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ABSTRACT

In this paper, two dimensions of transcending the borders in the theatre
of Theodoros Terzopoulos is discussed through the main dynamics of the
performance of Persians in 2006. The first of these dimensions, the more easily
recognizable and observable, is the political dimension. However, the perception
and experience of the political is only possible with the more complex and
holistic ontological dimension. In the Persians of Terzopoulos, reconstruction
of the text of Aeschylus reveals a de-construction of the body of actors. Thus,
the political and ontological dimensions melt into each other and the dialog
with the“other” of our own body, our sister and victims of self-deception offers
the audience a peaceful and democratic means of communication resulting
from shared suffering.

Keywords: Theodoros Terzopoulos, Aiskhylos, Persians, the biodynamic method
of acting, ecstatic body
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Transcending the Borders in Persians of Terzopoulos

My inferences can be considered as personal, but [ hope that they will also give the reader
a theoretical approach in understanding the dynamics of the production of Persians in 2006.
It is inevitably personal because, the staging of Persians has a special and crucial place in
my life. The rehearsal process of the play also ran parallel with my research on Terzopoulos’
acting method and his theatre. It was a process that I felt with all my being, and it carried me
to brand new worlds, both as an actor and an academician.

My book on the theatre of Terzopoulos was ready for publication about a year after the
Persians performances ended. Although it is mentioned in a very small part of the book, the
experience | had in the Persians production inspired a title for my book: Transcending the
Borders Through Tragedy. Coincidentally, the publisher created the cover of the book with a
photograph from magnificent artist Johanna Weber from the Persians in Hagia Eirene (photo 1).
This was not something I planned but, this coincidence meant a lot to me. Why, “Transcending
the Borders”? And, “How”? I will try to talk about this briefly.
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Photo 1

In my opinion, in the theatre of Terzopoulos, transcending borders has two dimensions, two
layers of meaning, which complement each other like the faces of a coin or that functionally
add to each other. The first of these, the more easily recognizable and observable, is the political
dimension. However, the perception and experience of the political is only possible with the
more complex and holistic ontological dimension.

When we look at Persians in particular, we find the core of the political dimension in the
narrative of the dream of the Persian Queen Atossa in the text of Aeschylus. Atossa mentions

2 Tiyatro Elestirmenligi ve Dramaturji Bolim{ Dergisi 36, (2023)
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two sisters from the same parentage. “And, for a fatherland, a home, one was allotted to
Greek soil, the other, great world beyond”." Atossa’s son Xerses attempted to rush them to
the chariot and when one of the two sisters shatters the yoke, he rolls down. It is well known,
that the whole play of Aeschylus is based on the incarnation of what was seen in this dream
and the anxiety it created.

Photo 2

The production of Terzopoulos reconstructs Aeschylus’s text with the presence of Greek and
Turkish actors (photo 2). The choir, which consists of half Greek and half Turkish actors, can
be assumed to represent the two sisters of the same parentage. In one of the crucial moments
of the performance, they embrace each other at the intersection of the dividing boundaries
but are scared away from this and drawn to their own border lines (photo 3). They are the
pawns of the power game shaped by their political leaders. The simultaneous performance of
Xerxes by Turkish and Greek actors clearly highlights the reflection of the relationship between
leaders and their subjects (photo 4). We can see bodies as the one in the appearance of the
multitude. The differences are exactly the same in their interchangeability. And this reveals
the deeper layer of the desire to rule through wars. The source of this desire is embodied as
a kind of self-hatred, and self-pity which comes after, it is also nothing more than a distinct
manifestation of narcissism, the mechanism of a narcissistic mirror. The words of Darius’
ghost can be reinterpreted in the light of this very fact: “... when stubborn pride has flowered,

it ripens to self-deception and the only harvest is a glut of tears”.?

1 Aeschylus, Persians, trans. Janet Lembke & C.J. Herington (New York: Oxford University Press, 1991), 6.
2 Aeschylus, Persians, 23.

Tiyatro Elestirmenligi ve Dramaturji Bolimu Dergisi 36, (2023) 3
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Photo 3

Throughout its long history, Turkish-Greek relations have always been governed by
stubborn pride. And it produced an endless abundance of tears. In the Persians of Terzopoulos,
Turkish and Greek actors suffer in company with each other and mourn for all the ones that
died in wars (photo 5). Mourning together is an effective and healthy step to establish an
unmediated bond and to engage in a real dialogue with the “other”. However, it takes more
to break out of the self-deception loop. Commonality is much deeper. In fact, it is suggested
that the Turks and the Greeks, who were separated from each other by ethno-nationalism’s
armed forces, compose a single social community, like two sisters of the same parentage. This
separation was realized at all costs and through the force of politics. At the very beginning
of the performance, the choir carry photographs of those who were lost in wars and cry their
names in rage (photo 6). Mourning is intertwined with rage, and lament with rebellion. Thus,
self-hatred turns into not accepting the role assigned to it, and at the same time self-pity turns
into holding accountable those who cause grief. The only way to break the narcissistic mirror
is to refuse to look at it for self-knowledge, to tear it apart. Even if this causes self-destruction
in order to establish a new wholeness.

4 Tiyatro Elestirmenligi ve Dramaturji Bolim{ Dergisi 36, (2023)
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Photo 4

The text of Aeschylus is unique in the history of the theater. The pain of the defeated is
presented to the victors at the scene of tragedy. He associated the Athenians with the anxiety
and pain the Persians felt for their friends and relatives, which they lost in the war, and lead
them to understand and share the loss and defeat of their enemies. On the other hand, the
Athenians are warned and honored by reflecting the defeat of the Persians as a hybris. With
this feature, the play builds the founding norms of democratic civilization within the elements
of isonomia and harmonia. While the death instinct, Thanatos, is purified and sent to his own
country, Hades, civilization is formed in the service of Eros, whose purpose is to combine
human individuals, into one great unity, the unity of humankind. However, in the narcissistic
society of our time rising in the ruins of this civilization, it is necessary to reveal the ideal of
Aeschylus by turning the scene into the arena of Eros and Thanatos’ endless conflict. That
means, performing to uncover or drag up the myth from dramatic text. As Terzopoulos said,
“The energy of the text is the fire and the body has to dance on it”.> And this is one of the

‘

typical characteristics of Terzopoulos’ theatre. In the words of Konstantinos Arvanitakis, “a

dialogue between formalism and formlessness”.*

3 Frank M. Raddatz, “The Metaphysiscs of the Body- Theodoros Terzopoulos in Conversation with Frank M.
Raddatz,” in Reise mit Dionysos. Das Theater des Theodoros Terzopoulos: Journey with Dionysos. The Theatre
of Theodoros Terzopoulos, ed. Frank M Raddatz (Berlin: Theater der Zeit, 20006), 168.

4 Konstantinos Arvanitakis, “Terzopoulos’ Jenseits — The Psychoanalytic Foundation of Terzopoulos’ Theatre,”
in Dionysos in Exile: The Theatre of Theodoros Terzopoulos, ed. Benedikt Maria Ernold (Berlin: Theater der
Zeit, 2019) 85.

Tiyatro Elestirmenligi ve Dramaturji Bolimu Dergisi 36, (2023) 5



Transcending the Borders in Persians of Terzopoulos

Here, we come to ontological dimension of transcending the borders. “Myth should not only
be appreciated for its narrative and symbolic function in relation to an inconceivable reality,
but also for the immediate revelation of those that the body and soul hide” says Terzopoulos.’
With this characteristic and through the concept of “immediate revelation of those that the
body and soul hide”, the reconstruction of the text can only be performed by deconstruction of
the actor’s body, in other words, deconstruction of the triangle. This is the cornerstone of the
method of Terzopoulos, named the biodynamic method, and it creates the idea of the group.
This idea was crucial in the performance of the Persians. As in the treatment ritual in the temple
of Amphiatrion which is an inspiration for the birth of Attis acting method, the circle was the
place for physical experiment and bodily emancipation for all performers. The physical practice
performed around the circle before the daily stage rehearsals and shows that the performer has
control over the pelvis area so that s/he can turn the creative energy coming out of there to a
tool of artistic expression by spreading it to his/her whole body. The actors of the production
of Persians discovered their autonomous energy flow by, going through different stages and
even in different levels and obtained an artistic existence on the proportion that they can share
that with others. Just then the song in different languages become familiarized, all kinds of
resistance are eliminated and comprehending of the independent, ecstatic body enabled the
different cultures to dance together. In the words of Freddy Decreus; “Instead of standing (as a
sign) for something else, this body no longer serves the implicit goal of representing a dramatic
person or character, but becomes part of a flux that keeps going on endlessly... functions as

an energetic stream of energy in a process of continuous transformation”.®

5 Theodoros Terzopoulos, Myth and Innovation Road, Unpublished Text.
6  Freddy Decreus, “Bodies, Back from Exile,” in Dionysos in Exile: The Theatre of Theodoros Terzopoulos, ed.
Benedikt Maria Ernold (Berlin: Theater der Zeit, 2019), 73.

6 Tiyatro Elestirmenligi ve Dramaturji Bolim{ Dergisi 36, (2023)
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Photo 6

The ecstatic bodies in Terzopoulos are primitive bodies in their pure vulnerability devoid
of all prejudice and habits. The ecstatic bodies of the performers, on the borderline between
order and chaos, are open and perforated, exposed to all kinds of stimuli. It is the result of
a yet inseparable renewing/destructive energy in the perpetual dynamism of Eros/Thanatos.
The meeting of Eros and Thanatos in the same body, when considered in Freudian terms,
corresponds to becoming civilized or in Lacanian terms to the stage before transforming into
a cultural ‘subject’, that is, to the phase before “the feeling of who I am now”, or should I say,
more properly, before “ego” is formed. Ego emerges by repressing the “primitive I feeling”
and separating “who I am” from “who I am not”. Arvanitakis proposes “to locate the root of
the tragic in this “Primary Trauma of Origins” which violently limits to the human experience,
limits that are never fully accepted”.” That can be associated with the phase of prohibition of
incestuous intercourse with the mother and castration anxiety the father instills in the child,
when it has been considered in both Freudian and Lacanian terms.

“The transition from myth to memory, thanks to the mediation of its mythical protagonist,
Dionysus, is deeply engraved in the body and soul of the creator, who seeks the energetic
components of the body and, through them, his origin, memories and visions”, says Terzopoulos.®
Mythically, Primary Trauma is the death of Dionysus in his mother’s womb or ‘the first death’
of Dionysus symbolized by his body being torn into pieces by Titans. The human body knows
this pain, and this is where the deep source of tragic pain resides. When considered politically,

7  Arvanitakis, “Terzopoulos’ Jenseits — The Psychoanalytic Foundation of Terzopoulos’ Theatre,” 82.
8 Terzopoulos, Myth and Innovation Road.

Tiyatro Elestirmenligi ve Dramaturji Bolimu Dergisi 36, (2023) 7
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it is the pain stemming from being thrown into a culture one does not want to be a part of and
being imprisoned by its laws’. (photo 7)

Photo 7

In “Persians” of Terzopoulos, bodies which try to liberate themselves by contacting
agonizing memories in the collective memory are presented to bodies which destroy themselves
by surrendering to ordinariness. The actors travel to Hades so as to leave the audience face to
face with their shamelessness towards themselves, the mistake of identifying their body with
their culturally acquired identity and their obsession to view the individual only as a mental,
logocentric entity. Their self-destruction in agony and their resonances of cry crashes the
narcissistic mirror (photo 08). Thus, political and ontological dimensions melt into each other,
re-construction of the text reveals itself on de-construction of the body. The aim of dialog with
the “other” of our own body, our sister and victims of self-deception is to find peaceful and
democratic means of communication resulting from shared suffering. And when it comes to
Turkey and Greece, what we really most need is such sort of intuition and awareness.

As I wrote about in another production of Terzopoulos, Aeschylus’ Prometheus Bound in
2010, working with Terzopoulos as an actor is a challenging journey. I think it is possible to

9  The content of the discussion about Eros/Thanatos and Primary Trauma is partly excerpted from my published
speech at the Return of Dionysus -Tribute to Theodoros Terzopoulos event held in Delphi in July 2018. For full
text, see. Kerem Karaboga, “The Acting Method of Terzopoulos as a Means to Confrontation with Our Age of
Total Decay” in Terzopoulos Tribute Delphi, ed. Attis Theatre (Berlin: Theater der Zeit, 2021), 86-90

8 Tiyatro Elestirmenligi ve Dramaturji Bolim{ Dergisi 36, (2023)
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think of this challenging journey to a rite of passage. “This journey transforms and matures

you. As you are farewelled to kommos from Attis, you are a new personna. Without noticing,
210

after this long odyssey type of journey you will still be longing for going back to agon”.

Photo 8

Peer-review: Externally peer-reviewed.
Conflict of Interest: The author has no conflict of interest to declare.
Grant Support: The author declared that this study has received no financial support.
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ABSTRACT

The dystopian play How to Hold Your Breath (2015) written by Scottish playwright
Zinnie Harris not only echoes a bleak future, but also visualises a subversive
narrative in which Europe goes through an economic collapse, and Europeans
become refugees, trying to immigrate to African countries on boats. Dana, the
protagonist who is an expert in customer relations with a university degree
and ambitious career plans, and her sister Jasmine are seen getting on a boat
and trying to reach Alexandria, Egypt just like many other Europeans. It is not
coincidental that Dana’s and her sister’s lives turn topsy-turvy after Dana’s
having a sexual intercourse with a man working for the United Nations named
Jarron who claims that he is a demon. Due to a couple of catastrophic events
orchestrated by the demon, both women get drowned at the end like a majority
of refugees in recent years. In this study, the experiences of Dana and Jasmine
throughout the play and their resilience will be explored within the framework
of the concept of “liminality” with a special focus on the meaning and (im)
possibility of going beyond liminality. The article contends that Zinnie Harris
in her play critically revisits the refugee problem in order to unsettle Europeans
and European politics and to demonstrate how refugees are made the victims
of personal/political expediency by ironically putting the audience/readers in
a liminal situation.

Keywords: Liminality, Refugeehood, Resilience, Zinnie Harris, How to Hold
Your Breath
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Liminality, Resilience and Refugeehood in Zinnie Harris's How to Hold Your Breath

Written by Zinnie Harris in 2015, directed by Vicky Featherstone and staged at the Royal
Court Theatre the same year, How to Hold Your Breath portrays a dystopian future in which
Europe is in the midst of an economic collapse, and many Europeans are forced to become
refugees, attempting to make their way by boat to African countries. Still being topical in terms
of'its subject matter, the play strikingly subverts narratives of refugeechood by problematizing
such concepts as the politics of refugechood, the United Nations and its strategies in border
crossing, class, gender and identity issues and the meaning of borders and borderlands.

When it comes to refugees and refugeehood, the first thing that comes to mind is borders
and borderlands. One can say that borders and borderlands are everywhere. They are ubiquitous.
As the American poet Robert Frost illustrates it in his spectacular poem “Mending Wall”
(1914), people have been taught to believe that “Good fences make good neighbors.”' From
the very moment one is born into this world, s/he lives between, among and through borders
drawn geopolitically, ideologically, abstractly and concretely. It would not be a hyperbole to
say that the way human beings construct and live their lives is defined and regulated by the
politics of lines and borders. In this respect, fields of study such as anthropology and theatre
are of interest in the study of borders and immigration questioning whether good fences really
make good neighbours or not.

Anthropology as a scientific field which studies, in very simple terms, “humankind,
including human origins, institutions, beliefs, and social and cultural forms™, is one of the
areas which has been interested in theatre studies due to the ritualistic origins of theatre. Just
like theatre scholars who utilise anthropology in their examinations, anthropologists produced
works which focus on the links between rituals and theatre. The British anthropologist Victor
Turner is one of such scholars. His re-interpretation and assessment of Arnold van Gennep’s
concepts of “rites of passage” and “liminality” are of paramount importance particularly when
such concepts as borders, borderlands, volunteer or forced border crossing are concerned. In
this study, the concept of “liminality” will act as a tool for criticism in the analysis of Zinnie
Harris’s play How to Hold Your Breath with a particular focus on the meaning and (im)possibility
of crossing borders. The article contends that Harris in her play, through a deconstructive way,
critically revisits the refugee problem in order to unsettle Europeans and European politics
and shows them that border crossers are doomed to become the victims of personal/political
expediency and thus remain in limbo by ironically, playfully and subliminally putting the
audience/readers in a liminal situation.

Victor Turner (1920-1983) bases his theory of liminality on Arnold van Gennep’s (1873-
1957) concept of “rites of passage”. A Dutch-German ethnographer, Gennep in his seminal

1 Robert Frost, “Mending Wall,” Accessed July 20, 2022, https://www.poetryfoundation.org/poems/44266/
mending-wall.

2 Mike Morris, Concise Dictionary of Social and Cultural Anthropology (West Sussex: Wiley-Blackwell, 2012),
11.
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work entitled The Rites of Passage (Rites de Passage/1909) makes an exclusive analysis of
ceremonies. According to Gennep, when ceremonies in a person’s life are examined, it is seen
that they are a sort of life crises, a rite of passage. He puts forth that when the activities related
with such ceremonies were examined taking their order and content into consideration, three
major phases are to be found: separation, transition and incorporation. He names this pattern
as “ ‘rites of passage’, which are observed during change of place, social position and age,
as he puts ‘‘from one age to another and from one occupation to another [. . .] from group to
group and from one social situation to the next.”® Gennep, in his assessment of rites, concludes
that the analysis of any life-crisis ceremony contains the pattern of separation, transition and
incorporation which are labelled as preliminal rites, liminal rites and postliminal rites although
these subcategories may vary from one society to another.* He particularly emphasizes the
significance of transitions in any culture and names the middle stage in a rite of passage a
“liminal period.”

As a matter of fact, it was Victor Turner who paved the way for the deployment of Gennep’s
ideas on liminality. In The Ritual Process, Victor Turner further develops Gennep’s analyses on
the rites of passage. Turner explains what Gennep has put forth and focusses on the ambiguity
during the liminal period: “During the intervening ‘liminal’ period, the characteristics of the
ritual subject (the ‘passenger’) are ambiguous, he passes through a cultural realm that has
few or none of the attributes of the past or coming state.”® After contemplating on Gennep’s
classifications, Turner forms his own ideas on liminality. Considering the attributes of liminality
or of liminal personae as ambiguous, he points out that “/iminal entities are neither here
nor there; they are betwixt and between the positions assigned and arrayed by law, custom,
convention, and ceremonial [...]. Thus, liminality is frequently likened to death, to being in
the womb, to invisibility, to darkness, to bisexuality, to the wilderness, and to an eclipse of
the sun or moon.”” Obviously, Turner describes liminal entities as being in a state between
established positions defined by law, custom, convention, and ceremony. Since liminal entities
exist outside of defined positions or societal norms, often being compared to transitional states
such as death, the womb, invisibility, darkness, bisexuality, the wilderness, and eclipses., they
exist in a space between what is defined and what is not.

