve baska bir yerde, baska bir dilde
yayinlanmak tizere degerlendirmede olmadigi konusunda teminat saglamalidir. Uygulamadaki telif
kanunlari ve anlasmalari gozetilmelidir. Telife bagl materyaller (6rnegin tablolar, sekiller veya buytik
alintilar) gerekli izin ve tesekkurle kullanilmalidir. Baska yazarlarin, katkida bulunanlarin ¢alismalari
ya da yararlanilan kaynaklar uygun bicimde kullaniimali ve referanslarda belirtilmelidir.
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Gonderilen makalede tim yazarlarin akademik ve bilimsel olarak dogrudan katkisi olmalidir, bu
baglamda “yazar” yayinlanan bir arastirmanin kavramsallastirilmasina ve dizaynina, verilerin elde
edilmesine, analizine ya da yorumlanmasina belirgin katki yapan, yazinin yazilmasi ya da bunun
icerik acisindan elestirel bicimde gézden gecirilmesinde gérev yapan birisi olarak gorilur. Yazar
olabilmenin diger kosullari ise, makaledeki calismay planlamak veya icra etmek ve / veya revize
etmektir. Fon saglanmasi, veri toplanmasi ya da arastirma grubunun genel stipervizyonu tek basina
yazarlik hakki kazandirmaz. Yazar olarak gésterilen tim bireyler sayilan tim o6lcutleri karsilamalidir
ve yukaridaki 6lcttleri karsilayan her birey yazar olarak g&sterilebilir. Yazarlarin isim siralamasi ortak
verilen bir karar olmalidir. Tim yazarlar yazar siralamasini Telif Hakki Anlasmasi Formunda imzali
olarak belirtmek zorundadirlar.

Yazarlik icin yeterli Slcutleri karsilamayan ancak calismaya katkisi olan tiim bireyler “tesekkiir /
bilgiler” kisminda siralanmalidir. Bunlara érnek olarak ise sadece teknik destek saglayan, yazima
yardimci olan ya da sadece genel bir destek saglayan, finansal ve materyal destegi sunan kisiler
verilebilir.

Butiin yazarlar, arastirmanin sonuglarini ya da bilimsel degerlendirmeyi etkileyebilme potansiyeli
olanfinansaliliskiler, cikar catismasi ve ¢ikar rekabetini beyan etmelidirler. Bir yazar kendiyayinlanmis
yazisinda belirgin bir hata ya da yanlislik tespit ederse, bu yanhshklara iliskin diizeltme ya da geri
¢cekme icin editor ile hemen temasa ge¢me ve isbirligi yapma sorumlulugunu tasir.

Hakem Siireci

Daha 6nce yayinlanmamis ya da yayinlanmak lizere baska bir dergide halen degerlendirmede
olmayan ve her bir yazar tarafindan onaylanan makaleler degerlendirilmek tzere kabul edilir.
Gonderilen ve 6n kontrolli gecen makaleler iThenticate yazilimi kullanilarak plagiarizm icin taranir.
Plagiarizm kontrolliinden sonra, uygun olan makaleler bas editor tarafindan orijinallik, metodoloji,
islenen konunun énemi ve dergi kapsamiile uyumlulugu acisindan degerlendirilir. Editdr, makaleleri,
yazarlarin etnik kdkeninden, cinsiyetinden, cinsel ydneliminden, uyrugundan, dini inancindan ve
siyasi felsefesinden bagimsiz olarak degerlendirir. Yayina gonderilen makalelerin adil bir sekilde ift
tarafli kor hakem degerlendirmesinden ge¢melerini saglar.

Secilen makaleler en az iki ulusal/uluslararasi hakeme degerlendirmeye gonderilir; yayin karari,
hakemlerin talepleri dogrultusunda yazarlarin gerceklestirdigi diizenlemelerin ve hakem sirecinin
sonrasinda bas editor tarafindan verilir.