As it is crystal clear, liminal subjects are in the margins. Turner exemplifies this by the
initiation or puberty rites of neophytes who might be represented as having nothing since as
liminal beings “they have no status, property, insignia, secular clothing indicating rank or

3 Arnold van Gennep, The Rites of Passage, trans. Monika B. Vizedom and Gabrielle L. Caffee (Chicago, IL:
University of Chicago Press, 1960), 3.

Gennep, The Rites of Passage, 11.

Victor Turner, The Ritual Process Structure and Anti-Structure (New York: Cornell University Press, 1991), 11.
Turner, The Ritual Process, 94-95.

Turner, The Ritual Process, 95.

N O R
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role, position in a kinship system —in short, nothing that may distinguish them from their fellow
neophytes or initiands. Their behaviour is normally passive or humble; they must obey their
instructors implicitly, and accept arbitrary punishment without complaint.”® In this respect, it
is seen that liminal beings, who lack any distinguishing features that would indicate their rank
or position, are supposed to obey their superiors and accept punishment without complaint.

What is of utmost importance in the study of Turner is that he also noticed similarities
between modern societies and Ndembu rituals. As it is elaborated by Bjern Thomassen, Turner
“repeatedly identified parallels with non-tribal or ‘modern’ societies, clearly sensing that
what he argued for the Ndembu had relevance far beyond the specific ethnographic context
[...] Turner realized that ‘liminality’ served not only to identify the importance of in-between
periods, but also to understand the human reactions to liminal experiences.” Although Turner
suggested that in modern consumerist societies, liminal experiences are, as it were, replaced
by “liminoid” ones and they are most of the time optional without a “resolution of personal

crisis or a change of status™*°

, still many scholars and researchers use the term to talk about
“betwixt and between” situations since the term can be applied to both space and time as
put forth by Thomassen: “Single moments, longer periods, or even whole epochs can be
liminal. Liminal places can be specific thresholds, they can also be more extended areas, like
‘borderlands’ or, arguably, whole countries, places in important in-between positions between
larger civilizations.”"! Thus, liminality can refer to single moments or longer periods that are
in an in-between or transitional state. Liminal places can be defined as specific thresholds or

larger areas, such as borderlands or entire countries, that occupy critical in-between positions.

Composed of twenty scenes most of which take place at borderlands, Zinnie Harris’s
apocalyptic play How to Hold Your Breath not only echoes a Mephistophelian bleak future,
but also visualises a subversive narrative in which Europe goes through an economic collapse
and Europeans become refugees, trying to immigrate to African countries on boats. The play
received mixed criticisms. Michael Billington, a famous theatre critic writing for 7he Guardian,
holds the view that the play shows “once-comfortable capitalists put into the position of

5512

refugees”'? and criticizes it for “illustrating a thesis rather than exploring a conflict.””"* Dominic

14

Cavendish, another notable critic writing for The Telegraph finds the play “perturbing”'* since

8 Turner, The Ritual Process, 95.
Bjern Thomassen, “The Uses and Meanings of Liminality,” International Political Anthropology 2, no. 1 (2009):
14.

10 Thomassen, “The Uses and Meanings of Liminality,” 15.

11 Thomassen, “The Uses and Meanings of Liminality,”16.

12 Michael Billington, “How to Hold Your Breath Review,” The Guardian, February 15, 2015, https:/www.
theguardian.com/stage/2015/feb/11/how-to-hold-your-breath-review-maxine-peake-royal-court-theatre.

13 Billington, “How to Hold Your Breath Review.”

14 Dominic Cavendish, “How to Hold Your Breath, Royal Court, Review,” The Telegraph, February 11, 2015,
https://www.telegraph.co.uk/culture/theatre/theatre-reviews/11403321/How-to-hold-your-breath-Royal-Court-
review-perturbing.html.
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it “operates on multiple levels”", yet he also criticizes the play for being “a little schematic.”*®

As Cavendish points out:

Dana's perturbing odyssey — in which she winds up penniless (or rather Euro-less), resorts to
prostitution and finally joins a crammed vessel of migrants trying to reach Alexandria — has
a satirical streak. Imagining Europeans as refugees is an exaggerated doomsday scenario
that could be read as the product of Dana's mental disintegration and the sort of collective
hysteria that privileges Western panic over real Third World tragedies."”

Whether the play is hyperbolic or not, it is for sure that Zinnie Harris very successfully
makes her audiences feel the ambiguity, unpredictability and precariousness of life and economic
structures which may change all of a sudden. The unprecedented and sudden collapse of
Europe in the play emerges because of Jarron, the devil in the guise of a man who is ironically
working for the United Nations, an international organization founded in 1945 and is currently
composed of 193 Member States. As it is known, the UN was formed right after the Second
World War, a time when people were desperately in need of peace. Headquartered in New York,
the UN claims that it is maintaining “international peace and security, promoting development
and giving humanitarian assistance to those in need.”'® Although it helped many people in
need, the UN has also been the target of harsh criticisms. Dag Hammerskjold, the second UN
secretary general said that the United Nations “was created not to lead mankind to heaven
but to save humanity from hell”", indeed it saved millions of lives, yet it has been criticized
for its “numbing bureaucracy, its institutional cover-ups of corruption and the undemocratic
politics of its security council. "™ As Chris McGreal asserts, the UN “goes to war in the name
of peace but has been a bystander through genocide.”' Such criticisms are relevant for How
to Hold Your Breath since Harris openly satirizes the UN and its politics by creating Jarron
who is the demon in disguise. It is Jarron who “seemingly orchestrates the social and economic
collapse of Europe” to bring the end of Dana. In this respect, the UN acts as an agent who
first brings the end of just two women and soon the whole of Europe. Furthermore, people
become refugees not because of war among countries, but between Dana and Jarron since the
devil (thus all economic systems) sees love as a commercial transaction. He says to Dana: “You
must want something. There is always something. A new phone or another dress [...] I don't
want this to be left messy, like either of us have any reason to even think about last night ever

15 Cavendish, “How to Hold Your Breath, Royal Court, Review.”

16  Cavendish, “How to Hold Your Breath, Royal Court, Review.”

17  Cavendish, “How to Hold Your Breath, Royal Court, Review.”

18 “History of the United Nations,” accessed August 18, 2022, https://www.un.org/en/about-us/history-of-the-un.

19 Dag Hammerskjold, “Dealing with Crimes Against Humanity,” in Dag Hammarskjold Foundation, accessed
August 18, 2022, https://www.daghammarskjold.se/publication/dealing-crimes-humanity/.

20  Chris McGreal, “A world of problems: The United Nations at 70,” The Guardian, September 7, 2015, https://
www.theguardian.com/world/2015/sep/07/what-has-the-un-achieved-united-nations.

21 McGreal, “A world of problems: The United Nations at 70.”

22 Dominic Cavendish, “How to Hold Your Breath, Royal Court, Review.”
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23 In a way, he/the demon/the UN wants to clear off his conscience, and metaphorically

again.
speaking, this could be interpreted as the portrayal of the UN which helps refugees in order to
clean off its conscience as well. In addition to the “reversal of current political realities™, the
play explicitly criticizes the UN as an international organization for considering humanitarian
assistance as a commercial transaction. Thus, the UN becomes an emblem of a demon which
feeds itself on survivors and sees each of them as transactions. Any transaction certainly relies
on a mutual agreement, yet in this play, it is implied that people are doomed to get dependent
on the UN — it is what has been created for and imposed upon them; first chaos is created, and
then the UN enters the stage to help. In the middle of such chaos stand borders and borderlands.
Decker and Winchock indicate that a border is “the oppositional line drawn between good
and evil, true and false, white and black, male and female, dominant and subordinate: the
hierarchical binary pairs constructed and upheld by Western society.”® Thus, the study of
borders concentrates on the hierarchical power structures that create lines and criticizes those
powerful structures which are strengthened by the lines they have themselves created.? In How
to Hold Your Breath, the portrayal of the UN represented by a demon echoes a similar critique.

As it is clear, although the journey of Dana and Jasmine initially begins as a voluntary
one, it soon turns out to be forced immigration. The two women, who are self-confident and
educated Europeans living in Berlin, find themselves as refugees trying to survive, which is
reminiscent of the Syrian refugees and their situation in recent decades. At this point, what
borders signify should be clarified. As Jessica Elbert Decker and Dylan Winchock point out
in Borderlands and Liminal Subjects. Transgressing the Limits in Philosophy and Literature,
borders are not natural phenomena as they cannot be found in nature. They are to be found as
an outcome of the imposition of human beings and such an imposition is purposeful. Therefore,
“a border, then may be better understood as being more than a line: it is a physical limit. [...]
We delimit with borders those things which we identify as part of our self from those things that
we have rejected as ‘outside’.”” * A border is not only a physical limit, but also a political and
ideological one full of hierarchical binaries. When borderlands are concerned, it can be said
that they are not ““/f]ixed in place, but rather exist as the unstable space between places, or the
shifting stream of marginalized narratives beneath the surface of the dominant organizational
maps, striving to be heard over the din of an overarching ideological system.”* In this respect,
what Decker and Winchock argue about borderlands relies on the concept of liminality just

23 Zinnie Harris, How to Hold Your Breath (London: Faber and Faber, 2015), 24-25.

24 William C. Boles, “Review of How to Hold Your Breath by Zinnie Harris and Game by Mike Barlett” Theatre
Journal 68, no. 1 (2016): 106, https://doi.org/10.1353/tj.2016.0015.

25 Jessica Elbert Decker and Dylan Winchock, “Introduction,” in Borderlands and Liminal Subjects Transgressing
the Limits in Philosophy and Literature, ed. Jessica Elbert Decker and Dylan Winchock (New York: Palgrave
Macmillian, 2017), 1-18, https://doi.org/10.1007/978-3-319-67813-9.

26 Decker and Winchock, “Introduction,” 2.

27 Decker and Winchock, “Introduction,” 1.

28 Decker and Winchock, “Introduction,” 3.
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like the approach of many other researchers who have utilised the same concept due to its
practicality and applicability in many fields of study ranging from psychology, (postmodern
and postcolonial) literary studies to international relations, immigration studies in social and
political theory.

How to Hold Your Breath opens in Europe, Berlin, and soon the setting shifts to an imaginary
place called Hartenharten, which is treated like a borderland. Several other surreal and fictional
spaces are mentioned until the two sisters find themselves on the boat to reach Alexandria in
Egypt. Reminiscent of a morality play, it starts with Dana Edwards, the protagonist, directly
speaking to the audience explaining how she is living in the margins with the implication that
she is actually a symbol representing the human condition:

1 am eyes closed, head bent in every gathering. I am knees bowed, chest to the floor. I am
flower by the wall, grass in the shade. [...] I am soil. I am earth. I am less than earth. 1
am poor. I'm so poor my skin is my clothes. I am uncovered. Ashamed. The land can t feed
me. [ am the end. The dead. The carcass by the roadside. I am the abyss into which people
dread to fall”

As the play unfolds, we understand that Dana has met a man named Jarron in a bar followed
by sexual intercourse on the same night. Just after the day breaks, Jarron offers Dana to pay
extra for the continuation of having sex which shocks Dana. He accuses Dana of coming to
him in the bar by “wearing practically nothing, underwear”*®, which starts a series of disputes
between the two. Although Dana expresses that “sex that you pay for is toxic’', Jarron hardly
understands her, and he feels like being tricked by her: “I organise people for a living. I write
reports, I travel miles and miles, people don't do this to me. I don't get caught like this.”*
Without doubt, Harris is concerned about holding a mirror up to the politics of the UN, and
from time to time, she concentrates on the subordination of women more. As Elaine Aston
discusses: “Harris s drama aspires to a women-centred telling of pan-European economic and
migratory crisis, of a debt-ridden and dehumanised Europe”*. Therefore, it is remarkable to
note that Jarron, as a representative of the UN, is portrayed as a man despising and intimidating
women in an exaggerated manner using a patriarchal discourse. Harris explicitly criticizes
the UN for its patriarchal structure and negligence in fostering women’s rights in addition to
its political expediency.

Dana’s refusal of Jarron’s money and the demon’s attempts to pay the money through
various disguises seem like a depiction of a “larger economic crisis when two companies or

29  Zinnie Harris, How to Hold Your Breath, 13.

30 Zinnie Harris, How to Hold Your Breath, 18.

31 Zinnie Harris, How to Hold Your Breath, 20.

32 Zinnie Harris, How to Hold Your Breath, 22-23.

33 Elaine Aston, “Moving Women Centre Stage: Structures of Feminist-Tragic Feeling,” Journal of Contemporary
Drama in English 5,10.2 (2017): 304, https://doi.org/10.1515/jcde-2017-0027.
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governments are unable to reconcile their financial accounts.”** With surrealist overtones in
the play, Jarron tries to prove that he is the demon: “I thought you would notice my semen is
black, my face twisting, my nails ridged, in short it didn t occur to me you would do anything
other than hold me in contempt. I am unloveable, the unloved [...] I am a devil, I told you, a
demon [...] People cross the road to get out of my way, I am a nightmare [...].”* In his self-
description, it is interesting to note that Jarron sees himself just like Shakespeare’s unforgettable
villain Richard III who confesses that dogs bark at him when he stands next to them. However,
Dana is no Lady Anne, and it is impossible to manipulate her. Jarron leaves her promising that
she will be begging to be paid by him within two weeks as he is a demon, a god*. Although
neither Dana nor the audience/readers are likely to believe this demonic story at the beginning,
when Jasmine shows her sister the hickey under her bra during her change of clothes, Dana
asks a question: “What if he has done something to me?”*” Though this question is asked in a
light-hearted way, it implies to us the possibility that Dana has already started to feel like she
is at the threshold, in an in-between situation to believe or not to believe Jarron or demons
and the God/gods. The audience/readers also try to understand the validity of Jarron’s claim
of being a demon and thus feel just like Dana.

Scene Five shows us that Dana has started to enter a liminal phase as she now decides to
research demons questioning whether Jarron might be the devil himself or not. She, therefore,
goes to a library and consults a librarian. She asks about the representations of demons in
literature. The Librarian’s comments on demons are noteworthy: “in literature someone who
classed himself as a demon wouldn t like to have a debt. He will work really hard to make sure
he doesn t owe anyone anything. That is the basis of selling your soul. Devil or demon, they are
the original transactional creature.”*® Although the Librarian tries to help Dana with various
self-help books beginning with “how to...” such as “How to Live with No Money”, “How to
Get to Sleep in a Room that is Now Too Hot”, “How to Survive an Economic Disaster”, or

“How to Stay Alive during Prostitution”

which all foreshadow the predicaments Dana and
Jasmine are about to experience, he actually acts like the Devil’s Advocate and joins Dana in
her trip to Alexandria. Not surprisingly, the Librarian’s recommendation of a book entitled
“How to Hold Your Breath for a Very Long Time” mirrors the content and end of the play

referring to the boat journey and drowning of the two sisters.

Asking the help of a librarian for giving her advice on some books that include the
representations of demons in literature, the play soon shifts to a nightmarish scene for Dana

34 Boles, “Review of How to Hold Your Breath by Zinnie Harris and Game by Mike Barlett,” 105.
35 Zinnie Harris, How to Hold Your Breath, 23.

36 Zinnie Harris, How to Hold Your Breath, 25.

37 Zinnie Harris, How to Hold Your Breath, 34.

38 Zinnie Harris, How to Hold Your Breath, 45.

39 Zinnie Harris, How to Hold Your Breath, 105-129.
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where she meets Jarron who offers to pay her 45 Euros and to be released by her: “Please take
the money and release me”*; she is expected to take the money for her “unlocking services™,
an offer which is again rejected. It is soon revealed that Jarron has appeared not physically,
but in the mind of Dana as Jasmine warns Dana about her self-talk while sleeping. The devil
is determined to carry out his plan, as Dana has been asked to make a presentation for an
international position in Alexandria after succeeding in her job interview. From now on, the
play accelerates in speed, and more tricks would come in disguise to trap Dana into taking 45
Euros. Before setting off for Alexandria, the first offer comes from the Librarian who informs
Dana that the library had fined her in the past and that they overcharged her and that they had
to give her 45 Euros back as a rebate. Surely, Dana does not take the bait as she says she has
never been to the library before, and she is now convinced that the Librarian is the demon/
Jarron himself. She goes out of control and rips the shirt of the Librarian to see if he has the
scar on his body (which she has seen on Jarron’s body). Currently, she does not act like a true
liminal subject as she is very self-confident and not hesitant at all. Nevertheless, as soon as she
realizes that the Librarian is not actually Jarron in disguise, she begins exhibiting characteristics
of a liminal being. She does not feel the same as the old Dana with her firm beliefs and values,
and is unable to fully comprehend and absorb the things she has been experiencing. Her faith/
faithlessness in God is shattered as she is somehow forced to negotiate with the demon.

As the play proceeds, the way liminality comes to the fore reminds us of the fact that
“liminality is very essentially a spatial concept. ™ As discussed by Thomassen: “Van Gennep
clearly saw territorial border zones or border lines, thresholds or portals, as structurally
identical with the intermediate period of a ritual passage: spatial and geographical progression

78 which is very similar to what Dana

correlates with the ritual marking of a cultural passage
and Jasmine experience. When they start their journey from Berlin to Alexandria without
knowing that they are going to be tested again and again by the demon, they are portrayed as
very strong, self-confident and resilient European women. However, Dana (unlike Jasmine)
has already started to behave like a liminal subject when she is trying to understand Jarron and
his demonic features. Despite her affirmation of Jasmine’s rhetorical question “you know there
is no such thing as a demon, right?”*, she cannot suppress her doubts: “but if there was such
a thing, it would be just like him to change his appearance and become other people.” As
Thomassen puts forth: “Whenever previously existing borders or limits are lifted away or

dissolve into fundamental doubt, the liminal presents itself with a challenge: how to cope with

40 Zinnie Harris, How to Hold Your Breath, 49.
41  Zinnie Harris, How to Hold Your Breath, 50.
42 Bjern Thomassen, Liminality and the Modern: Living Through the In-Between (Surrey: Ashgate, 2014), 91.
43 Thomassen, Liminality and the Modern, 91.
44 Zinnie Harris, How to Hold Your Breath, 70.
45  Zinnie Harris, How to Hold Your Breath, 70.