Hakemlerin degerlendirmeleri objektif olmalidir. Hakem sireci sirasinda hakemlerin asagidaki
hususlari dikkate alarak degerlendirmelerini yapmalari beklenir.

- Makale yeni ve dnemli bir bilgi iceriyor mu?

- Oz, makalenin icerigini net ve diizgiin bir sekilde tanimliyor mu?
- Yontem bitiinlGkla ve anlasilir sekilde tanimlanmig mi?

- Yapilan yorum ve varilan sonuglar bulgularla kanitlaniyor mu?

- Alandaki diger calismalara yeterli referans verilmis mi?

- Dil kalitesi yeterli mi?
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Hakemler, gonderilen makalelere iliskin tim bilginin, makale yayinlanana kadar gizli kalmasini
saglamali ve yazar tarafinda herhangi bir telif hakki ihlali ve intihal fark ederlerse editére
raporlamalidirlar. Hakem, makale konusu hakkinda kendini vasifli hissetmiyor ya da zamaninda
geri donis saglamasi mimkiin goriinmiyorsa, editdre bu durumu bildirmeli ve hakem siirecine
kendisini dahil etmemesini istemelidir.

Degerlendirme siirecinde editor hakemlere gézden gecirme icin gdnderilen makalelerin, yazarlarin
ozel mulku oldugunu ve bunun imtiyazl bir iletisim oldugunu acik¢a belirtir. Hakemler ve yayin
kurulu Uyeleri baska kisilerle makaleleri tartisamazlar. Hakemlerin kimliginin gizli kalmasina 6zen
gosterilmelidir.

TELIF HAKKINDA

Yazarlar Tiyatro Elestirmenligi ve Dramaturji Bolim Dergisi — Journal of Theatre Criticism and
Dramaturgy dergisinde yayinlanan calismalarinin telif hakkina sahiptirler ve calismalari Creative
Commons Atif-GayriTicari 4.0 Uluslararasi (CC BY-NC 4.0) olarak lisanshdir. Creative Commons
Atif-GayriTicari 4.0 Uluslararasi (CC BY-NC 4.0) lisansi, eserin ticari kullanim disinda her boyut ve
formatta paylasilmasina, kopyalanmasina, ¢ogaltilmasina ve orijinal esere uygun sekilde atifta
bulunmak kaydiyla yeniden diizenleme, doniistiirme ve eserin lizerine insa etme dahil adapte
edilmesine izin verir.

ACIK ERISiM iLKESI

Tiyatro Elestirmenligi ve Dramaturji Bolimi Dergisi — Journal of Theatre Criticism and Dramaturgy
icerigi okura ya da okurun dahil oldugu kuruma Ucretsiz olarak sunulur. Okurlar, ticari amag
haricinde, yayinciya da yazardan izin almadan dergi makalelerinin tam metnini okuyabilir, indirebilir,
kopyalayabilir, arayabilir ve link saglayabilir.

Tiyatro Elestirmenligi ve Dramaturji Bolimi Dergisi — Journal of Theatre Criticism and Dramaturgy
makaleleri acik erisimlidir ve Creative Commons Alinti-GayriTicari 4.0 Uluslararasi (CC BY-NC 4.0)
(https://creativecommons.org/licenses/ by-nc/4.0/deed.en) olarak lisanslidir.

ETIiK
Yayin Etigi ilke ve Standartlar

Tiyatro Elestirmenligi ve Dramaturji Bolimi Dergisi — Journal of Theatre Criticism and Dramaturgy,
yayin etiginde en yliksek standartlara baglidir ve Committee on Publication Ethics (COPE), Directory
of Open Access Journals (DOAJ), Open Access Scholarly Publishers Association (OASPA) ve World
Association of Medical Editors (WAME) tarafindan yayinlanan etik yayincilik ilkelerini benimser;
Principles of Transparency and Best Practice in Scholarly Publishing baslidi altinda ifade edilen
ilkeler icin adres: https://publicationethics.org/resources/guidelines-new/principles-transparency-
and-best-practice-scholarly-publishing