Tiyatro Elestirmenligi ve Dramaturji Bolimu Dergisi 36, (2023) 19



Liminality, Resilience and Refugeehood in Zinnie Harris's How to Hold Your Breath

this uncertainty? Who can lead us out of here? How so? What is my own role in this chaos?”*

As amatter of fact, Dana’s suspicions will be justified due to ever-growing serious predicaments
while they are “trying to get to Athens then across to Alexandria.”* The first serious crisis
appears on the train when the inspector informs them that there is a problem with their credit
card, and their bank has refused the payment of the tickets. They are told either to pay in cash
or get off the train. The price they have to pay is 45 Euros, again the same price Jarron has
offered to pay Dana. The train inspector, or Jarron in disguise as Dana believes, offers them to
buy a-two-for-one ticket which costs 45 Euros meaning that one ticket costing 45 Euros would
be complimentary. She is almost sure that the offer has been made by the demon: “we aren ¥
taking his made-up offer / I know what this is.”*® Since they have 41 Euros in cash, they have
to get off the train in a place called Hartenharten. Things get even more weird and precarious
in Hartenharten; Dana is surprised to encounter the Librarian who informs her that he works
there on the weekends. Bringing her the books she has wanted and informing her that all the
banks have shut by recommending a book entitled “How to Find a Bank when They Have All
Shut”, he asserts that it is an internal economic collapse which has happened before as well.

Although Dana has been acting like a liminal subject unlike Jasmine, the liminal phase of
both sisters becomes explicit in Hartenharten where they are deprived of anything at the hotel
room. As the (German) name of this imaginary place suggests, living conditions in Hartenharten
are extremely hard and harsh, which contributes to the liminal mood the sisters are in. It is
freezing cold, and neither the heater nor the kettle works. At the beginning, Jasmine, still in
the full grip of her European identity, says “What we need is an embassy. We 're Europeans.
We'll go to the embassy tomorrow and tell them what has happened, OK?”* and “Because we
live in Europe, because nothing really bad happens. We both have jobs, the worst of this is, is
a bit of an inconvenience [...] but really in the grand scheme of life, not so bad.”® However,
Dana and her sister soon realize that Europe has financially collapsed. From this point on,
their lives turn topsy-turvy. Dana is visited in her vision by the demon who insists on taking
the money in a threatening manner:

1Lam a demon, I don t have any morals, any boundaries. I can go sideways I can go up I can
go down. I can punish your great granddaughter for this, or your aged ancestor. it'’s all a
bit silly isn't it, for a principle. For pride?

for your ego, for putting yourself first.

you can name your price, if crisp bank notes aren t your thing two return tickets to Alexandria.’'

46  Bjern Thomassen, Liminality and the Modern, 2.
47  Zinnie Harris, How to Hold Your Breath, 74.
48  Zinnie Harris, How to Hold Your Breath, 75.
49  Zinnie Harris, How to Hold Your Breath, 88.
50 Zinnie Harris, How to Hold Your Breath, 92.
51 Zinnie Harris, How to Hold Your Breath, 98.
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Although the demon says to Dana that he is a version in her head because she is imagining
him, his eating the last remaining chocolates and bread belonging to the sisters will serve as
proof that he has not been just a vision. Not only Dana, but also audience members/readers are
situated at the threshold due to the indeterminacy and uncanniness of the experience. Precarity
in the play continues to multiply pushing Dana and the audience/readers into a liminal status.
The cold hotel room all of a sudden turns into an extremely hot place where “Dana is too
hot in her bed” while “the Librarian is giving her books”** and “he is fanning himself.”>*
Equally surprising is the reason why the Librarian is at the hotel room with Dana; a question
Dana does not bother to ask any more.

In spite of all the deprivations Dana and Jasmine have been experiencing at the hotel,
they have tried to remain strong; nothing has devastated them as much as Jasmine’s start of
bleeding, threatening the life of her/the baby and making her desperate: “so much of it [blood]
Dana, there was so much of it / then of course as more and more came it got hotter / only a
tiny person, how could there be so much?”% This affects Dana very dramatically, and in Scene
Fifteen, she gives up resisting the demon:

No NO NO NO NO. Alright. Alright, you win.

Hands up. You are bigger than me. I got the message.

You win. I'll take your money, I'll do whatever. Don t do this to Jasmine and her baby. This
has nothing to do with Jasmine.

oi, where are you. Come back. I said I'll take your money.

it was just sex. Lust. Nothing happened.

the devil can t be tamed by love. You stay all powerful.

give me your fucking money.

where are you? where are you?*

All the efforts of Dana to find a doctor and save the baby have been futile. Dana is now
pushed to the margins, and although she calls the devil to take his money, she does not give
up her hope to save Jasmine. She does her utmost to persuade the woman on the phone (when
she calls for an ambulance) that she would be able to pay in cash although she is completely
penniless: “of course I want the ambulance. We have money in a bank. We have money. Lots
of money. Fucking hell, demon, I'll take the money, please someone. Please someone just help
my sister. Please, please please. PLEASE.’

It is now too late to make a deal with the devil. After losing the baby, the two sisters are
seen by the roadside in tatters. Upon losing everything and selling even her mobile phone for

52 Zinnie Harris, How to Hold Your Breath, 104.
53  Zinnie Harris, How to Hold Your Breath, 104.
54 Zinnie Harris, How to Hold Your Breath, 104.
55 Zinnie Harris, How to Hold Your Breath, 108.
56 Zinnie Harris, How to Hold Your Breath, 109-110.
57  Zinnie Harris, How to Hold Your Breath, 114.
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Jasmine’s treatment, Dana accepts that they “have hit rock bottom™® and thinks that “whatever
happens now, it can t be as bad.”*® Worse things are yet to come. The Librarian notifies Dana
that it just seems impossible to get to Alexandria for her presentation as “the borders are
shut. Istanbul has shut its borders one way, Alexandria the other.”®® Even worse is that due
to blood loss, Jasmine is anaemic, and she is definitely in need of iron. In this chaotic and
dystopian environment, people have started to beg on the streets, families make their children
beg and even sell them. All these things are happening in Europe, of which Dana was proud
to be a citizen only a couple of days ago. The question the Librarian asks Dana is noteworthy
and telling as it indicates how not only Dana, but all other people have been put in a liminal
status: “look around you. / do you recognize a single thing any more?”*" According to Dana,
this place which was Europe until yesterday is hell now: looters, beggars, people knifing one
another, and no police care as they are not paid anymore. Dana as a liminal subject tries to
remember the old days, ironically a very recent past, when people used to care: “people did
use to care, didn't they? We didn't just imagine it.”®* Actually, it is implied that people have
a caring and loving attitude to one another as long as their basic needs are met. Now, there is
no petrol in the pumps, and people have started to use bicycles not out of nature-friendliness,
but they have no other option.

Jasmine, who was portrayed as the more logical sister at the beginning and did not show the
features of liminality as much as Dana, completely changes and enters the liminal phase upon
losing her baby. Frequently forgetting the fact that she has lost her baby, she is traumatized, in
despair and does not want to go anywhere: “I don t even want to go to the border. I am happy
here, in the dust / can 't I just lie down here and forget about it all.”® 1t is clear that she does
not have the strength to move her finger due to her anaemia and depression.

Dana, in order to find money to hospitalize her sister, after handing over Jasmine to the
Librarian’s protection, is engaged in prostitution with a man in the park. She wants 45 Euros
for having this sexual intercourse but has to consent to 10 Euros as a result of the bargain made
by the man. During the brutal and rape-like sex, once again Dana and the audience/readers are
made to feel liminality as the space becomes a surrealist one: Dana unexpectedly begins to
start her presentation for the job interview, most probably in the form of a vision or she may
be speaking with the interviewers on the phone. Since she is an expert in customer relations,
the content of her presentation implies that customer experiences and economic structures
are governed by capital-centred emotions, just like prostitution in the capitalistic world order.

58  Zinnie Harris, How to Hold Your Breath, 117.
59  Zinnie Harris, How to Hold Your Breath, 117.
60 Zinnie Harris, How to Hold Your Breath, 119.
61 Zinnie Harris, How to Hold Your Breath, 122.
62  Zinnie Harris, How to Hold Your Breath, 123.
63  Zinnie Harris, How to Hold Your Breath, 127.
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After a few exchanges of words with the interviewers who ask Dana whether she would be
able to reach Alexandria, we see Dana and the punter coming to the end of the brutal sex
scene. Dana is “bruised and broken®* just to save her sister. But, she is going to be hurt even
more. Soon after having sex, she meets two women in the park, Marta and Clara, the former
being a famous anchor-woman and the latter a lawyer, both of whom practice prostitution now.
They say that the place which Dana knows to be an ordinary park is now an open-air brothel,
even former primary school teachers are there, and the spot Dana has used belongs to them.
Clara takes Dana’s money, the money for which she has prostituted herself to a horrible man
in order to save her sister’s life. Marta joins Clara, and the two women attack her. Although
Dana succeeds to take her money back at first as a resilient liminal woman, the savage women
retake the money and kick her. Her prostitution brings her no money, but traumatic memories.
As mentioned before, liminality is the “in-between or marginal state, in which an individual
resides before becoming integrated into his or her new position in society.”® In other words,
it is a temporary situation in which both the individual and society have a mutual interaction:
On the one hand, the individual is transformed to enter and adapt to a new phase; on the other
hand, it shows us the “ability of society to have mastery over that which is outside of its limits
— or at least the ability to reinforce the exclusion of the other as an opposing binary to the
cultural dominant.”® Thus, the liminal subject finds himself at the threshold: S/he is neither
in his previous identity nor has s/he integrated himself into the new situation and therefore
feeling marginalized. There is no doubt that liminality might become something positive for
the dominant where the marginal subject becomes passive and is transformed.®” Until now,
Dana has been fighting with the devil in order not to give in. The park scene with the punter
and women indicates that it is hardly possible for Dana to transgress the newly-established
norms. She is destined to remain at the threshold. Despite this, those in the margins might
get united and form communitas, a term coined by Turner to describe “a sense of heightened
togetherness which people might feel with one another once the superficial clothing of age,
status, occupation, gender and other differences had been removed.”®® Dana and Jasmine try to
find the communitas not in their new environment, but in one another. In the play, we do not see
them get integrated into the social order as there is hardly one and they remain in the margins.

Scene Nineteen is where Harris most effectively depicts the pitiful and brutal situation of
refugees who have no choice, but to board a boat while being “jammed in like sardines.”* On
the boat, in addition to Dana and Jasmine, there are hundreds of other passengers (over three
hundred according to Jasmine). The scene is full of political references made especially by

64  Zinnie Harris, How to Hold Your Breath, 138.

65 Decker and Winchock, “Introduction,” 4.

66 Decker and Winchock, “Introduction,” 4.

67 Decker and Winchock, “Introduction,” 4.

68 Nigel Rapport, Social and Cultural Anthropology The Key Concepts (New York: Routledge, 2014), 267.
69  Zinnie Harris, How to Hold Your Breath, 143.
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Jasmine. She naively thinks that politicians would get aid from especially African countries
which were provided help by European countries before. However, Dana, who functions as
the mouthpiece of Harris from time to time, points out that European countries helped African
countries very little. When Jasmine says that Europe can get aid now from all those countries
that they “used to give aid to. African countries”’, Dana replies: “we gave a bit to, we didn t
give very much.”” This is a direct criticism of the political strategies the UN holds in its
distribution of help and donation across the world.

Although Dana and Jasmine become stripped off their European identity and act like
liminal subjects since they are now neither Europeans nor do they belong to the dystopian
place they are trapped in, they express their nostalgia for “a clean bed with clean sheets”, “a
house with a back yard, maybe a swing”, “fresh water out of a tap, bread just like at home”
and “shoes that do not make [their] feet bleed”'. They experience nostalgia and homesickness
after losing the “luxuries” of their affluent lives, which is indicative of their liminal identities.
They cannot help feeling nostalgia for their lives in Berlin; yet they cannot get used to the
current life conditions full of nothing but deprivations. Jasmine asks questions that reflect the

naivety of her character and gets realistic answers from Dana:

Jasmine: we won t ever be going back home, will we?
Dana: I don 't think there is anything left for us there.
Beat.

Jasmine: I don 't like the idea of not existing.

of being a person but not a person. Like the baby
Dana: the baby —

Jasmine: is dead I know, whereas we —

we’ll just be illegal. I understand.”

The idea of not existing, being a person on the one hand and not being a person on the other
hand and being illegal precisely mirror how Jasmine is captivated by the feeling of liminality.
Dana is no different although she pretends to be more assertive in mood. To no one’s surprise,
the Librarian appears on the boat with books to give, such as “Rough Crossings for the Weak
in Spirit”, “How to Spot Danger and Do Something about It” and more strikingly and just
before getting drowned “How to Hold Your Breath for a Very Long Time””. In a vision-like,
surreal moment, Dana, in the course of getting drowned, sees the interviewers who warn her
against the fact that she might have got drowned as she seems to be still and being pulled.
This scene reminds us of narratives of survivors who go into a coma and tell about what they
saw as they were on the verge of dying’.

70  Zinnie Harris, How to Hold Your Breath, 144.

71  Zinnie Harris, How to Hold Your Breath, 147.

72  Zinnie Harris, How to Hold Your Breath, 148.

73 Zinnie Harris, How to Hold Your Breath, 149-150.

74  For similar stories and narratives, see Randi Kaye and Chelsea J. Carter, “Stories of life, death and faith: “To Heaven
and Back,”” November 29, 2013, https://edition.cnn.com/2013/11/29/us/to-heaven-and-back/index.html.
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As a matter of fact, both Dana and Jasmine cannot survive the boat journey and die. Once
again, Scene Twenty puts the audience/readers into a liminal status when the demon, dressed
in a uniform of the UN, is seen carrying Dana who has died of “drowning and hypothermic
shock”” since “she held her breath for too long.”’® The doctor examines Dana without showing
any indications of empathy, and his statements reaffirm the prejudice towards refugees: “well,
if you will be stupid enough to cross on a boat like that / they bring it on themselves.”’” She
is the ninety-third victim getting drowned, and the Doctor is complaining since he is sick of
refugees and the problems they bring. As Aston argues in her article: “The episodic turns from
one crisis to another — the lack of funds, the miscarriage, and fatal sea crossing — structure a
cumulative sense of suffering, a “tragic sensibility” of what could be averted and yet cannot be
avoided when there is no alternative to the anti-democratic system that produces the economic
and social emergency.”’ The complaints of the doctor seem to reverberate about what happens
when there is no viable alternative to the anti-democratic system that creates the economic and
social crises which could be prevented, but cannot be avoided. Neither doctors nor refugees
are exempt from this vicious circle created by neo-liberal economies disguised as the demon.

The play ends with an ironical plot twist putting the audience in a liminal situation for the
last time: Jarron decides to animate Dana in spite of the Librarian’s attempts at dissuading him.
This reminds us of the nature of liminality which is marked by uncertainty. As Thomassen
indicates: “In liminality there is no certainty concerning the outcome. [...] Liminality opens
the door to a world of contingency where events and meanings — indeed ‘reality’ itself — can
be moulded and carried in different directions.”™ The Librarian says that Dana has already
suffered too much, and she would not be able to bear life without her sister and with such
traumatising memories. Jarron, however, decides to erase her memory saying that “you can
forget anything”®, just like the attitude of capitalist organizations and countries which are
successful at erasing people’s memories of suffering. Indeed, the very last lines of the play show
Dana in smart clothes, fully restored and ready for her presentation. The reanimation of Dana
might have indicated an optimistic ending; yet, since her memory is erased and her identity is
now gone, it is not plausible to talk about a happy ending and signs of optimism for the future.

As resistant liminal subjects, Dana and Jasmine could not survive the atrocities of living
in the margins and borderlands. The situation in which Dana and Jasmine are together with
other members of the society can be well likened to what Thomassen argues on liminality:

Liminality is [...] a paradoxical state, both at the individual and the societal level. At the

75  Zinnie Harris, How to Hold Your Breath, 153.

76  Zinnie Harris, How to Hold Your Breath, 153.

77  Zinnie Harris, How to Hold Your Breath, 153.

78  Elaine Aston, “Moving Women Centre Stage: Structures of Feminist-Tragic Feeling”, 305.
79  Bjern Thomassen, Liminality and the Modern: Living Through the In-Between, 7.
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level of the individual, it is the destruction of identity, while at the level of society it involves
the suspension of the structure of social order. However, whether in case of rituals or crises,
the aim is to return to conditions of stability and normality. This happens by forging a new
identity in the individual case, reflecting a shift of one's position within the social order,
while in the case of society new common bonds are formed through the cathartic experience
of communitas (Turner 1969).*!

What Thomassen highlights here is the fact that the concept of liminality involves a
contradictory state of both destroying individual identity and suspending societal structure.
Whether through rituals or crises, the goal is to eventually return to stability and normality by
forming new identities and common bonds. In the play, the erased memory/identity of Dana
and the death of Jasmine signal that identity (of Dana and Jasmine) and social order (in Europe)
are irrevocably gone. The ending of the play signifies that forging a new identity and new
social bonds to regain the conditions of normality are inconceivable since the dystopian and
chaotic world in the play has been devised by a demon representing the UN. Harris seems to
have chosen the UN symbolising the demon not to target the UN singularly as an organization,
but as a metaphor for all political organizations and parties who claim such endeavours. Thus,
the whole play becomes a metaphor for the liminal situation refugees, and immigrants are all
trapped in due to the corruption in the political system(s). Harris takes a critical look at the
refugee problem by almost inflicting pain on European citizens and reversing the European
political picture. Showing how refugees can become victims of personal/political expediency
within a cruel system devoid of humane values puts the audience/reader in a liminal situation
as it is hardly possible to transform such liminality into positive and constructive normality.
Good fences, borders and borderlands do not always make good neighbours as reflected by the
speaker in Robert Frost’s “Mending Wall” who expresses her/his concern about demarcations:
“Before I built a wall I’d ask to know/What I was walling in or walling out,/And to whom I
was like to give offense.”® Having a similar responsive tone regarding contemporary border
politics, How to Hold Your Breath brilliantly and vividly achieves to portray the refugee crisis
in order to perturb Europeans and European politics.
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oz

Bu makale, Gertrude Stein'in Four Saints In Three Acts (U¢ Perdede Dért Aziz)
peyzaj metnini, Picasso’'nun kubist peyzaj resimlerindeki gérme bigimi ile
okumayi amaglamaktadir. Picasso’'nun kiibist peyzaj resimlerinden esinlenerek
Stein’in temsil estetiginde olusturdugu dondsim, dili kullanim biciminden
kaynaklanir. Bunu anlamak icin dncelikle Kiibist resimle degisen gérme bicimine
ve Picasso’nun kiibist peyzaj teknigine odaklanilacaktir. ilk olarak, teknigin temel
belirleyeni, Picasso'nun ¢oklu perspektif kullanimi arastirilacaktir. Sonrasinda
Stein’in bunu peyzaj metne nasil uyguladigina odaklanilacaktir. Stein, “Four
Saints In Three Acts” (U¢ Perdede Dért Aziz) metnini yazarken ritmik ve sestes
sozcuklerin tekrari gibi dili performatif yapabilecek her argimani kullanmistir.
Boylelikle kiibik resmin 6nerdigi coklu perspektif teknigiyle “Four Saints In Three
Acts” (Ug Perdede Dért Aziz) peyzaj metnini olusturmustur.