Gonderilen tim makaleler orijinal, yayinlanmamis ve baska bir dergide degerlendirme stirecinde
olmamalidir. Yazar makalenin orijinal oldugu, daha 6nce baska bir yerde yayinlanmadigi ve baska bir
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yerde, baskabirdilde yayinlanmak lizere degerlendirmede olmadiginibeyan etmelidir. Uygulamadaki
telif kanunlari ve anlagmalari gézetilmelidir. Telife bagh materyaller (6rnegin tablolar, sekiller veya
blyutk alintilar) gerekli izin ve tesekkirle kullaniimalidir. Bagka yazarlarin, katkida bulunanlarin
calismalari ya da yararlanilan kaynaklar uygun bicimde kullaniimali ve referanslarda belirtilmelidir.
Her bir makale editérlerden biri ve en az iki hakem tarafindan cift kér degerlendirmeden gecirilir.
intihal, duplikasyon, sahte yazarlik/inkar edilen yazarlik, arastirma/veri fabrikasyonu, makale
dilimleme, dilimleyerek yayin, telif haklari ihlali ve ¢ikar catismasinin gizlenmesi, etik disi davraniglar
olarak kabul edilir. Kabul edilen etik standartlara uygun olmayan tiim makaleler yayindan c¢ikarihr.
Buna yayindan sonra tespit edilen olasi kuraldisi uygunsuzluklar iceren makaleler de dahildir.

DiL
Derginin yayin dili Tiirkce, ingilizce ve Almanca'dir.
YAZILARIN HAZIRLANMASI VE YAZIM KURALLARI

1. Aksi belirtiimedikce gonderilen yazilarla ilgili tiim yazismalar ilk yazarla yapilacaktir.

2. Makale génderimi online olarak https://dergipark.org.tr/tr/pub/teddergi lizerinden yapilmalidir.

3. Gonderilen yazilar, makale tirini belirten ve makaleyle ilgili detaylari iceren (bkz: Son Kontrol
Listesi) kapak sayfasi; editore mektup (varsa), yazinin elektronik formunu iceren Microsoft Word
2003 ve Uzerindeki versiyonlari ile yazilmis elektronik dosya ve tiim yazarlarin imzaladigi Telif
Hakki Anlagmasi Formu eklenerek gonderilmelidir.

Makale ile birlikte 100-150 kelimeyi gecmeyecek Tiirkce ve ingilizce 6zet verilmelidir.
Makale dilinde 5, ingilizce 5 anahtar kelime olmalidir.

Tiirkce ve Almanca makaleler icin 600-700 kelime genisletilmis ingilizce 6zet verilmelidir.

N o »nok

Makale icindeki alintilar italik olarak yazilmalidir, atiflar sayfa alti dipnot verme biciminde 10
punto olarak belirtilmelidir.

8. Metin bastan sona kadar Times New Roman 12 punto normal olmalidir.

9. Metinde satir araligi 1,5 (bir bucuk) olmalidir.

10. Paragraf basi bosluklari 1,5 (bir bucuk) olmalidir.

11. Makale basligi Times New Roman 14 punto koyu biytk harflerle yazilmaldir.

12. Yayinlanmak Uzere gonderilen makale ile birlikte yazar bilgilerini iceren kapak sayfasi
gonderilmelidir. Kapak sayfasinda, makalenin bashgi, yazar veya yazarlarin bagli bulunduklari
kurum ve unvanlari, kendilerine ulasilabilecek adresler, cep, is ve faks numaralari, ORCID ve
e-posta adresleri yer almalidir (bkz. Son Kontrol Listesi).

Referans Stili ve Formati

Tiyatro Elestirmenligi ve Dramaturji Bolimi Dergisi — Journal of Theatre Criticism and Dramaturgy
referans sistemi olarak “Chicago Manual of Style (CMOS) kullanir. Ayrintili bilgi icin: https://www.
chicagomanualofstyle.org/tools_citationguide/citation-guide-1.html
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Kaynaklarin dogrulugundan yazar(lar) sorumludur. Tim kaynaklar metinde belirtilmelidir. Kaynaklar
asagidaki 6rneklerdeki gibi gosterilmelidir.

Ornekler:

iR: ik referans, SR: Sonraki referans, K: Kaynakca

Kitap

iR Kerem Karaboga, Oyunculuk Sanatinda Yéntem ve Paradoks (istanbul: Habitus Kitap, 2012), 73.
SR Karaboda, Oyunculuk Sanatinda Yontem ve Paradoks, 44.

K Karaboga, Kerem. Oyunculuk Sanatinda Yéntem ve Paradoks. istanbul: Habitus Kitap, 2012.

iR Toby Cole ve Helen Krich Chinoy, Directors on Directing: A Source Book of the Modern Theatre
(Chicago: Echo Point Books and Media, 2013), 37.

SR Cole ve Chinoy, Directors on Directing: A Source Book of the Modern Theatre, 65.

K Cole, Toby ve Chinoy, Helen Krich. Directors on Directing: A Source Book of the Modern Theatre
Chicago: Echo Point Books and Media, 2013.

Ceviri Kitap

iR Joachim Latacz, Antik Yunan Tragedyalari, cev. Yilmaz Onay (istanbul: Mitos Boyut Yayinlari, 2012), 24.
SR Latacz, Antik Yunan Tragedyalari, 32.

K Latacz, Joachim, Antik Yunan Tragedyalari, cev. Yilmaz Onay. istanbul: Mitos Boyut Yayinlari, 2012.

Hazirlayani/Derleyeni/Editorii Olan Kitapta Kitap Boliimii

iR Oguz Aricl, “Poetikada Zaman ve Mekan Diisiincesi’, Tiyatroda Zaman/Mekan icinde, Ed. Kerem
Karaboga (istanbul: Habitus Kitap, 2018), 20.

SR Aricl, “Poetika'da Zaman ve Mekan Dustincesi’, 24.

K Arici, Oguz. “Poetika'da Zaman ve Mekan Disiincesi’, Tiyatroda Zaman/Mekan. Editér Kerem
Karaboga, 11-34. Istanbul: Habitus Kitap, 2018.

Kitap icindeki Ons6z, Sunus, Giris vb. Kisimlar

iR Ozdemir Nutku, William Shakespeare’in Othello adli kitabina sunus (istanbul: Remzi Kitabevi,
2006), XVII.

SR Nutku, sunus, XVI.

K Nutku, Ozdemir. William Shakespeare'in Othello adl kitabina sunus, I-XXI. istanbul: Remzi Kitabevi,
2006.

Elektronik Olarak Yayimlanmis Kitap

iR Fakiye Ozsoysal, Tiyatro Metinlerinde Alimlama ve Metin Stratejileri (istanbul: Altkitap, 2002) Erisim
14 Mart 2018, https://www.altkitap.net/tiyatro-metinlerinde-alimlama-ve-metin-stratejileri/.

SR Ozsoysal, Tiyatro Metinlerinde Alimlama ve Metin Stratejileri, 39.

K Ozsoysal, Fakiye. Tiyatro Metinlerinde Alimlama ve Metin Stratejileri. istanbul: Altkitap, 2002. Erisim
14 Mart 2018. https://www.altkitap.net/tiyatro-metinlerinde-alimlama-ve-metin-stratejileri/.
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Online basvurulmus kitaplar icin URL ya da veritabaninin adi verilir. Eger sayfa numarasi yoksa,
bolim ya da kisim basligi referans verilebilir.