Anahtar Kelimeler: Gertrude Stein, Peyzaj metin, Kuibist resim, Fiziksel dil,
Performatif dil

ABSTRACT

This article aims to analyze Gertrude Stein’s libretto, “Four Saints in Three
Acts” through the perspective in Picasso’s cubist landscape paintings. The
transformation Stein made to the aesthetics of representation was inspired by
Picasso’s cubist landscape paintings and affected her writing style. To understand
these new aesthetics, the study will first focus on how the way seeing had
changed through Cubism and Picasso’s cubist landscape techniques, analyzing
the multi-perspective Picasso used in cubist painting as the principle indicator
of this technique. The study will then focus on how Stein applied this technique
to her writing. Stein is seen to have used every kind of possible argument make
language performative in her work, such as rhythmically repeating words and
employing homonyms and homophones, thus using the multi-perspective
technique as suggested by cubic painting to form her libretto “Four Saints in
Three Acts”.

Keywords: Gertrude Stein, landscape text, Cubism, physical language,
performative language
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EXTENDED ABSTRACT

This article focuses on how the aesthetics of representation had changed regarding landscape
in the libretto “Four Saints in Three Acts”, by the prominent 20th-century author Gertrude
Stein (1874-1946). The text of this libretto has no specific plot, place, time, or actor, nor
does the language directly represent any entity from the external world. Instead, the work
represents itself here and now, thus becoming performative and acquiring a visual aspect. The
new aesthetic Stein established by this use of a landscape text formed as a result of inspiration
from the Cubist landscape paintings of her contemporary Pablo Picasso.

Cubism sought to represent the world using a new method in the 20th century. This search
transformed into a new perception of reality wherein wholeness and continuity disintegrated. In
this new reality, objects were no longer depicted imitatively but were instead portrayed by artists
through different uses of style and space. This new style resulted from the optical shattering
experienced by the linear perspective, which has been widely used in the art of painting. Now,
cornered, cubic shapes instead began being used that were formed using multiple perspectives
as a technique where each object and plane had separate focus points and where the broken
surfaces of these objects were shown to overlap from different perspectives. These paintings
were made by excluding the linear perspective, which subsequently modified how viewers
perceived them. This offered a way of simultaneous viewing a scene from different angles.
This new art technique that had formed through simultaneous ways of viewing was based on
multiple perspective drawings known as Cubist landscape paintings.

The Cubist understanding of painting had started with Picasso, who would became the
representative of the movement in 1908 with his landscape paintings, and was shaped not by
recreating something that had already been painted, but by a creative telling of the now. Its
purpose was to catch the moment as it exists in the present, which is why it uses the Cubist
drawing technique that is formed using multiple perspectives. As such, the linear perception
of time that had been formed through the linear perspective was replaced by a continuous now
through the multiple perspectives in the Cubist shapes, with each perspective being perceived
simultaneously, thus creating a perception of being present in a continuous now. This style of
seeing as offered by the Cubism can be observed in the writing technique Gertrude Stein used
in her libretto “Four Saints in Three Acts.” The language of her text is used in the continuous
now, and the world is set up with unusual explanations without stories, working in parallel
with Cubism’s principle of simultaneity. The situations that take place in the text do not
progress with the support of a story through the usual sense of linear time. Instead, the text
revolves around the reiterations occurring in a continuous now. This revolution presents the
viewer of each iterating scene with a different perspective each time. Every scene that forms
a different perspective through its reiteration reminds one of the shapes whose varied corners
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are highlighted within the simultaneity of Cubist painting. Thus, Stein did with words what
Picasso did using colors and drawings. She used every kind of available argument to make
the language performative, such as rhythmically repeating words and employing homonyms
and homophones. The vocal similarity of words and the arrangements of words formed by
connecting these similarities reveal the action (i.e., performativeness) of the language. This
situation can also be read in the context of Derrida’s poststructuralist theory!, which is based
on the performativeness of words, with the performative quality of words leaving them open
to instantaneous interactions due to the language not being a simple repetition of the same
words, but a reproduction that exceeds imitation. Changing up the language and distinguishing
it from its previous meaning opens the door for producing new narrations. As a result, the
language becomes performative and gives the impression of being in the continuous now, thus
forming a landscape of text.

1 Jacques Derrida, Gistergebilim ve Gramatoloji, gev. Tiilin Aksin (istanbul: Afa Yaymlar1, 1994).
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Giris

Yirminci yilizyilin 6ncii yazarlarindan Gertrude Stein’in (1874-1946) oyun metinlerinde
kullandig1 dil ve anlat1 bigimi, dramatik yapinin felce ugramis halini yansitir. Martin Puchner’in

9]

“okuma tiyatrosu’" olarak niteledigi metinlerde belirlenmis bir olay 6rgiisii, mekan ve karakter
yoktur. Diyalog yapisinin olmadigi klasik anlati bigiminden uzak Stein metinleri, bu 6zellikleriyle
dis diinya gercekligini dogrudan temsil etmez. Zira, “temsil estetiginde baskin olan anlamsal
dizge yerini sozdizimsel dizgeye birakmigtir?. Bu baglamda, 1927 yilinda yazilan Four Saints In
Three Acts (Ug Perdede Dért Aziz) opera metninde dilin anlam iletme islevi ortadan kalkmustir.
Metnin gercekligi, artik okur/seyirci tarafindan tamamlanmis bir biitiiniin sunumu olarak
kavranmaz, her bir okurun/seyircinin kendi 6znel kavrayislariyla yeniden olusturulur.’ Bunun
en 6nemli sebebi, 17.yy.’da akli 6n-plana alarak olusan kartezyen felsefeden ve diializmden
beslenen gergeklik diistincesinin 20.yy.’da degisime ugramasidir. Temelinde biitiinliik algist ve
stireklilik olan gerceklik diisiincesi, donem iginde olugan bilimsel gelismelerle bozulur. Freud’un
one stirdiigl bilingdis1 kavramziyla “6znenin biitiinliiklii ve birlikli yapisinin bozulmasi ve
Einstein i gelistirdigi izafiyet teorisi sonucu zaman-mekan algisindaki mutlakligin sarsilmast™,
akla kusku duyulmasina neden olur. Artik tek, kesin bir gergekten bahsetmek zorlagmistir ve
nihayetinde degisen bakis, farkli gorme bicimlerini olast hale getirir. Bakista dolayistyla goriiste
olusan bu farklilik, en net sekliyle tarihsel avangart siiregte olusan Kiibist resim tekniginde
takip edilebilir. Bu baglamda Stein’in “Ug Perdede Dért Aziz” metninde kullandig dil yapust,
kiibist resim teknigi paralelinde incelenecektir.

Kiibizmin Onerdigi Gérme Bicimi ve Picasso’nun Kiibist Peyzajlar

Resim sanatinda yirminci ylizyihn “en radikal sanat hareketlerinden biri”™ olarak kabul
edilen kiibizm, “diinyay: temsil etmenin yeni yontemini”® 6nerir. Bu yeni yontem, yirminci
yiizyilin politik, cografi ikliminden ve bu iklimin {irettigi ger¢eklik anlayisindan beslenmistir.

Hatirliyorum. Savagin basladigi siralarda Picasso ile Raspail Bulvari 'nda gezinirken i¢inde
toplarin gizlendigi arabalarin ge¢igini izlerdik. Aksam saatleriydi. Kamuflajdan soz edildigini
daha dnce duymustuk ama bu isin nasil yapildigint gérmemistik o zamana dek. Picasso
gordiiklerinden etkilenip dikkatle izledi ve yiiksek sesle soyle dedi: “Evet, bizim yaptigimiz

da bundan baska bir sey degil. Bu da bir tiir kiibizmdir.””

1 Martin Puchner, Stage Fright: Modernism, Anti-Theahtricality and Drama (Baltimore&London: John Hopkins
University Press, 2002), 101.

2 Siireyya Karacabey Celik, “Modern Sonrasinda Dramatik Metinler,” Tivatro Arastirmalar: Dergisi 15, (2003):

39.

Celik, “Modern Sonrasinda Dramatik Metinler,” 39.

Siireyya Karacabey, Modern Sonrast Tiyatro ve Heiner Miiller (Ankara: De-Ki Yaynlari, 2006), 38.

Ahu Antmen, 20. Yiizyil Bat: Sanatinda Akimlar (Istanbul: Sel Yaymcilik, 2008), 45.

Antmen, 20. Yiizyil Bati Sanatinda Akimlar, 45.

Gertrude Stein, Picasso, gev. Kaya Ozsezgin (Istanbul: Dedalus Yayinlari, 2019), 22.
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Picasso’nun gordiigii; toplarin gizlendigi arabalar, Stein’in ifadesiyle “20.yy. 'a ozgii bir
gergekligin® gostergesidir. Bu yeni gergeklikte nesneler taklit edilerek resmedilmez, “farki:
bigim ve uzam kullamglariyla’™ ressam tarafindan “yeniden diizenlenerek”' betimlenir. “Diinyayt
tasarlamann bir baska yolu™" olan Kiibizmin habercisi, 1907°de Pablo Picasso’nun resmettigi
Avignon’lu Kadinlar’dir.

Sekil 1: Les Demoiselles d’Avignon, Pablo Picasso, 1907, 243.9 cm x 233.7 cm

Avignon’lu Kadinlar in devrim yaratan ézelligi, ti¢ boyutlu nesneleri iki boyutlu yiizey tizerinde
gosterebilmenin yeni bir yolunu énermeye baslamasidir. ...olduk¢a kaba ve sematize bir
bicimde resmedilmis figiirler, ayni anda hem cepheden hem profilden goriinmekte, izleyiciye
ayni figiirii farkli agilardan kavrayabilme olanagi vermektedir.

Artik ayni1 figiirti farkl agilardan kavrayabilme olanagi miimkiindiir ¢iink{i RGnesans sonrast
resim sanatinda yaygin olarak kullanilan dogrusal perspektif bozulmustur. Teknik olarak
tersten perspektif olarak nitelendirilebilecek ve Ronesans dncesi 6zellikle ikonalarda, ayni
figiirii farkli agilardan gorebilmeye imkan tantyan bu durum; “cok merkezcilik'?, nesnelerin

8  Stein, Picasso, 43.

9  John Berger, Grme Duyusu, gev. Osman Akinbay (Istanbul: Agora Kitaplig1, 2008), 186-187.

10 E.H. Gombrich, Sanatin Oykiisii, ¢ev. Erol Erduran, Omer Erduran (Istanbul: Remzi Kitabevi, 1997), 570.

11 Umran Ozbalci Aria, “Diinyay1 Yeniden Tasarlamanin Bir Baska Yolu; Kiibizm,” The Turkish Online Journal
of Design, Art and Communication 6, (Haziran 2016): 261.

12 Antmen, 20. Yiizyil Bati Sanatinda Akimlar, 46-47.

13 Pavel Florenski, Tersten Perspektif. gev. Yesim Tiikel (Istanbul: Metis Yayinlari, 2013), 1.
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!4 ugramasi olarak da tarif edilebilir. Boylelikle, -Cezanne’mn belirttigi

“optik par¢alanmaya
gibi- “bir nesnenin, bir diizlemin her yanimn (ayri) bir merkez noktasina' sahip oldugu ve
nesnelerin “parcalanmas yiizeylerinin farkli agilardan adeta keskin cam kiriklar: gibi iist iiste
bindigi”'® bir gorsel bigim olusur. Bu noktada artik “manzara (tablo), nesnel goriintiiniin

17 alir. Berger’in bahsettigi kurma hali, ressamin

birebir ifadesi yerine, (bir) kurma halini
“gézle goriinen diinyayr en kiiciik par¢alarmma aywrip sonra bu parcalarla yepyeni bir diinya

yaratarak™® nesneleri tuvaline koseli ve kiibik sekillerle resmetmesiyle olusur.

Nesneleri koseli ve kiibik sekillerle resmedis, ayni anda farkli agilardan bakisa sunulan

19 olusturur. Ressamin “resim

goriintiiler yaratir. Bu durum, uzamda “dordiincii boyut kavrayisi
yiizeyini iki boyutlu kullanarak bir nesneyi es-zamanl* resmetmesiyle olusan dérdiincii boyut,
“art-zamanl mutlak” *' gdrme bi¢imini degistirir. Art-zamanli gérme bi¢imi, Ronesans’in
dogrusal perspektif tekniginden hatirlanirsa, yakindan uzaga; biiyiikten kiiciige ya da uzundan
kisaya dogru ve Izlenimci resimlerde de -alimlayiciya gére- yakindan uzaga rengin tonlariyla
saglanir. Kiibik resimle bu durumun bozulmasti, resme bakanin; alimlayicinin algi biitiinltigiini
parcalar. Nihayetinde alimlayicidan beklenen, bu pargalardan kendisine 6zgii, 6znel algisiyla
kavrayabilecegi bir biitiin olusturabilmesidir. Bir diger adi manzara resmi olan bu biitiin, peyzaj
resim diye adlandirilir.?? Peyzaj resim, ilk anlamiyla kir resmi, bir yerin dogal goriiniimii,
Fransizca peysage® kelimesinden tiiremistir. Antik Roma déneminden ¢ok sonra Bati’da
17.yy.’da gorsel sanatlarda ortaya ¢ikan peyzaj resim, yirminci yiizyila kadar ilk anlamiyla
kullanilmistir. Bu baglamda, “peyzajin isaret ettigi gézlem, bir gérme yolu, doga iizerine
yiiklenen bakis a¢isi”* olarak kavranmistir. Bu doneme kadarki peyzaj tablolarda resmedilen
manzara taklit edilir. Yirminci yiizyilla birlikte kavrama yiiklenen anlam, degisime ugrar. Artik
terim, “cevredeki bir seyi tasarlama, sanatsal bir hiiner, yapinti (artfullness)”> karsiliklariyla
kullanilmaya baslar. Picasso’nun 1908 yilinda yaptig1 manzara resimlerinde kullandigi -devrim

14 Florenski, Tersten Perspektif, 48.

15 akt. Aria, “Diinyay1 Yeniden Tasarlamanin Bir Bagka Yolu; Kiibizm,” 261.

16  Antmen, 20. Yiizyil Bati Sanatinda Akimlar, 48.

17 Berger, Gérme Duyusu, 187.

18  Elke Linda Buchholz ve B. Zimmermann, Pablo Picasso, gev. Mine Dumanoglu (Istanbul: Literatiir Yayincilik,
2005), 33.

19 Antmen, 20. Yiizyil Bati Sanatinda Akimlar, 48.

20  Antmen, 20. Yiizyil Bati Sanatinda Akimlar, 46.

21 Ismail Tunah, Felsefenin Isiginda Modern Resim (Istanbul: Remzi Kitabevi, 1983), 170.

22 Peyzaj resim tekniginin postdramatik metne etkisi, Duygu Toksoy Ceber’in “Logostan Manzaraya: Metnin Gorsel
Dramaturgisi” doktora tezinde incelenmistir. Ceber, tezinde Ibsen’in Hortlaklar metni ile Miiller’in Resim Tasviri
metnini karsilastirir. Hortlaklar metninin bi¢imsel olarak merkezi perspektif teknigiyle seyircisinden optik bakis
talep ederek olustugunu, Resim Tasviri metnininse merkezi perspektifin pargalanmasiyla seyircisinden haptik
bakis talep ederek olustugunu iddia eder.

Duygu Toksoy, “Logostan Manzaraya: Metnin Gorsel Dramaturgisi,” (Doktora Tezi, Ankara Universitesi, 2016).

23 “Paysage”, Cambridge Dictionary, yayin tarihi 13 Aralik, 2020, https://dictionary.cambridge.org/dictionary/
french-english/paysage.

24 Jane Palatini Bowers, “The Composition That All the World Can See: Gertrude Stein’s Theater Landscapes,”
Land/Scape/Theater iginde, ed. Elinor Fuchs, Uno Chaudhuri (New York: Michigan Press, 2002), 125.

25 Bowers, “The Composition That All the World Can See: Gertrude Stein’s Theater Landscapes,” 125.
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yaratan- kiibik ¢izimler, bunun en net 6rnegidir.” Stein, Picasso’nun peyzaj resimlerinin “gériiniir
nesnelerden yola ¢iktigini”" soyler. Fakat Picasso resimlerinde nesneleri ilk halleriyle gérdiiga
gibi ¢izmez. O, “gordiigii nesneleri kendi zihninde olusan imgeler dogrultusunda™ tuvale
tagimistir. Bu resimlerde, Picasso tarafindan yapilan bir 6z-tamamlama, sezgi devreye girer.
Zira mevcut gercekligin yorumlanmasina dayanan kiibizm, “gormeye degil sezgiye dayali bir
olgu”dur. Nesrin Kasap, “Alice B. Toklas in Ozyasam Oykiisii” niin 6nsoziinde Stein’1n yazim
dilinden bahseder. Picasso ile Stein arasinda kurdugu baglantida, Picasso’nun resim anlayiginin
“resmi yapilnug bir seyi yeniden yaratmak degil, simdi’yi yaratip anlatmak oldugunu™°

dile getirir. Kasap’in dedigi gibi, Picasso’nun ‘simdi’yi resmetme amaci, nesneleri ve insan
31

=6

dogasini kendisinin gordiigii bi¢imiyle ifade etmeyi amagladigi “an: yakalama ¢cabasindan
kaynaklanir. Picasso, bunun icin, kiibist ¢izimlerinde ¢oklu perspektifler olusturur. Yukarida
da soylendigi gibi, kiibist resim tekniginin en belirleyici 6zelligi, alimlayicisina eszamanli
bir bakis bi¢imi sunmasidir. Bu noktada benzer bakig bigimini Stein’in “Four Saints in Three
Acts” (Ug Perdede Dért Aziz) metninde kullandig1 yazim tekniginde gdzlemlemek miimkiindiir.
Ancak bu teknigi analiz edebilmek i¢in 6ncelikle kiibizmin 6nerdigi es-zamanlilik ilkesini
anlamaya ¢aligmak yol gosterici olacaktir.