Telif Dergi Makalesi

iR Nilgiin Firidinoglu, “Faruk Nafiz Camlibel'in “Kahraman Destani” ve Yazinsal Metnin Uretim Siirecinde
ideolojik Zorunlulugun Roli’, Tiyatro Elestirmenligi ve Dramaturji Béliim Dergisi 17 (2010), 87.

SR Firidinoglu, “Faruk Nafiz Camlibel'in “Kahraman Destani,” 89-90.

K Firidinoglu, Nilgiin.“Faruk Nafiz Camlibel'in “Kahraman Destani” ve Yazinsal Metnin Uretim Siirecinde
ideolojik Zorunlulugun Roli’, Tiyatro Elestirmenligi ve Dramaturji B6liim Dergisi 17 (2010), 85-97.

Ceviri Dergi Makalesi

iR Charlotte Rea, “Kadin Tiyatro Gruplarl’, cev. Aysan Sénmez, Mimesis Tiyatro/ Ceviri- Arastirma
Dergisi 12 (2006), 22.

SR Rea, “Kadin Tiyatro Gruplari’, 25.

K Rea, Charlotte. “Kadin Tiyatro Gruplari’, Ceviren Aysan Sénmez. Mimesis Tiyatro/ Ceviri- Arastirma
Dergisi 12 (2006), 21-37.

Elektronik Dergi Makalesi

iR Ali Artun, “Bauhaus: Modernlesmenin Tasarimi” Skop Dergi 14 (2019): 12. Erisim 27 Mart 2019.

SR Artun, “Bauhaus: Modernlesmenin Tasarimi’, 17.

K Artun, Ali.“Bauhaus: Modernlesmenin Tasarimi” Skop Dergi 14 (2019): 9-21. Erisim 27 Mart 2019.
Online bagvurulmug makaleler icin URL ya da veritabaninin adi verilir. E§er mevcutsa DOI (Digital
Object Identifier) numarasini belirtin.

Tez

iR Yavuz Pekman, “Cagdas Tiirk Tiyatrosunda Geleneksellik, (Doktora tezi, istanbul Universitesi,
2001), 28.

SR Pekman, “Cagdas Tiirk Tiyatrosunda Geleneksellik’, 76.

K Pekman, Yavuz. “Cagdas Tuirk Tiyatrosunda Geleneksellik” Doktora tezi, istanbul Universitesi, 2001.

Ansiklopedi Maddesi

iR Aziz Calislar, “Belgesel Oyun,’ Tiyatro Ansiklopedisi, (Ankara: T.C. Kiiltiir Bakanhdi Yayinlari, 1995), 70.
SR Calislar, “Belgesel Oyun,” 70.

K Calislar, Aziz."Belgesel Oyun,’ Tiyatro Ansiklopedisi: 70-72. Ankara: T.C. Kiltiir Bakanhgi Yayinlari, 1995.

Kitap Tanitimi

iR Ridvan Turhan, “Mali Krizler Tarihi: Cinnet, Panik ve C&kiis’, istanbul Universitesi Sosyoloji Dergisi,
16 (2008), 241.

SR Turhan, “Mali Krizler Tarihi: Cinnet, Panik ve Cokus,” 243.

K Turhan, Ridvan. “Mali Krizler Tarihi: Cinnet, Panik ve Cokiis’, istanbul Universitesi Sosyoloji Dergisi, 16
(2008): 239-244.
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Web Sitesi

iR Carl Tollef Solberg ve Espen Gamlund, “How Should We Evaluate Deaths?, Practical Ethics,
erisim 03 Temmuz 2019, http://blog.practicalethics.ox.ac.uk/2019/05/guest-post-how-should-we-
evaluate-deaths/

SR “How Should We Evaluate Deaths?”

K Solberg, Carl Tollef ve Gamlund, Espen. “How Should We Evaluate Deaths?” Practical Ethics.
Erisim 03 Temmuz 2019, http://blog.practicalethics.ox.ac.uk/2019/05/guest-post-how-should-we-
evaluate-deaths/

Basili Gazete Makalesi

iR Takiyettin Mengiisoglu, “Egitimde Tarihi Cevre ve insan,” Cumhuriyet, 14 Aralik 1971, 2.
SR Mengiisoglu, “Egitimde Tarihi Cevre ve insan,’ 2.