Resimde izlenimcilikten Kiibizme zaman kavramini inceleyen ¢alismasinda Samet Dogan,
Kiibizmin zaman kavrayigini Augustinus’un zaman yaklagimiyla agiklar. Augustinus’un zaman
yaklagimu, Itiraflar (1999) isimli kitabinda bahsettigi, iiclii zaman teorisine dayanir. Bu teoriye
gore, gecmis ya da gelecek yoktur. Zaman, siirekli bir simdi i¢inde varlik gostermektedir.

Bana agik gelen su: Ne gelecek var ne ge¢mis. Kesinlikle “ge¢mis, simdiki, gelecek zaman
diye ii¢ zaman var” demek de yerinde olmaz. Belki de “ii¢ zaman vardir: Gegmistekilere
iliskin simdiki zaman, simdikilere iliskin simdiki zaman ve gelecektekilere iligkin simdiki
zaman” demek daha dogru olurdu. Ciinkii bu ii¢ ¢esit zaman zihnimizde vardir, onlari baska
yerde goremiyorum.®

Augustinus’un teorisinden anlasilan, zaman mefhumun zihinde olusan bir tasar1 oldugudur.
Bir diger ifadeyle, gecmis ve gelecek simdiki zihin tarafindan tasarlanir. Bu durum, Dogan’in
tespitiyle, “zihinde yer alan ii¢c zaman kipinin ayni anda ger¢eklesmesi, bir tiir eszamanlilik”
olusturmaktadir.® Kiibist cizgilerin olusturdugu es-zamanlihk, Four Saints in Three Acts (Us
Perdede Dért Aziz) peyzaj metnine dilin es-zamanli kullanimiyla yeni bir temsil estetigi olusturur.

26  Stein, Picasso, 23.

27  Stein, Picasso, 26.

28  Stein, Picasso, 26.

29  Stein, Picasso, 43.

30 Nesrin Kasap, “Sunus,” Alice B. Toklas n Ozyasam Oykiisii iginde (Istanbul: Metis Yayinlari, 2018), 14.

31 Kasap, “Sunus,” 14.

32 akt. Samet Dogan, “Izlenimcilik’ten Kiibizm’e, Aristoteles’ten Augustinus’a ‘Zaman’in Degisen Yonii,” The
Turkish Online Journal of Design, Art and Communication 6, (Nisan 2016): 1638.

33 Dogan, “izlenimcilik’ten Kiibizm’e, Aristoteles’ten Augustinus’a ‘Zaman’in Degisen Yo6nii,” 1638.
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Kiibizmin “Four Saints in Three Acts” (U¢ Perdede Dirt Aziz) Metnine
Etkisi

“Anlatisiz anlatr’** olarak nitelenen Four Saints in Three Acts (U¢ Perdede Dért Aziz),
klasik dramatik yapida gozlenebilen ¢izgisel olay dizisine sahip degildir. Metinde, varliklarindan
tam olarak emin olunamayan bir¢ok azizin i¢inde oldugu ve azizlerin etrafinda olusan
manzaralar betimlenir. Manzaralarin farkli zaman kipleriyle betimlenmesi, dilde olusan
es zamanliligin temel nedenidir. Stein oyunlarinda zaman kavramini arastiran Ferdi Cetin,
metindeki karakterlerin “tarihsel arka plandan yoksun™*® sadece “birer sahne elemani’*®
olarak tasarlandigini sGylemistir. Cetin’in belirttigi gibi ad1 gegen kisilerin, dramatik yapidaki
karakterlere es yapida kurgulanmadigi dogrudur. Ancak betimlenen manzaralar, Chimane®’
kenti, bu kentte yaganan ¢atigmalar, yer yer Avila’da ve Barselona’da oldugu diisiiniilen yine
de kentte olan ¢atigsmalara ya da bu c¢atigsmalarin etkilerine maruz kalan azizler ve azizeler
etrafinda 6beklesmektedir. Oyunda agirlikli olarak ad1 gegen Avilali Azize Teresa ve Ispanyali
din adami1 Loyolali Aziz Ignatius, 16.yy.’da yasamus tarihi kisiliklerdir. Stein, yasamis kisileri
kullanir ancak betimledigi durumlarda neden sonug iligkisiyle takip edilebilecek bir anlatim
benimsemez. Betimlemeleri, dogrudan herhangi bir dis gergekligi temsil etmez. Yapmaya
calistig1, sahnede goriinenin, sahne digindaki gerceklige dogrudan isaret etmesinin oniine
geemektir. Bu amagla olusturdugu metin, diizyazi ve siirsel dil ile i¢ ice gegmistir.

Gertrude Stein’in yazma bigimi arastiran Randa K. Dubrick, bunun iki koldan gelistigini
belirlemistir. Biri, 1903-1911 arasinda yazdigi ve bir Amerikan ailesini betimledigi, 7he Making
of Americans isimli kurgusal romandir. Digeri ise 1914’te yazdig1 Tender Buttons’dur. Stein,
The Making of Americans metnini diizyazi ve Tender Buttons metnini siir olarak niteler.*®
Ancak diizyazi olarak niteledigi bicim, genel olarak dilbilgisinin bilindik kurallarina uymaz.
Tamamlanmayan ciimlelerden, kelime tekrarlarindan ve sestes kelime kullanimlarindan olusur.
Stein, olusturdugu paragraf diizeninde noktalama isaretlerini kullanmaz. Siir olarak niteledigi
Tender Buttons ise Stein’1n segtigi kelimelerin yan yana ve bazen alt alta dizilmesiyle meydana
gelmistir. Her iki metindeki ifadeler de soyuttur. Dubrick, Stein’mn tiim yazimini bu iki eserin

34 Ellen E. Berry’den akt. Avra Sidiropoulou, “Playfulness and (Un)-performability in Gertrude Stein’s Modernist
Drama,” Sinais de Cena. Teorias da Critica 2, (2018): 151.

35 Ferdi Cetin, “ ‘Continuous Present’ in Gertrude Stein’s Plays” (Yiiksek Lisans Tezi, istanbul Universitesi, 2013),
65.

36 Bowers’dan akt. Ferdi Cetin, “Continuous Present” in Gertrude Stein’s Plays,” 40.

37 Chiame (Xiame), Cin’deki bir liman kentidir. 16.yy.’da Ispanyollara verilen sehir, o tarihten sonra ticaret
liman1 olarak kullanilmaya baslanmistir. Bulundugu stratejik konumu sebebiyle, 6zellikle tarih boyunca pek
¢ok imparatorluk tarafindan ele gegirilmek istenmistir.

Birgit Tremml-Werner, Spain, China, and Japan in Manila 1571-1644 (Amsterdam: Amsterdam University Press,
2015), 129-133.

38 Randa K. Dubrick, “Two Types of Obscurity in the Writing of Gertrude Stein,” Gertrude Stein Advanced iginde,
ed. Richard Kostelanetz (USA: Mc Farland Company. Inc., 1990), 63.
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cesitlemesi ve birlesimi olarak okunabilecegini iddia eder.?* Bu noktada, U¢ Perdede Dért
Aziz’deki dil kullaniminin, Dubrick iddiasin1 dogruladig: sdylenebilir. Zira her iki metnin
yazim bigimi, kullandig1 soyut ifadeler, U¢ Perdede Dort Aziz’de kullanilan dille bigimsel
olarak paralellik tasimaktadir. Buna gore dil kullanimi, yatay ve dikey eksende, iki bigimde
izlenebilir. Yatay eksen, yapisalci teoriyle anlamlandirilir. Kelimelerin neden sonug bagi iginde
oldugu, cizgisel ve doniigsiiz bir yapida insa edilir. Dikey eksendeyse kelimeler, dogrudan
somut bir anlam olusturacak sekilde yan yana gelmez. Daha ¢ok ¢agrisimsal, benzerlik/zitlik
gibi iligkilerle baglanir.*® Stein’in kullandig1 gramer yapisini inceleyen arastirmaci Ronald
Levinson, onun Amerikali psikolog William James’in 19.yy. sonunda ortaya attig1 biling-akisi
teorisinden etkilendigini sdyler.*! James, bilinci miitemadi bir akis olarak tarif eder. Buna gore
konusmanin yapisini, statik ve dinamik olarak iki kisma ayirir. Statik olanin anlami, belirli
ve sabittir. Dinamik olan ise, ciimle i¢ginde ilk anlamindan baska anlamlara da acik ifadeler
tasir. Bu baglamda statik olanin, zamanda - mekanda ve dinamik olan bilingte devamliligi
vardir.*? James’in biling akisi teorisini kendi yazi dilinde kullanan Stein, statik olani, dilin
dolayisiyla kelimelerin yatay ekseni ve dinamik olani, kelimelerin dikey ekseni paralelinde
kullanir. Kelimelerle dikey eksen olusturabilmek i¢in yatay eksenin baskilanmasi gerektigini
sOyler. Stein’in “es anlamh, sestes, ritimsel ve kafiyeli kelimeleri siirekli tekrar ederek”™
olusturdugu, dilde kiibik etki yaratan bu yeni metin estetiginde anlam, i¢ ice gegmis kiibik
peyzaj parcalari gibidir. Klasik dramatik yapida oldugu gibi birbirini tamamlamaz. Aksine,
Stein’in ugak seyahati sirasinda gokyiiziinden gordiigii yeryiizii gibi, pargalidir.

Ugaktan goriinen yeryiizii, bir otomobilden goriinenden farkhdw: ... Otomobilden gériinen
manzara, bir trenden, bir yiik arabasindan ya da herhangi bir aragtan farksizdir. Ucaktan
gordiigiimiiz toprak ise farkhdw, bir baska goriiniimii yansitir. ... Amerika’da yasarken, ilk
kez ucakla seyahat etmistim. Ugagin penceresinden asagi bakinca, toprak iizerinde a¢ilip
yayilan, gidip gelen, birbirini kapatan, Picasso'ya ozgii karmasgik ¢izgiler gérmiistiim.*

Dramatik oyun yapisindaki zaman diizlemi, otomobil ya da tren seyahatinden izlenen
yeryiizilyle iliskilendirilebilir. U¢ Perdede Dért Aziz peyzaj metni ise ugak seyahatinden
izlenen, acilip yayilan, gidip gelen, birbirini kapatan yani birbiriyle i¢ ice gecmis yeryiiziine
benzetilir. Bu duruma, Ug Perdede Dért Aziz’in baslangicindan drnek verilebilir.,

Bugtin ne oldu, bir anlati

Giizel bir giin olmus olsaydi, kira gitmeye niyetliydik ¢ok giizel bir giindii ve niyetimizi
gergeklestirdik. Daha once gitmis oldugumuz yerden egsit derecede memnunduk ve

39  Dubrick, “Two Types of Obscurity in the Writing of Gertrude Stein,”63.

40  Dubrick, “Two Types of Obscurity in the Writing of Gertrude Stein,” 65.

41 Roland B. Levinson, “Gertrude Stein, William James, and Grammar,” The American Journal of Psychology 54,
(Haziran 1941): 126.

42 Dubrick, “Two Types of Obscurity in the Writing of Gertrude Stein,” 66.

43 Dubrick, “Two Types of Obscurity in the Writing of Gertrude Stein,” 65.

44 Gertrude Stein, Picasso, 62.
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bulabildigimize ¢ok yakin bulduk ve (geri dondiikten sonra ddiillendirildiklerini gordiiler
ve duydular ve ayni bicimde) / (geri donen testere ve ddiillendirildikten sonra duyuldu ve
ayni bigimde) ¥

‘Glizel bir glin olmus olsaydi, kira gitmeye niyetliydik’, ‘cok giizel bir giindii’ ciimleleri,
dilin yatay eksende ilerledigi statik ifadelere 6rnek gosterilebilir. Zira bu iki ifadeden olugan
anlam nettir. Fakat yukarida parantez i¢inde, iki bigimde de c¢evrilebilen ve farkli sekillerde
anlagilmaya acik olan kelimeler, dilin dikey eksende olusumuna 6rnektir. Bu ifadeler, Stein’in
gokyiiziinden izledigi, birbiri igine gegen yeryiizii parcalar1 gibidir, bulaniktir. Ozellikle iki
bicimde ¢evrilebilecek dolayisiyla anlasilabilecek ifadelerde okurun/seyircinin imgeleminde bir
anlam kaybolurken digeri olusur. Bunun nedeni, gosterenin dogrudan dogruya gosterilene bagl
olmayisindan ileri gelir. Zira, gosteren ile gosterilenler arasinda birebir karsilikli iliski yoktur.
Derrida gostergeyi, bir ayrisma yapist olarak goriir; bir yarisit her zaman ‘orada’ bulunmaz,
diger yarisi ise her zaman ‘kendisi degildir’. Dolayistyla gosterenler ile gosterilenler siirekli
olarak yeni kombinasyonlar i¢inde bulunmalarina bagli olarak ya birbirlerinden koparlar ya
da bir araya gelirler. Boyle olunca gosterenler, gosterilenler i¢inde siirekli doniistirler ancak
kendinde gosteren olmayan sonul bir gdsterene bir tiirlii varamazlar. Anlamin gosterenler
zinciri boyunca siirekli degiserek devinmesi, bir diger ifadeyle yinelenmesi, anlamin sagilarak
cogullagsmasini saglar.*

Olusan sagilma sonucu dilde, birden ¢ok anlama karsilik gelecek ifadeler ortaya ¢ikar. Bu
durum, anlatida es zamanlilik yaratir. Boylelikle, kesinlikten uzaklasan anlam, i¢ i¢e ge¢mis
kiibik sekiller gibi goklu perspektif olusturur. Dramatik yapinin 6nerdigi dogrusal perspektif ve
tek bir imge yerine, ¢oklu perspektifle birden ¢ok ve i¢ ige gegmis birgok imge olusur. Birinci
perdede Avilia’da oldugu diisiiniilen Azize Teresa’nin ve bulundugu mekanin genel durumunun
firtnal1, yagmurlu, sicak, karli olabilecegi sdylendikten sonra, birinci perdenin tekrar olarak
isimlendirilen, Repeat First Act*’ boliimiinde sapsal bir nisan giintinden, Azize Teresa’nin aslinda
orada olmadigindan ama belki de orada oldugundan, Azize Teresa’nin bir¢ok kisi tarafindan
ziyaret edildiginden, orada pek ¢ok kisinin bulundugundan, kisilerin birbirleriyle ¢ok yakin
oldugundan bahsedilir. Fakat perdenin sonuna dogru Azize Teresa’nin aslinda kimse tarafindan
ziyaret edilmedigini, bahge oldugu diisiiniilen mekanda ancak izin verildigi 6l¢iide giiriiltii
yapilabildigini betimleyen ifadeler de kullanilir. Buna benzer olarak metindeki tiim sahneler
ve perdeler, Stein’in amagladigi gibi, okur/seyirci zihninde es zamanli imgeler olusturur. Bu,
Stein’in okurun/seyircinin zamant ile metnin/oyunun zamaninin uyugmazIligina karsin yaptigi

45 Gertrude Stein, “Four Saints in Three Acts,” Operas & Plays iginde, (New York: Station Hill Press, 1970), 41-
42.

46 Madan Sarup, Postyapisalcilik ve Postmodernizm, gev. Abdiilbaki Giiglii (Istanbul: Bilim ve Sanat Yayinlari,
2004), 52-53.

47  Stein, “Four Saints in Three Acts,” 47.
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bir hamledir. Dramatik gerilimin olugturdugu uyumsuzlugu®, senkopal uyumsuzluk* olarak
tanimlayan Stein, bu uyumsuzlugun oniine gegmek; okur/seyirci ile metin/oyun zamanint
denklestirmek icin, es zamanl dil kullanmistir. Devam eden sahnelerde farkli bir zamana
gidilir ve sadece bir diigmeye basmakla bes bin Cinlinin 6lme ihtimalinden bahsedilir. Ancak
Azize Teresa’nin bununla ilgilenmedigi soylenir.’® Azize Teresa, halinden gayet memnun
hazirlantyordur.’' Oyun boyunca bir yandan Azize Theresa ve etrafi betimlenirken, bir yandan
da Chiamen’de™ olmus olabilecek olaylardan ve bu olaylarin etkilerinden sz edilir. Devam
eden ifadelerde, bazis1 iyi ve bazis1 kotii olan cocuklarin cennete gittiginden bahsedilir. Bunlar
olup biterken Azize Teresa, olan bitene kayitsiz, okiizlerin ¢ektigi bir arabanin igindedir.

Bir iki ii¢ dort bes alt yedi tiim iyi ¢ocuklar cennete gider bazilart iyidir ve bazilar: kétiidiir
bir iki ii¢ dort bes alti yedi. Azize Teresa, okiizlerin siirdiigii bir el arabaswunin iginde etrafia
dolasiyor.>

Metinde Azize Teresa’dan sonra en ¢ok, 15.yy. ile 16.yy. arasinda tarihsel olarak Barselona’da
yasadigi bilinen, Loyolali Aziz Ignatius’tan** bahsedilir. Cok iyi tanindig1 sdylenen Aziz
Ignatius’un planlara ve mesafeye uyum saglayabilme ihtimali vardir. Zira Barcelona uzaktadir.
Zaten Aziz Igantius da olan bitenle pek ilgilenmiyor gibidir.>

Aziz Ignatius tan korkulmasina gerek yok.

Aziz Ignatius planlara ¢ok iyi uyum saglayabilir ve mesafe

Barselona uzakta. Aziz Ignatius palmiye ile okaliptus agaci arasindaki farki séyleyebilme
becerisine sahip mi?>®

Gorildiugi gibi, metindeki her bir manzara farkli ve bulanik zaman-mekan i¢inde olusur.
Bir ifadede li¢ giin gectigi®’, bir diger ifadede ¢ok uzun zaman gectigi ancak beklerken dyle de
olmadig1®® sdylenir. Azizlerin tam olarak nerede bulunduklari, ne yapmaya ¢alistiklari, Stein’in
amagcladigi gibi belirsiz kalir. Pek ¢ok olayin olma ihtimalinin ifade edildigi sahnelerden sonra

48  Hans-Thies Lehmann, Postdramatic Theatre, ¢ev. Karen Jurs-Munby (London & New York: Routledge, 2006),63.

49  Melike Saba Akim, “Tarihsel Avangartlar Sonrast Karst Anlati” (Doktora Tezi, Istanbul Universitesi, 2019),
133. ve Ferdi Cetin, “ ‘Continuous Present’in Gertrude Stein's Plays,” 11.

50 Stein, “Four Saints in Three Acts,” 47.

51 Stein, “Four Saints in Three Acts,” 55.

52 Chiamen, Cin’de gozde bir liman schridir ve 16.yy. boyunca Ispanya hakimiyetinde pek ¢ok istilaya maruz
kalmugtir.

Tremml-Werner, “Spain, China, and Japan in Manila 1571-1644” 129-133.

53  Stein, “Four Saints in Three Acts,” 57.

54 Edward A. Ryan, “St. Ignatiuss of Loyola,” The Editors of Encyclopaedia of Britannica, yaym tarihi 1 Ocak,
2023, https://www.britannica.com/biography/St-Ignatius-of-Loyola.

55 Yine tarihsel olarak Aziz Ignatius’un iyi bir savas¢i oldugu ancak kendini dine adadiktan sonra daha uysal bir
tavir i¢ine girdigi bilinmektedir.

Ryan, “St. Ignatiuss of Loyola.”

56 Stein, “Four Saints in Three Acts,” 58.

57  Stein, “Four Saints in Three Acts,” 60.

58 Stein, “Four Saints in Three Acts,” 62.
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metin, siradan giivercinlerin ve agaglarin oldugu bir ortam betimlemesiyle sonlanir. Metinde
pek cok durum ve kisi betimlenmistir. Yine de ne oldugu tam olarak anlasilamaz. Zira Stein
kelimeleri, onlarin temsiliyetini sekteye ugratarak yazar. Stein’in zaman uyumsuzlugunu
yok etmek i¢in benimsedigi yazim bi¢imi, Derrida’nin s6z ile yazi arasinda saptadig: ‘farkla’
birlikte diistiniilebilir.

Bat1 metafiziginin temelini olusturan s6z merkezci diisiincenin temel argliimani, sz,
mevcudiyetle iliskilidir. Buna gore bireyin bizzat bulunusu, yanlis anlamalara ve iletisim
bozukluguna sebebiyet vermemesi, ya da bu iletisim bozuklugunun (aninda) diizeltilebilir
olmasi agisindan aktarimdaki olas1 yanliglik risklerini ortadan kaldirir.® Ancak yazida aktarim,
temsil s6z konusudur. Yazidaki “temsil, yazarin ifade etmeye ¢alistigi anlamin temsilidir”®
ve hep eksiktir. Dolayisiyla denebilir ki, yazarin yoklugunda yazi, anlami, metnin kendisiyle
etkilesim i¢inde aktarmak zorundadir. Ancak bu aktarim yani, temsil edilmesi gereken anlam,

tam anlamiyla karsiligini bulamaz.

Us Perdede Dért Aziz peyzaj metninde, yazmin temsiliyetini engelleyen, metindeki senkopal
uyumsuzlugu gidererek metni okur/seyirci ile siirekli etkilesime sokan, dncelikle Stein’in
yarim biraktig1 ciimle ve belirsiz zamir kullanimlaridir.!

Dért Aziz zorunda olmak zorunda olmak zorunda olmak zamaninda

Neden herkes evde olmak zorunda
Bos islerde/(ya da avare perdelerde)
Yaptigindan ¢ok daha fazlasini yapti yapti yaptigindan ¢ok daha fazlasin

Hayatinin elli yilinda gozlemledigi tiim sefaletleri sectigini varsayalim bunun sapkalarla ne
ilgisi var. Onlar onun i¢in sapkalar yapmuslardi. Tam olarak degil **

Nesnesi olmadan sadece 6zne ve fiille yan yana siralanan ifadeler hem yapisal hem anlamsal
olarak yarim kalir. Ardindan gelen bir ciimle, kismen daha net olsa da gosteren gosterilen bagi
kurulmamis oldugu icin eksiktir. Ug¢ Perdede Dért Aziz metninin ash Ingilizce yazilmistir ve
metinde ¢ok fazla zamir kullanilmaktadir. Ancak kullanilan zamirlerin kimi/kimleri niteledigi
belirsizdir. Dort Aziz, ingilizce ‘they’ 6zne zamirine karsilik gelir. ‘Yaptigindan gok daha
fazlasmni yapt1’ ifadesindeyse kullanilan 6zne zamiri, ‘he’ ve ‘Hayatinn elli yilinda gézlemledigi
tiim sefaletleri sectigini varsayalim’ ifadesindeki 6zne zamiriyse ‘she’ olarak kullanilmistir.
Ingilizce ciimle yapisinda, ancak bir isim kullanildiktan sonra onu niteleyen 6zne zamiri
kullanilabilir. Dolayisiyla olusan bu belirsizlikte okurun /seyircinin zihninde tamamlanmay1
bekleyen pek ¢ok imge olusur.

59  Eren Can, “Anlam Arayisinda Derrida’nin Yinelenebilirlik ve Différance Soylemi,” Kaygi, Uludag Universitesi
Fen-Edebiyat Fakiiltesi Felsefe Dergisi 27, (Gliz 2016):18.

60 Can, “Anlam Arayisinda Derrida’nin Yinelenebilirlik ve Différance Soylemi,” 18.

61  Dubrick, “Two Types of Obscurity in the Writing of Gertrude Stein,” 69.

62  Stein, “Four Saints in Three Acts,”44.
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Yazimm temsiliyetini engelleyen bir diger unsur, Stein’in fiilimsi kullanimidir.** Cogu kez
noktalama isaretleri kullanmadan olusturulan cimleler, bag fiil, baglag ya da ortag kullanimiyla
uzatilir.

Azize Teresa ayakta durmayarak ayakta durmayarak ve Aziz Ignatius ayakta durmayarak
ayakta durarak ¢evrelenen diin gibi.**

Dubrick’in saptamasina gore, fiilimsilerin pes pese kullanimi, climledeki eyleminin eksik
kalmasina neden olur.% Dolayisiyla, ayni anda bir manzaranin hem var olmasi hem olmamasi
durumu s6z konusudur. Yarim birakilmig ifadeler, bir yaniyla okurun/seyircinin olan biteni
takip etmesini engeller ancak diger yantyla onlarin imgeleminde yeni manzaralar olusturur.
Stein’in yazim bigimini arastiran Michael J. Hoffman, The Making of Americans romant tizerine
yaptig1 degerlendirmede, paragraflarda anlam yerine kelimelerin kullanim bi¢imiyle ritmin
one ¢iktigint soyler. Zira, anlamin okura 6zel oldugu ifadelerde her bir paragraf, kendine ait
bir diinya igerir.® The Making Americans romaninda Stein’m dili kullanis bicimi, Ug Perdede
Dort Aziz metnine benzerdir.” Hoffman’in yaptigi saptama bu calisma i¢in de kullanilabilir.
Fiilimsilerin, baglaglarin ve yarim ciimlelerin yinelenerek kullanilmasi, okur/seyirci imgeleminde
bir birikim yaratir. Hoffman’n, “birikme etkisi’®® olarak niteledigi bu durum, betimlenen
olaylarin okur/seyirci imgeleminde 6beklesmesiyle olusur. Bu sekilde olusan manzaralar ve
dolayisiyla dil, artik sabit bir anlam ifade etmedigi i¢in devingendir.®® Devinen anlamla dilin
temsiliyet niteligini yitirmesi, dilin edimselleserek™ performatif bir nitelik kazanmasi demektir.
Bu durum, Derrida’nin anlam sagilmasi dahilinde diistiniildiigiinde, dilin temsiliyet niteligini
yitirerek edimsellesmesi daha net kavranabilir.

Bir ciimleyi okurken ciimlenin anlamu bir gekilde her zaman askiya alinir; ertelenir veya daha
belli degildir, “gelmekte "dir: Bir gosteren beni bir baskasina, o da bir baskasina gotiiriir
durur. Ilk anlamlar sonraki anlamlar tarafindan déniistiiriiliir ve ciimle bitse de dil siirecinin
kendisi bitmez. Her zaman orada olandan daha fazla anlam vardur:"

63 Dubrick, “Two Types of Obscurity in the Writing of Gertrude Stein,” 67.

64  Stein, “Four Saints in Three Acts,” 49.

65  Dubrick, “Two Types of Obscurity in the Writing of Gertrude Stein,” 69.

66 Michael J. Hoffman, The Devolopment of Abstractionism in the Writings of Gertrude Stein (Philadelphia:
University of Pennsylvania Press, 1965), 133.

67 “Kesinlikle o tek varlikti yasayan ne zaman o varlikt1 bir olan geng biri o adam o zaman sik sik oldukga kesinlikle
tek varlik ilgili olarak var olarak yasayan o zaman o adam oldukga sik sik isteyerek....”

Gertrude Stein, The Making of Americans: Being a History of a Familys Progress (New York: Something Else
Press, 1966), 801.

68 Hoffman, The Devolopment of Abstractionism in the Writings of Gertrude Stein, 138.

69  Dubrick, “Two Types of Obscurity in the Writing of Gertrude Stein,” 67.

70  Bu durum, John L. Austin’in “s6z edimleri kuram1” 6lgeginde agiklanabilir. Austin, sdziin dolayisiyla dilin bir
seyi betimlemesinin haricinde de bir islev tagidigini iddia eder. Ona gore soylemek, yapmaktir. Zira, giindelik
konusmalarda soziin géndergesiyle yarattig1 etki, dili anlik olusabilecek etkilesimlere agik hale getirmektedir.
Boylelikle dil, edimsel bir diger ifadeyle performatif bir nitelik kazanmis olur. J.L. Austin, Soylemek ve Yapmak,
cev. R. Levent Aysever (istanbul: Metis Yayinlar1, 2017).

71 Terry Eagleton, Edebiyat Kuramina Giris, gev. Tuncay Birkan (Istanbul: Ayrinti Yayinlari, 2014), 139-140.
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Kelimelerin olusturdugu ifadelerin temsil edilebilir olmasi, anlamlarinin belirli, sabit olmasi
demektir. Oysa U¢ Perdede Dért Aziz’ de ifadeler, hareketlidir, es zamanli birden ¢ok anlama
aciktir. Boylelikle okurun/seyircinin zihninde birden ¢ok manzara/peyzaj olusur. Anlam biitiin
bir gdsterenler zincirine dagitilmis veya yayilmistir. Stirekli bir mevcudiyet- namevcudiyet
kirpismasi gibi bir seydir ve bir metni okumak da bu siirekli kirpisma siirecini izlemeye benzer.”

Azize Teresa oturmus ve ayakta durmayarak yarist ve bunun yarisi ve yarist degil ve yarisi
oturmus ve ayakta durmayarak etrafi cevrili ve oturmus degil ve ayakta durmayarak ve etrafi
cevrili degil ve etrafi ¢evrili degil ve oturmus degil degil degil”.

Bu ornekte Azize Teresa’nin bulanik ve ayni zamanda pek ¢ok bigimde betimlenebilen
durumu, genel olarak Ug Perdede Dért Aziz metnindeki dil yapisi, mevcudiyet- namevcudiyet
kirpismasina 6rnek gosterilebilir. Azize Teresa’nin ‘oturmus’ ve ‘ayakta durmayarak’ ifadesi
ayni anlami tagir. Fakat pesi sira takip eden bir diger ifadede, ‘oturmus degil’ ifadesi kullanilir.
Yarist oturmusg diger yarisi oturmus degildir. Hem etrafinin ¢evrili oldugu hem olmadigi sdylenir.
Burada tek bir 6rnekle gosterilen ancak metin boyunca sik rastlanan bu ifadeler, dilin tek bir
anlama sabitlenmesini engeller. Dilin edimsel bir diger ifadeyle, devingen kullanimina sebebiyet
verir. Bu noktada, yarim birakilan climlelerle, baglag ve fiilimsi kullanimryla olusturulan dilin
edimsel yapisi, okurun/seyircinin imgeleminde es zamanli pek ¢ok anlamin olugmasini saglar.

Sonug¢

Kiibizmin 6nerdigi gérme bicimini, biitiinliigiin parcalandigi kesik, kdseli ¢izimler olusturur.
Ucg boyutlu nesneleri iki boyutlu yiizey iizerinde gdsterebilmenin yeni bir yolu olan kiibizm,
20.yy.’da yasanan savaslar ve kiyimlar sonrasi biitiinliigiin parcalanmasiyla olusan yeni bir
ifade bi¢imidir. Bu yeni bigimde ressam, artik var olan bir dis ger¢ekligi temsil ya da taklit
etmez, alimlayicisina kendi deneyimini aktarir. Boylelikle, yeni bir “sahsi bakis modeli”™
olusturur. Bu yeni bakis modelini, Pablo Picasso’nun kiibist peyzaj tablolarinda somutlamak
miimkiindiir. Kiibist resimde, bakanin bakisini1 bir odak dogrultusunda toplayan tekli; dogrusal
perspektif teknigi yerine, alimlayicinin bakisini birden ¢ok odaga dagitan ¢oklu perspektif
teknigi kullanilir. Boylelikle dogrusal perspektifin 6nerdigi art-zamanl gérme bigimi yerini,
coklu perspektifin 6nerdigi es zamanli gérme bicimine birakir. Eg zamanli gérme bicimi
izleyicisine, baktig1 figiirli ve dolayisiyla manzaray ayni anda pek ¢ok agidan kavrayabilme
olanagi sunar. Kiibist resim tekniginin 6nerdigi es zamanli gérme bi¢imini, Gertude Stein

72  Bahsi gegen ‘kirpisma’ ifadesi, post-yapisalcilikla agiklanabilir. Yapisalcilik, gondergeyle gostergeyi birbirinden
koparir. Post-yapisalcilik ise, bunun bir adim daha 6tesine gegerek, gosteren ile gosterileni birbirinden koparir.
Bu noktada anlam, dogrudan gostergede mevcut olmaz. Ayni zamanda, o gostergenin ne olmadigina bagl olarak
tim bir gosterenler zincirine yayilir. Yayilan anlam bir diger ifadeyle dagilan anlam, artik tek bir gostergede
bulunmadan mevcudiyet-na-mevcudiyet arasinda salinir. Eagleton bu durumu, ‘kirpisma’ olarak ifade etmistir.
Eagleton, Edebiyat Kuramina Girig, 139.

73 Stein, “Four Saints in Three Acts,” 48.

74 John Berger, Gorme Duyusu, gev. Osman Akinbay (istanbul: Agora Kitapligi, 2008), 183.
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yazim dilinde uygulamistir. Bu noktada genel olarak peyzaj metinde ve 6zel olarak “Four
Saints in Three Acts” (Ug¢ Perdede Dért Aziz) opera metninde es zamanli gdrme bigimi, dilin es
zamanli kullanimiyla saglanir. Dramatik metindeki ¢izgisel gelisen olay dizisinin yerini peyzaj
metinde betimlenen manzaralar almistir. Kullanilan dilin yapist, farkli zaman kiplerinden olusur.
Dogrudan yagsam gercekligini temsil etmeyen dil hem diizyazi hem de siirsel bigimde kullanilir.
Ug Perdede Dért Aziz’ de yarim birakilan ciimleler, belirsiz zamirler, anlami kesintiye ugratan
tekrarlar, pes pese kullanilan fiilimsiler, dilin temsil niteligini bozar. Béylelikle dili miitemadi bir
biling akisi teknigiyle, kafiyeli ve ritmik kullanan Stein, okurda/izleyicide ¢cagrisimsal imgeler
olusturur. Birden ¢cok anlama agik olacak sekilde yan yana kullanilan kelimeler, gdsterilenlerle
gosterilenlerin stirekli yeni kombinasyonlar i¢inde bulunmasini saglar. Anlat1 zelligini yitiren
kelime 6bekleri, okur/seyirci zihninde devingen gorsel imgelere donisiirler. Boylelikle temsil
niteliginden ¢ikarak performatif 6zellik kazanan sozciikler, anlamin sagilarak devingen, i¢ ice
gegen pek cok kiibik dil manzaralari olustururlar.
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Bu ¢alismanin amaci, posthiimanizm felsefesi isiginda robotik bedenlerin
konumunu sorgulamak ve bu bedenlerle iliskisine gére insanlarin yeniden
tanimina katkida bulunmaktadir. Bunun yani sira, bu calismada hedeflenen bir
diger nokta artik hayatin pek ¢ok alaninda karsimiza ¢ikan robotlarin varligini
tiyatro sahnelerinde izleyip robotlarin sahne sanatlarindaki yerini de tartismaktir.
Dahas, tiyatro sahnelerinde ve konser salonlarinda bir stiredir karsimiza ¢ikan
robotik bedenlerle karsi karsiya kalan ve bu bedenler vasitasiyla insanligin 6ziine
ve siiregelen konumuna ulasan insanlarin insanligini kaybetme korkusunun ve
endisesinin nedenlerini de ortaya koymaktadir. Bu endiselerin kaynaginin insan
merkezli bakis acisiyla sekillenen felsefi akimlarla cizilmis Ustiin insan algisi
oldugunu da gosteren bu calisma, insanin aslinda ne oldugunun robotlar da
dahil olmak tizere pek cok eyleyiciyle iliskisine gore yeniden anlamlandiriimasi
gerektiginin altini cizmektedir.

Anahtar Kelimeler: Posthiimanizm, robot, robot oyuncular, robot tiyatrosu,
robot aktorler

ABSTRACT

This article aims to question the position of robotics and contribute to redefining
humans based on their relationships with robotics within the framework of
posthumanism. Apart from this, the article further analyzes the place of robots,
which humanity is now facing in most of the areas in daily life, by tracing their
existence in performance art and on stage. Moreover, this article grasps the
essence and ongoing condition of humans through the robotic bodies that
have been encountered for some time on theatre stages and in concert halls,
thereby underscoring the human fear and anxiety over losing one’s humanity
when faced with such bodies. Showcasing how the perception of human
superiority as shaped by a human-centered perspective lies at the root of
these anxieties, this article underlines the necessity to reconceptualize what
being human actually means through humans’ entangled relationships with
a number of agents, including robots.

Keywords: Posthumanism, robot, robot performers, robot theatre, robot actors
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EXTENDED ABSTRACT

The focal point of this article involves questioning what being human means with regard
to the web of dynamic relationships with a number of agencies, including but not limited to
robotic bodies, which point to the technological evolution of humanity. The novel dynamics
in robotization have paved the way for certain anthropocentric anxieties to lose human agency
vis a vis robotic bodies by gaining greater agency to impact their environments. This article
aims within the framework of posthumanism to overthrow this anthropocentric anxiety and
to shatter the myth of human superiority that was formulated especially in accordance with
the Enlightenment’s emphasis on the privilege of reason. By acknowledging the material and
discursive interconnectedness in the process of making meaning, posthumanism has become
the critical confuting of the anthropocentric positioning of humans as implemented by the
humanist and Enlightenment discourses and ideas, hence challenging Cartesian dualism.
Posthumanism revisits and redefines what being human means by opposing the separation of
body and mind in the form of human existence and by challenging humans’ assumed superior
and distinctive position and exceptionalism. In so doing, posthumanism also further criticizes
and blurs ontological and epistemological categorizations by highlighting the inevitable and
inseparable relations humans have with other agencies such as nonhuman animals, plants,
elemental bodies, robotic bodies, toxic formations, seasons, radiation, continental policies,
and social and cultural formations.