K Mengiisoglu, Takiyettin. “Egitimde Tarihi Cevre ve insan. Cumhuriyet, 14 Aralik 1971.

Elektronik Gazete Haberi

iR“What Consent? Hungary, Poland & Czech Republic Deny Sealing Migrant Deal with Merkel’, Russia
Today, 30.06.2018, erisim 30.06.2018). https://www.rt.com/news/431382-hungary-poland-czech-
migrants/

SR“What Consent?”

K“What Consent? Hungary, Poland & Czech Republic Deny Sealing Migrant Deal with Merkel’, Russia
Today, 30.06.2018, erisim 30.06.2018). https://www.rt.com/news/431382-hungary-poland-czech-
migrants/

SON KONTROL LiSTESI

Makalenin tiirtinin belirtildigi

Baska bir dergiye gonderilmemis oldugu

ingilizce yéniinden kontroliiniin yapildigi

Yazarlara Bilgide detayli olarak anlatilan dergi politikalarinin gézden gecirildigi
Referanslarin derginin benimsedigi Chicago Manual of Style’t temel alan referans sistemine
uygun olarak diizenlendigi

Telif Hakki Anlagmasi Formu (Yazar, makale yayina kabul bilgisini aldiktan sonra géndermelidir.)

e Daha dnce basilmamis materyal (yazi-resim-tablo) kullaniimis ise izin belgesi

e Kapak sayfasi

v' Makalenin kategorisi

V' Makale dilinde ve ingilizce baslik

v' Yazarlarin ismi soyadi, unvanlari ve bagli olduklari kurumlar (tniversite ve fakulte bilgisinden
sonra sehir ve tlke bilgisi de yer almalidir), e-posta adresleri

v Sorumlu yazarin e-posta adresi, agik yazisma adresi, is telefonu, GSM, faks numarasi

v’ TUm yazarlarin ORCID’leri

v’ Tesekkur, cikar ¢atismasi, finansal destek bilgisi
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e Makale ana metni

v Onemli: Ana metinde yazarin / yazarlarin kimlik bilgilerinin yer almamis olmasi gerekir.
v Makale dilinde ve ingilizce baslk
v' Ozetler: 100-150 kelime makale dilinde ve 100-150 kelime ingilizce
v" Anahtar Kelimeler: 5 adet makale dilinde ve 5 adet ingilizce
V' Genis Ozet: 600-700 kelime ingilizce (Makale dili Alimanca veya Tiirkce ise)
v Makale ana metin boltmleri
v Kaynaklar
v’ Tablolar-Resimler, Sekiller (baslik, kaynak ve alt yazilariyla)
iLETiSIM

Bas editor : Nilgiin FIRIDINOGLU

E-mail : jtcd@istanbul.edu.tr
Tel : (212) 45557 00
Adres  : istanbul Universitesi Edebiyat Fakiiltesi

Tiyatro Elestirmenligi ve Dramaturji Bolim
Balabanaga Mah. Ordu Cad. No: 6
Laleli Fatih 34134 istanbul, Tirkiye



INFORMATION FOR AUTHORS

AIM AND SCOPE

Journal of Theatre Criticism and Dramaturgy - Tiyatro Elestirmenligi ve Dramaturji Bolim Dergisi
aims to publish high quality original articles of researches, academicians, writers and and post
graduate students, and contribute to the knowledge in the field. It is a peer-reviewed, open-access,
scientific journal published twice a year in June and December.

The Journal covers theatre history and criticsm, theatre theories, dramaturgy, playwriting, creative
writing, Ottoman-Turkish theatre, and contemporary developments in the international and
national theatre scene. Original articles and reviews in English, German and Turkish are published
in the journal.

EDITORIAL POLICIES AND PEER REVIEW PROCESS
Publication Policy

The subjects covered in the manuscripts submitted to the Journal for publication must be in
accordance with the aim and scope of the Journal. The Journal gives priority to original research
papers submitted for publication.

General Principles

Only those manuscripts approved by its every individual author and that were not published before in
or sent to another journal, are accepted for evaluation. Submitted manuscripts that pass preliminary
control are scanned for plagiarism using iThenticate software. After plagiarism check, the eligible
ones are evaluated by the editor-in-chief for their originality, methodology, the importance of the
subject covered and compliance with the journal scope. The editor hands over the papers matching
the formal rules to at least two national/international referees for evaluation and gives green light
for publication upon modification by the authors in accordance with the referees’ claims. Changing
the name of an author (omission, addition or order) in papers submitted to the Journal requires
written permission of all declared authors. Refused manuscripts and graphics are not returned to
the author.

Author Responsibilities

It is authors’ responsibility to ensure that the article is in accordance with scientific and ethical
standards and rules. Authors must ensure that submitted work is original. They must certify that
the manuscript has not previously been published elsewhere or is not currently being considered
for publication elsewhere, in any language. Applicable copyright laws and conventions must be
followed. Copyright material (e.g. tables, figures or extensive quotations) must be reproduced
only with appropriate permission and acknowledgement. Any work or words of other authors,
contributors, or sources must be appropriately credited and referenced.

All the authors of a submitted manuscript must have direct scientific and academic contribution
to the manuscript. The author(s) of the original research articles is defined as a person who is

" ou

significantly involved in “conceptualization and design of the study”, “collecting the data’,
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"o

“analyzing the data’, “writing the manuscript

", “reviewing the manuscript with a critical
perspective” and “planning/conducting the study of the manuscript and/or revising it” Fund
raising, data collection or supervision of the research are not sufficient for being accepted as
an author. The author(s) must meet all these criteria described above. The order of names in the
author list of an article must be a co-decision and it must be indicated in the Copyright Transfer
Form. The individuals who do not meet the authorship criteria but contributed to the study must
take place in the acknowledgement section. Individuals providing technical support, assisting
writing, providing a general support, providing material or financial support are examples to be
indicated in acknowledgement section.

All authors must disclose all issues concerning financial relationship, conflict of interest, and
competing interest that may potentially influence the results of the research or scientific judgment.
When an author discovers a significant error or inaccuracy in his/her own published paper, it is
the author’s obligation to promptly cooperate with the Editor-in-Chief to provide retractions or
corrections of mistakes.

Peer Review Process

Only those manuscripts approved by its every individual author and that were not published before
in or sent to another journal, are accepted for evaluation.

Submitted manuscripts that pass preliminary control are scanned for plagiarism using iThenticate
software. After plagiarism check, the eligible ones are evaluated by editor-in-chief for their
originality, methodology, the importance of the subject covered and compliance with the journal
scope. Editor-in-chief evaluates manuscripts for their scientific content without regard to ethnic
origin, gender, sexual orientation, citizenship, religious belief or political philosophy of the authors
and ensures a fair double-blind peer review of the selected manuscripts.

The selected manuscripts are sent to at least two national/international referees for evaluation and
publication decision is given by editor-in-chief upon modification by the authors in accordance with
the referees’ claims.

Editor-in-chief does not allow any conflicts of interest between the authors, editors and reviewers
and is responsible for final decision for publication of the manuscripts in the Journal. Reviewers’
judgments must be objective.

Reviewers' comments on the following aspects are expected while conducting the review.

- Does the manuscript contain new and significant information?

- Does the abstract clearly and accurately describe the content of the manuscript?
- Is the problem significant and concisely stated?

- Are the methods described comprehensively?

- Are the interpretations and consclusions justified by the results?

- Are references made to other works in the field adequate?