Although posthumanism is not limited to only robotic redefinitions of what being human
means, robotization still plays a key role in showcasing humans’ redefinition through post-
humanist inquiries. From this perspective, this article aims to analyze how robots prevail in
modern society, whether in the workforce or in artistic areas such as performance studies. This
article exemplifies two famous robot musicians to trace the beginnings of the robotic presence
in the music industry. The first example involves Shimon, a skilled musician developed in
2017 by Prof. Gil Weinberg at the Georgia Institute of Technology for a robotic music project.
The second one involves Hatsune Miku, a virtual mixture of the vocal artist Saki Fujita, the
anime designer Kei, and Crypton Future Media, Inc., as these two examples already show
how robotic bodies have started to prevail in performance art.

In addition to these two nonhuman bodies that are famous in the music industry, this article
also draws attention to robot actors, in particular to the Seinendan Theatre Company and Osaka
University Robot Theatre Project. This article also provides some robot theatre examples
within this project, including La Métamorphose (2014) as a co-production of Japanese and
French performance art, Sayonara (2013), and 7, Worker (2013), all of which were written and
directed by Oriza Hirata. Though not included in the above-mentioned robot theatre project,
Francesca Talenti’s The Uncanny Valley (2013) and Rimini Protokoll’s Uncanny Valley (2022)
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are other examples of robot theatre. All these plays distinctively illustrate the dominance of
robot actors on theatre stage as a counterpart to their human colleagues.

In addition to these robot performers, the article also acknowledges the conceptual insertion
of robotic and virtual bodies into plays long before the material introduction of robotic bodies
on stage. A quotation from Caryl Churchill’s Love and Information (2012) illustrates how
virtual bodies have been conceptually discussed in dramatic plays. This example also underlines
the clash between the virtual/robotic embodiment and physical embodiment that appears in
the dichotomy between organic and inorganic bodies. This dichotomy underlines humanity’s
ancient fear about losing their essential and organic existence to inorganic machines. This fear
is at the heart of blurring the line between life and death, thus indicating humanity’s obsession
with defining life in human terms. By granting cogency to the posthumanist redefinition of
humanity, this article hints at humanity’s evolution with robotic bodies. American soldier Craig
Lundberg showcases how a human body can evolve through constant interaction with robotic
and technological extensions and insertions. Upon taking all these examples and theoretical
discussions into consideration, this article redefines and revises what being human means using
post-humanist ideas with references to a number of robot theatre performers.
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Giris

Ozgiir ve Insan olmak istemiyor musunuz? Insanlik ve
ozglirliik ne demek hi¢ mi anlamiyorsunuz?"

Jetgiller ¢izgi dizi serisinin Rosey robot tasvirinden Neuralink’e geldigimiz bu giinlerde
insanin teknolojik ve robotik bedenlerle olan iligkisini irdelemek ve farkli dinamik iliskilerle
stirekli bir degisim ve doniigiim iginde olan evrenin pargalarini yeniden tanimlamak gerekliligi
ortaya ¢ikti. Gliniimiiz insan iletisiminin temel yapisi olan ve madde-anlam ¢akismasini
kavramlarla algilayabildigimiz insan diliyle bir takim kuramlar ve anlayislar ortaya atip
bu dinamik degisimde insan nedir sorgusunu her giin diisiiniir olduk. Peki, nedir bu insan?
Giiniimiiz teknolojik gelismeleriyle ve 6zellikle SARS-CoV-2 (Covid-19) déonemi zorunlu
dijitallesmesi ile 5nem kazanan insanin televarlig1 ve dijital cismiyle Insan biiyiik bir degisimin
esiginde mi? Robot bedenlere mi evrilecegiz? Isaac Asimov’un Ben Robot kitabinda kurgusal
olarak ortaya attig1, robotlarin insanlara asla zarar vermeyecegi, insanlarin emirlerine uyacagi
ve bu iki kuralla ¢elismedigi miiddetce robotlarin kendi yasamlarini korumalarini igeren iig
robot kanunu yerini korku ve endiseye mi birakt1? Robotlarla insanlar ayr1 ayri evrilen iki
farkl1 tiir haline mi geldi? Oyleyse bu iki farkl1 var olusun neticesindeki etik sorunlar kimin
sorumlulugunda? Bu sorgulamalarin hepsi bizi gliniimiiz posthiimanist tartismalarina gikariyor.

Posthiimanizm

Insanin 6zne konumunu sorgulayan ve bu konumun maddesel ve sdylemsel olusumlardan
ayr1 olmadigini gosteren posthiimanizm, Doga ve Kiiltiir’iin — ve Madde ve Soylem’in — ikili
bir karsitlik olmadigimin ve birbirinden ayrilamaz bir sekilde birbirine birlesik ve dolanik
oldugunun, dolayistyla birinin digerine iistiinliigiiniin olamayacaginin altim gizer. Ozelde
insanin da hem madde hem bilgi 6zlerinden olustugunu g6z oniinde bulundurarak insanin
maddeye ya da insan olmayan canli ve cansiz varliklara kars1 bir tistiinliigii s6z konusu degildir.
Ciinkii insan maddeden ayri1 bir yere konumlandirilacak bir olusum degildir. Robotlagma
bu tartismalar agisindan 6nemli bir noktadir. Clinkii robotlasma, Can Batukan’in deyimiyle
“yepyeni etkileme ve etkilenme (afekt) olanaklarr* sundugundan insani yeniden tanimlamak
icin dnemli bir yol agmaktadir. Peki, robotik bedenlerle iliskisiyle yeniden yapilan tanima
gore insan nedir? Hafizamiz, ¢evremizdeki hava durumu, iilkeler ve kitalar aras1 politikalar,
ekonomik ve politik degisiklikler, insanin yasina, cinsiyetine ve sosyal statiisiine bagli bedeninde
ve ruh halinde meydana gelen farkliliklar gibi pek ¢ok etmen insanin aslinda hi¢bir zaman
Insan® olmadigin1 gostermektedir. Fakat insanin insanligini en gok sorguladigi nokta giiniimiiz
teknolojik gelismelerle varilan robotlasma asamasidir.

1 Aldous Huxley, Brave New World (New York: Vintage, 2004), 187.

2 CanBatukan, Anima-lizm: Insan, Hayvan ve Bitkilerde Ruh Uzerine (Istanbul: Altikirkbes Yaymlari, 2016), 38.

3 Biiyiik harfle baslayan Insan, Aydinlanma Cag: felsefeleri neticesinde ortaya ¢ikan insan-merkezli bakis agisin
yansitan insan tanimidir.
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Robotlasmanin merkezinde olan posthiimanizm felsefesine 1sik tutan diger olusumlardan
bahsetmek yerinde olacaktir. 1940’larda Martin Heidegger’in varlik, olusum ve teknoloji iligkileri
sorgulamalart; 1950’lerde Maurice Merleau-Ponty’nin algi lizerine yenilik¢i yaklasimlari;
1970’lerde Pierre Bourdieu’nun maddesel pratiklerle degisen kiiltiirel deneyimlere 151k tutan
habitus kavrami; 1970’lerde Michel Foucault’in insan fikrinin zamana dolanik sdylemlerle
sekillendigini savunup diinya tarihinin merkezine Insan1 konumlandirma kibrinden &tiirii
Marksizm agisindan hiimanizm anlayisini elestirmesi; 1980°lerde Luce Irigaray’in eril sistemdeki
merkezi sorgulamasi; 1990’larda Gilles Deleuze un 6znenin iistiin goriilmesini reddetmesi ve
1990’larda Jacques Derrida’nin Avrupa merkezciligini yapibozumuna ugratmasi, posthiimanizme
dogru ilerleyen merdivenin kuramsal basamaklarini olusturmaktadir.* Elbette sadece isimlerini
gecirerek bu diisliniirlerin alana katkilarindan bahsetmis say1lmayiz ama posthiimanizme giris
yapmadan once bu énemli isimlerin anilmas1 gerekmektedir.

Ilging bir sekilde insam kiiltiirel, ¢evresel, maddesel ve sdylemsel baglamda teknolojik,
organik, inorganik, canli ve cansiz bedenlerle yeniden tanimlamak isteyen posthiimanizm
denildiginde akla ilk robot bedenler ve teknolojiyle insanin dolaniklig1 geliyor. Fakat aslinda
posthiimanizm robotik ve teknolojik gelisimlerin insanin yeni tanimi tizerindeki etkisini
incelemekten ¢ok daha derin felsefi bir kuramdir. Bu yanlig anlagilmanin 6zellikle Haraway’in
siborg metaforunun yanlis anlasilmasindan kaynaklandigini diisiiniiyorum. Siborg denilince
akla ilk robot bir beden olusumu geliyor. Fakat Haraway siborg metaforunu, dogakiiltiir(lerin)
i¢ igeligini anlatmak i¢in kullanmakta ve siborgu her yonelmesi ve olusmasiyla dinamik olan
doga ve kiiltiiriin, maddenin ve anlamin sinirlarini eriten posthiiman bir olusum olarak ortaya
atmaktadir. Siborg metaforunda “Doga ve Kiiltiir yeniden islenir ve biri digerinin iistii gibi bir
gortintim artik yoktur.” Bilgi ve anlamin insan ve insan olmayan aktor aglari tarafindan nasil
iiretildigini inceleyen Bruno Latour da benzer bir sekilde “nesneleri ve maddeleri toplumsal
acgiklamalarmdan kurtarmamiz gerektigi gibi anlamlart ‘Doga’ kavramina indirgenmekten de
kurtarmak zorundayiz”® der. Bu baglamda kavramlarin biz onlara anlam yiikledigimiz i¢in var
oldugu ve diigiincenin var olmanin esasi oldugu da ¢iirtitiilmiistiir. Hem Latour hem Haraway
insanin insan olmayan olusumlarla stirekli bir etkilesim iginde oldugundan anlamlarin ve
maddelerin bu etkilesimler neticesinde ortaya ¢iktigini vurgulamistir. Neticede aslinda biz hig
Insan olmamisiz. Biz neyiz o halde? Higbir zaman insan olmadiysak biz neydik? Neyiz? Biz
akil miy1z, beden miyiz, ruh muyuz? Disiiniiyoruz dyleyse var miyiz, yoksa var oldugumuz igin
mi diisliniiyoruz? Ya da o kadar i¢ ige ki varolus ve diisiiniis ayrilamiyor mu? Hans Moravec’in
insan bilincini bir bilgisayara indirme senaryosu bazinda bizim 6zlimiiz biling mi? Bu biling

4 Burada iizerine durulmas gereken bir diger nokta eski maddeciliklerdir. Ozellikle Sokrates oncesi filozoflarin
kavramsallastirdigr eski maddecilikler yazinin baglaminda olmadigindan ele alinmamustir.

5 Donna J. Haraway, Simians, Cyborgs, and Women: The Reinvention of Nature (New York: Routledge, 1991),
151.

6  Bruno Latour, Reassembling the Social: An Introduction to Actor-Network-Theory (Oxford: Oxford University
Press, 2005), 109.
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maddemizden ayr1 m1? Eger bilgi varliktan ayriysa bizim 6ziimiiz olan DNA nasil madde ve
bilginin ayrilamaz bir olusumunu gosteriyor? Maddesel 6ziimiizdeki bir kod degisirse bizim
bilincimiz ve semantik anlayisimiz da degismez mi?

Bu sorular ayni zamanda posthiimanizmi kuantum fizigi 1s1¢inda agiklayan kuramlarda
karsiligin1 buluyor. Bu alanda ses getiren Karen Barad, Meeting the Universe Halfway:
Quantum Physics and the Entanglement of Matter and Meaning (Evrenle Yartyolda Bulugmak:
Kuantum Fizigi ve Anlam ve Maddenin Birbirine Karigmasi, 2007) adli eserinde maddeselligi,
eyleyiciligi ve gercekligi yeniden diisiinerek, tutarli ve kapsayici bir bilim, bilgi, anlam
ve madde kurami ortaya atmistir. Eyleyici gergeklik (agential realism) kuramiyla Barad
eyleyiciligi geleneksel hiimanist yoriingesinden ¢ikarmis, “insan niyeti ve oznelliginden™’
ayr1 bir yere konumlandirmigtir. Barad, 6zellikle Niels Bohr’un kuramindan yararlanarak
maddenin i¢ten-etkimesiyle hem varolus hem de bilme oldugunu® ve bir olusumun diger
olusumun 6ncesinde gergeklesmedigini, her eyleyicinin ortak olusunu agiklamistir. Diger
bir deyisle, bulundugu ortama etki edebilme olarak tanimlanan eyleyicilik ne insanlar ne
de insan olmayanlar tarafindan sahip olunabilecek bir sey degildir. Eyleyicilik biitiin farkli
degiskenlerin bir araya gelmesi olasiliginin dogurdugu enerjidir, giigtiir. Evren, anlam, madde
diye kavramlastirdigimiz olusumlar ve insan diistincesi bu enerjiyle olusur. Dolayistyla insan
akl1 bu olusumdan ayrilamaz; daha ziyade bu dinamik olusumun vazgegilmez bir pargasidir.
Insanlar dl¢iilemez karmasikliktaki elektrik, kimyasal ve kinetik enerjilerin akisiyla ortaya
¢ikan farkli toplumsal diizenlerdeki enerji eyleyicileridirler. Benzer sekilde evrende de kendini
151k, radyasyon, kiitle, yoriinge, yer ¢ekimi gibi gosteren enerji degisimlerinin siirekli bir
dongiisiinii aslinda her an hissederiz.

Bu karmasik iliskiyi Barad, Niels Bohr ve Werner Heisenberg deneyleriyle agiklamistir.
Albert Einstein’in da iizerine diislindiigii parcacik ve dalga ikilemine Heisenberg, ekipman
degisimiyle dalga modelinin par¢acik modeline degisiminin pargacigin bozulmasindan
kaynaklandigini sdyleyerek, bu bozulmanin bizim neyi bilebilecegimize bir sinir koydugunu
sOylemistir. Yani her bir 6l¢timde 6l¢tiigiin sey bozulup degisecektir. Atom alt1 pargaciklarinin
ayni anda hem konumunu hem de hizin1 6l¢gmek miimkiin degildir. Bu da Heisenberg “Belirsizlik
[lkesi”nin (Uncertainty Principle) 6ziidiir. Fakat Bohr, Heisenberg’in biiyiik bir hata yaptigini,
bunun belirsizlik degil belirlenemezlik (indeterminacy) oldugunu sdylemistir. Bir 6l¢lim
yaptigimizda bir seyleri bozup da neticede bilgimizin herhangi bir olusumu belirleyemeyecegi
durumu yoktur. Aslinda 6l¢iimden 6nce maddeler arasinda kendiliginden var olan 6zellikler
ya da smuirlar yoktur. Seyler belirlenemez, 6l¢limden 6nce yokturlar. Yani 6l¢iimiin ta kendisi
maddelere belirli sinirlar ve 6zellikler atfeder. Bu bakimdan pargaciklarin 6l¢iimden bagimsiz

7  Karen Barad, Meeting the Universe Halfway: Quantum Physics and the Entanglement of Matter and Meaning
(Durham: Duke University Press, 2007), 177.
8  Barad, Meeting the Universe Halfway, 178.
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konumlar1 yoktur. Tipki konum, momentum, pargacik ve dalga gibi zaman da belirli bir olusum
i¢inde farkli dinamik etkilesimlerle anlam bulur.

How We Became Posthuman: Virtual Bodies in Cybernetics, Literature, and Informatics
(Nasil Posthiiman Olduk: Sibernetik, Edebiyat ve Bilisimde Sanal Bedenler, 1999) ve My
Mother was a Computer: Digital Subjects and Literary Texts (Annem bir Bilgisayardi: Dijital
Ozneler ve Edebi Metinler, 2005) isimli eserleriyle posthiimanizm alaninda ¢181r agan katkilar
saglayan Katherine Hayles insan merkezli bakis agisina gére varligin (yani insan varligiin)
0zii olarak kabul edilen bilingliligin epifenomen oldugunu vurgular. Bohr’un belirlenemezlikle
iistiinde durdugu noktayla Hayles’in bu vurgusunu birlestirecek olursak sinirlart olmayan ve
tanimlanabilir durumda hazir beklemeyen, siirekli bir doniisiim i¢inde olan madde/anlam
olusumunu ancak dl¢tiiglimiiz zaman kavrayabiliriz. Bu durumda da bilingli bir sekilde ona
bir¢ok 6zellik atfetmis oluruz. Dolayisiyla biling daha temel 6zelliklerin etkilesiminden
kaynaklanan bir olusumdur. Descartes’in ortaya attig1 insan bilinci ve rasyonel muhakeme
yetenekleriyle vardir diislincesinin aksine bilinglilik eyleyiciligini “gercek anlamda géremedigi
ve anlayamadigi daha temel aktérlerden alan; fakat kendine merkezi bir hak iddia etmeye
calisan ama [bilin¢li kavrama olusumun kendisinden sonra oldugu icin] aslinda partiye ge¢

999

katilan bir aktor’™ olarak tanimlamak da mimkiindir.

Insanin dogay1 algismin smirsiz ve dongiisel bir olusumun icinde erimesi klasik anlamda
Insanm akl iistiinliigiiniin sorgulanmasina sebep olur. Bu baglamda insan-merkezli séylemlerle
iizerinde 1srarla durup asla kaybetmek istemedigimiz listiinliigiimiiz aslinda var mi1? Rosi
Braidotti 7he Posthuman (Posthiiman, 2013) baslikli kitabinda, posthiimanizmle yeniden
tanimlanmaya davet edilen insan i¢in “deneyimledigimiz koklii doniisiimlere denk gelecek 6zne
olusumu i¢in yeni sosyal, etik ve sdylemsel semalara™" ihtiyacimiz oldugunu anlatmaktadir.
Ayni enerjinin dolaniklig1 icinde olugan bir kozmolojide insan diisiincesi bu olusumdan bagimsiz
bir yere sahip degildir ve insan algiladig1 ve diisiindiigii i¢in bu olugum var olmaz. Bu olusum
dinamik bir sekilde durmaksizin devam ettigi i¢in insan diisiiniir ve algilar. Evrenin ¢arpigarak
degigmesi, stirekli bir hareket halinde olmasi, doganin kaotik dengesi, insan viicudundaki mesela
kan akisinin hi¢ durmamasi gibi siirekli olan hareket aslinda bize 6l¢limiin olmadigini, cisimlerin
olusumlar i¢inde sinirsiz ve birbiri i¢ine gegmis oldugunu da hissettirmektedir. Dolayisiyla
diistindiigimiiz i¢in var olmuyoruz: “Biz bilgiyi diinyanin disinda durup elde etmiyoruz,
biliyoruz ¢iinkii biz de bu diinyadaniz.”"" Katherine Hayles’in belirttigi gibi “yaptigimiz sey
ve oldugumuz(u diistindiigiimiiz) sey birlikte evrilir.”'> Var olmak bize kaginilmaz bir bigimde

9  Katherine N. Hayles, “How We Became Posthuman: Ten Years On An Interview with N. Katherine Hayles”,
Paragraph 33. 3, (2010): 321-22.