- Is the language acceptable?
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Reviewers must ensure that all the information related to submitted manuscripts is kept as
confidential and they must report to the editor if they are aware of copyright infringement and
plagiarism on the author’s side.

A reviewer who feels unqualified to review the topic of a manuscript or knows that its prompt
review will be impossible should notify the editor and excuse himself from the reviewing process.

The editor informs the reviewers that the manuscripts are confidential and that this is a privileged
interaction. The reviewers and members of editorial board cannot discuss the manuscripts with
other persons. The anonymity of the referees is important.

COPYRIGHT NOTICE

Authors publishing with Journal of Theatre Criticism and Dramaturgy - Tiyatro Elestirmenligi ve
Dramaturji Bolim{ Dergisi retain the copyright to their work, licensing it under the Creative Commons
Attribution-NonCommercial 4.0 International (CC BY-NC 4.0) license that gives permission to copy and
redistribute the material in any medium or format other than commercial purposes as well as remix,
transform and build upon the material by providing appropriate credit to the original work.

OPEN ACCESS STATEMENT

Journal of Theatre Criticism and Dramaturgy - Tiyatro Elestirmenligi ve Dramaturji Bolim Dergisi
is an open access journal which means that all content is freely available without charge to users.
Except for commercial purposes, users are allowed to read, download, copy, print, search, or link to
the full texts of the articles in this journal without asking prior permission from the publisher or the
author.

The articles in Journal of Theatre Criticism and Dramaturgy - Tiyatro Elestirmenligi ve Dramaturji
Bolimu Dergisi are open access articles licensed under the terms of the Creative Commons
Attribution-NonCommercial 4.0 International License (CC BY-NC 4.0)(https://creativecommons.org/
licenses/by-nc/4.0/deed.en).

ETHICS
Standards and Principles of Publication Ethics

Journal of Theatre Criticism and Dramaturgy - Tiyatro Elestirmenligi ve Dramaturji Bolimi
Dergisi is committed to upholding the highest standards of publication ethics and pays regard to
Principles of Transparency and Best Practice in Scholarly Publishing published by the Committee on
Publication Ethics (COPE), the Directory of Open Access Journals (DOAJ), the Open Access Scholarly
Publishers Association (OASPA), and the World Association of Medical Editors (WAME) on https://
publicationethics.org/resources/guidelines-new/principles-transparency-and-best-practice-
scholarly-publishing

All submissions must be original, unpublished (including full textin conference proceedings), and not
under the review of any other publication synchronously. Authors must ensure that submitted work
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is original. They must certify that the manuscript has not previously been published elsewhere or is
not currently being considered for publication elsewhere, in any language. Applicable copyright laws
and conventions must be followed. Copyright material (e.g. tables, figures or extensive quotations)
must be reproduced only with appropriate permission and acknowledgement. Any work or words
of other authors, contributors, or sources must be appropriately credited and referenced.

Each manuscript is reviewed by one of the editors and at least two referees under double-blind
peer review process. Plagiarism, duplication, fraud authorship/denied authorship, research/data
fabrication, salami slicing/salami publication, breaching of copyrights, prevailing conflict of interest
are unnethical behaviors.

All manuscripts not in accordance with the accepted ethical standards will be removed from
the publication. This also contains any possible malpractice discovered after the publication. In
accordance with the code of conduct the editor will report any cases of suspected plagiarism or
duplicate publishing.

LANGUAGE
The publication language of the journal is Turkish, English and German.
MANUSCRIPT ORGANIZATION AND FORMAT

1. All correspondence will be sent to the first-named author unless otherwise specified.
2. Manuscpript is to be submitted online via https://dergipark.org.tr/tr/pub/teddergi

3. The submmitted manuscript must be accompanied by a title page including detailed
information about the article and a cover letter (optional). Manuscripts should be prepared in
Microsoft Word 2003 and upper versions. In addition, Copyright Agreement Form that has to be
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