10 Rosi Braidotti, The Posthuman (Cambridge: Polity Press, 2013), 12.

11 Barad, Meeting the Universe Halfway, 185.

12 Katherine N. Hayles, “Unfinished Work: From Cyborg to Cognisphere”, Theory, Culture and Society 23, (2006):
164.
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diistinmeyi de beraberinde getirir. Ciinkii bu varolus hem anlam hem maddeyi bir arada
olusturur. Bu bir arada olus ayni zamanda beden ve aklin ayrilamazligin1 da gostermektedir.

Robotlar ve Beden- Akil ikilemi

Bazi robot bilimciler kodlanmis bir programdan da bilingli bir aklin ¢ikabilecegi diisiincesiyle
“akill1” robotlar ya da insan aklinin bir bilgisayara yiiklenmesi gibi ¢caligmalar yiiriitmektedir.
Bu ¢alismalar bedenimizdeki bilgi, enerji ve madde dolagimini saglayan iletisim aglarmin
ndrotransmitter denen sinir tastyicilariin araciligryla karmasik ve siirekli bilgi dongiisiiniin
bilgisayarlardaki kablolarla, silikon bazli ¢iplerle ve analog tasiyicilarla saglanmasi fikrine
dayanir. Yani bu fikir, kozmolojik olarak kendiliginden olusan karmasik bir sistemin anlam ve
madde biitlinlesmesinin insan yapimi bir iirtinde de insan eliyle olusturulabilecegine dayanir.
Bu olugsuma 2017°de robotik miizisyenlik kapsaminda Georgia Teknoloji Enstitiisiinden Prof.
Gil Weinberg’in gelistirdigi Shimon bir 6rnek olusturabilir. Shimon, insan meslektaglarini
dinleyip, anlay1p, onlarla isbirligi i¢inde miizik yapabilen bir robottur. Bunu yaparken “yapay
zeka ve yaraticilik algoritmalarini miizik deneyimlerini ve sonuglarini”'® agiga ¢ikarmak igin
kullanmaktadir. Shimon’un robotik bedeninin aksine sanal bir cismi olan bir diger miizisyen
ise “ses sanatgist Saki Fujita, anime tasarimcist Kei, Crypton Future Media sirketi ve sarki
ve video gibi icerik olusturan milyonlarca hayrani olan™'* Hatsune Miku.

Cisimli ya da cisimsiz teknolojik beden olusturma istegi giinlimiiz robotik ¢alismalarinin
temelindedir. Fakat bu istek akil ve bedenin, yani madde ve anlamin ayrilmasindan ziyade
birlikte yeni bir olasiliklar olusumu olusturmasiyla viicut bulabilir. Bununla ilgili olarak The
Posthuman Condition: Consciousness Beyond the Brain (Posthiiman Durum: Beynin Otesinde
Bilinglilik, 2003) adli kitabinda Robert Pepperell soyle soyler: “Kisinin uzun zamanlar duyusal
uyaricilardan uzak tutuldugu durumlarda akilda haliisinasyonlarla baslayp siddetli travmayla
sonuglanan islevsel bozukluklar meydana gelir. Bedenden ve diinyadan almaya aliskin oldugu
devamli ve gesitli bilgi akisi olmadan akil diizgiin bir sekilde ¢alismaz.”" Pepperell bu sozleriyle
aslinda madde ve anlamin dolanikligima dikkat ¢cekmektedir.

Bu baglamda, robotik bedenleri cisimden ayri bir olusum olarak diisiinmektense yapay
beden pargalar1 ve uzantilariyla insan olusumunun yeni etkilesim faktori olarak diistinmek
de gerekir. Burada Craig Lundberg 6rnegini vermek yerinde olacaktir. Gérme yetisini Irak
Savasinda bir bomba etkisine maruz kalmasi neticesinde kaybeden Amerikali asker Lundberg,
silikon bazli ve karbon bazli olugumlarin i¢ igeligini temsil eder. Gorsel imgeleri yakalayan
bir kameranin dilin iizerindeki lolipop benzeri bir araca bir kablo yoluyla baglanmasi ve bu

13 Shimon Robot. Erigsim: https://www.shimonrobot.com/info

14 Nick Collins, “Trading Faures: Virtual Musicians and Machine Ethics”, Leonardo Music Journal 21, (2011): 36.

15 Robert Pepperell, The Posthuman Condition: Consciousness Beyond the Brain (Bristol: Intellect Books, 2003),
18.
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aracin el kumandasiyla uzaktan kontrol edilebilir olacak sekilde bu imgeleri elektrik titresimleri
gibi yansitarak!® Lundberg’e gérme yetisini yeniden kazandirmasi Lundberg’in insanhigini
sorgulamamiza yol agmaz. Bu adamin ne kadar1 insan ne kadar siborg diye diisiinmeyiz. Acaba
makine ve insan arasindaki keskin farki ve sinir1 astik m1 diye endiseye kapilmayiz — tabii
Lundberg’in tedavisinde bagvurulan yontem niikleer felaketlere ve toplu dliimlere sebep veren
teknoloji kullanimindan ¢ok farkli, bu yiizden korku uyandirmamasi ¢ok da yadirganacak
bir durum degil. Korkmaktan ziyade onun bu yeni olusumunu insanliginin bir pargasi olarak
goriiriiz. Tipki bir Zoom toplantisindan baska bir Google Meet toplantisina, bir Moodle ders
planlamasindan baska bir goriintiilii aile konusmasina kosan kendi beden gercekligimin ne
kadarmin insan ne kadarinin sanal oldugunu sorgulamadigim gibi. Fakat 6zellikle kurgusal
olarak ¢ok karsimiza ¢ikan, giiniimiizde de “Beyin i¢in Biiylik Bulus Teknolojisi” sloganiyla
ortaya ¢ikan Neuralink projesiyle hayret ve endise uyandiran fizyolojik iyilestirme amaciyla
sinir sistemine silikon ¢iplerin yerlestirilmesi durumu Lundberg 6rnegindeki olusumdan
oldukga farklidir. Neuralink bedenden elektrik akimlarini almasi, yeni akimlar gondermesi ve
diisiince ve hafizayi tetikleyen, yenileyen ya da yok eden ve yeni bilgi yiikleyip indirebilen bir
potansiyele sahip olmasiyla insanlarin iktidar hirslarini tetikleyebilme potansiyeline sahiptir.
Bu durum da endise vericidir.

Robotlasma-insansizlasma Endisesi

Bu endise insanlarin insan enerjisinden kopup farkli robotik ve makine diizenine gegme
korkusundan kaynaklanir. Yeni teknolojilerin “eski Insan’1 yok edip yeni bir makine tiiriine
cevirmek™" igin kullanilacagi, pek ¢ok distopya ve bilim kurgu eserinde sik¢a deginilen bir
konudur. Mesela, Aldous Huxley Brave New World (Cesur Yeni Diinya, 1931) romaninda
teknolojiyle tiretilen insanlarin 6zgiir iradeden yoksun birakildigi ve Ford’dan sonraki donemde
birilerine ¢ikar saglamak igin kapitalist ve materyalist diizenin devamliligini saglamak adina
programlandig bir diinya kurgular. Oyle ki dogumdan 6liime zihinsel ve bedensel kontrol altinda
tutulan insanlar heniiz fabrikada birer embriyoyken kendi siniflarini sevebilmeleri igin siirekli
bir kosullanmaya maruz birakilip hayatlari boyunca soma ad1 verilen bir ilagla durumlarindan
kosulsuz memnun olmalari i¢in uyusturulurlar. Bu tip kurgusal senaryolar bize insan 6ziimiizden
uzaklasma ihtimalini sundugu i¢in dehsget vericidir. Acaba biz ruhsuz birer makineye mi
doniisecegiz? Oyle olursa insanligimizdan geriye ne kalir? Kadim zamanlardan giiniimiize
kozmik enerjinin bir pargast olan her insanin yillardir endiselendigi konuya giiniimiizde bir
de robot ve makineye doniisme endisesi eklendi.

Belki de bu endiseyi en iyi yansitan Seinendan Tiyatro Kumpanyasi ve Osaka Universitesi
Robot Tiyatro Projesi kapsaminda Oriza Hirata tarafindan 2014 yilinda ydnetilen Japon-

16  Blinded Merseyside soldier ‘sees’ with tongue device. BBC. 2010. Erisim: http://news.bbc.co.uk/2/mobile/
uk news/england/merseyside/8568485.stm

17  Daniel Dinello, Technophobia!: Science Fiction Visions of Posthuman Technology (Austin, Texas: University
of Texas Press, 2005), 273.
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Fransiz ortak yapimi olan La Métamorphose (Doniisiim) oyunudur. Kafka’nin eserinden
esinlenerek olusturulan bu oyunda Gregor Samsa, Hiroshi Ishiguro tarafindan tasarlanan bir
Repliee S1 androidine dontismektedir. Orijinalinde bir bocege doniisen Samsa burada robotik
bir maddeye doniisiliyor; boylece orijinal versiyonda bocege doniisiimiin yarattigi fiziksel
tiksintiyle gelen organik 6teki bu versiyonda robotik bedene dontistimle “inorganik bir oteki”™'®
meydana getiriyor. Kafka’nin yansittig1 insandan hayvana doniigiim, insanlarin akillarini ve
zihinsel muhakemelerini kullanarak yiikselip ilahi bir biitiinliigli saglayacagi ya da bedensel
diirtiilerine boyun egip hayvansal varliklari i¢ginde hapsolacaklar: yoniindeki derin varolus
felsefesi sorgularini yansitir. Kafka’nin eserinde ayrica bir bocegin kabuguna doniisen Samsa’nin
derisi insan ve hayvan arasindaki enerji paylasimini ve maddesel/anlamsal biitiinligiin bir
pargasit olma agisindan i¢ ige gegmisligin altini ¢izmekle kalmamis, ayni zamanda insanlarin
hayvansal ve maddesel yanlarina da dikkat ¢ekmistir. Boylelikle hayvanlarin eyleyicilikleri
de bir sekilde tanimlanmistir. Hayvanlarin insan tizerindeki eyleyici etkilerini belki de en iyi
orneklendirenlerden biri su ¢ok bilinen sozleriyle Jacques Derrida’dir: “Ne zamandan beri
hayvamn bize baktigini soyleyebiliriz? Hangi hayvan? Oteki. Surf bir yoklayayim diye kendime
stk stk kim oldugumu sorarim. Sessiz bir ortamda ¢iplak bir sekilde bir hayvanin, mesela bir
kedinin, bana baktigini yakaladigimda, bu utancimla basa ¢itkmakta olduk¢a zorlanirken,
iste tam da o anda ben kimim?”" Bir kedinin onun ¢iplak bedenine baktiginda utanan ve
kim oldugunu sorgulayan Derrida acaba bir robotun bakisinda ne hissederdi? Kafka’nin
Samsa’sindan farkli olarak Hirata’nin Samsa’sinin derisi bir android varligina biiriiniiyor ve
bu durumda insan-robot iliskisi ve yakinligi/uzakligi irdeleniyor. Bu dontisiimle beraber aile
baglar1 da kopmakta, robotik bir bedene donilisen Gregor’a bakmak aile tiyeleri i¢in gitgide
daha zor bir hale gelmektedir. Bu dontisiim farkli bir yasam formuna doniisiimden ziyade
yasamdan yasamsizliga doniisimii resmetmektedir. Bu a¢idan bu oyun bize yasamin ne
oldugunu sordurmaktadir.

Iyi de yasam nedir? Bizim yasam formumuzun 6zii bilgi ve madde i¢ ice dolanikligrysa
benzeri robotik bedenlerde de yapilabilir mi? Insan varligi sadece genetik kodlarda yasam
formumuzun basindan bu yana kaydedilen ve arsivlenen bilginin maddesel ve anlamsal
bitigikte paylasilmast mi1? Bu durumda insanligin sadece veri paylasimina dayali olan bir
siber alana daraltilmas1 ve insanlarin veri arsivleri konumuna indirgenmesi de korku ve endise
uyandiricidir. Insanlhigin iistiinliigiinden styrilip olasiliklar dahilindeki maddesel/anlamsal
olugumlarin neticesinde genetik bilgi diizlemine indirgenmesi insanlar tarafindan anlamsal
kayip olarak goriilmiis ve bu algiya direkt tepkiler dogmustur. Bu tepkiler insanlig1 yok etmeye
calisan dogal afetler, uzayli istilalari, zombi salgilari ve kétii niyetli robotlarin insan tiiriiniin

18 Krisztina Rosner, “The Gaze of the Robot: Oriza Hirata’s Robot Theatre”, The Theatre Times (2018). Erisim:
https://thetheatretimes.com/the-gaze-of-the-robot/

19 Jacques Derrida, “The Animal That Therefore I am (More to Follow)”, Ceviren David Wills. Critical Inquiry
28.2,(2002): 372.
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sonunu getirmek i¢in el birligiyle caligmasi gibi korku senaryolarini beraberinde getirmistir.
Bu teknofobik algiy1, “tekno-kiyamet Tekligi” ve beraberinde gelecek olan “yeni, tamamen

bagimsiz, yapay olarak zeki bir tiiriin insanlarla rekabet icine” girecegi ve “insan anlayisi ve

20

kontrolii otesinde — kendi hayatlar: ve giindemleri olan robotlarin”® insanlig1 ele gecirecegi

korkusu besler. Bu senaryolari 6zellikle bilim kurgu, distopya ve iklim kurgu tiirlerinde iiretilen
popiiler filmlerde ve edebi eserlerde sik¢a gormekteyiz. Bu temsillerin 6ziinde olan sey aslinda
insan iistiinligiiniin bu senaryolarla yeniden pompalanmasidir. Ciinkii bu senaryolarin sonunda
genellikle Insan akliyla bu tiir sorunlarin {istiinden gelip “Insanlik” savas1 vermistir. Bu alg
Kartezyen Dualizmiyle saglamlasan insan-merkezciligin dogrudan bir sonucudur. Benzer
alg1 Ingiliz oyun yazari Caryl Churchill’in Love and Information (Ask ve Bilgi, 2012) adl
oyununda sanal bir olusum gergekliginin sorgulandig: bu diyalogla verilmektedir:

¢linkii o yok
[...]
o gercek degil.
yani?
yani sen onun
o var, yine de var
peki, tamam var ama tipki ayakkabin ya da bir kutu
yani onun bir ayakkabidan farkinin olmadigini mi soyliiyorsun?
ayakkabr kadar hissedebildigini soyliiyorum
sen ne bilirsin ki!
o cansiz bir madde, o bir Sey
[...]
ama o sanal
yani?
yani o aslinda
biri etten kemikten degil diye onun yok sayilmasina inanamiyorum
o sadece bir bilgi
peki sen nesin?
tamam evet biz de
biz de bilgiyiz, genlerimiz, bizim
evet ama o farkl
nasil?
akli yok, bilingli degil
nerden biliyorsun ki?
o bir bilgisayar oyunu.”'

Dijital ve sanal bir maddenin sanal bilgi tiretimi ve bu bilgiyi kendi sanal cismi igerisinde
tasimasi anlayisi, Insan varligini daha anlamsal ve sadece biling diizeyine oturtmaktan
kaynaklanmaktadir. Halbuki sinirlar1 olmayan dinamik bir etki-tepki iliskisinde her bir aktdriin

20 Dinello, Technophobia!, 26.
21  Caryl Churchill, Love and Information (Londra: Nick Hern Books, 2012), 62.
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failligine dayali bir insan algisinda madde ve anlamin birlesmesi ve bu birlesimde her olusumun
—sanal olusumlar dahil — etkin olmasi esastir. Dolayisiyla sanal ve teknolojik bedenler de vardir
ve etkindir. Nitekim, robotbilim, protez organlar, nanoteknoloji, genetik maniptilasyon gibi
teknolojiler bu olusumlarin insan hayati i¢in eyleyiciliklerini gozler oniine serer.

Massachusetts Teknoloji Enstitiisii’'nde Panasonic Robotik Profesorii robotik girisimei
Rodney Brooks, Flesh and Machines: How Robots Will Change Us (Ten ve Makineler:
Robotlar Bizi Nasil Degistirecekler, 2002) adli kitabinda insan ve makinelerin zeka olarak
benzer evrilecegini ve yakinda robotlari bir yoldas ve dost olarak (2002, s. 194) gérecegimizi
anlatir. Goriildigii gibi, Brooks un robotlara olan iyimser yaklasimi, robotlarin vahsice insan
tiiriine saldirip onlarin eyleyiciliklerini emerek yok etmeye calistiklari teknofobik bilim kurgu
ve distopya senaryolarindan oldukga farklidir. Biz de gilinlimiizde 6zellikle SARS-CoV-2
salgimiyla fiziksel varligin televarlik ya da dijital varliktan artik daha az dnemli bir konumda
oldugu yeni bir diinya diizeninde biiriindiigiimiiz bu yeni kimligi kucakliyor muyuz, yoksa
bu kimligi siddetle reddedip insanligimizin sézde vazgecilmez bir parcasi olan Tek Ustiinliik
tahtimizin sarsildigindan m1 endise ediyoruz? Teknolojik gelismelerle insanlardan daha akill
robotlar m1 ortaya ¢ikacak — ki bu bir tehdit olabilir ve insan diizenini alt {ist edebilir — yoksa
bu robotik olusumlar bize yeni bir yoldas ya da arkadas olarak mi viicut bulacak? Shimon’un
sahnede diger miizisyenlerin arkadasi olarak bulundugu goriilmektedir. Ya da Hatsune Miku’nun
birgok hayrani icin bir idol, rehber ya da dnder olarak goriildiigii de aciktir. Oyle ki adina
hayranlari tarafindan siirler yazilip sarkilar bestelenmektedir.

O halde insanlarin yaptiklari isleri artik ¢ok kolaylikla yapabilen, hatta yaraticilik gerektiren
sanat dallarinda bile robotlarin varligini1 goriiyorsak, insanlarin insan dziinii kaybetmeleri
korkusunun yani sira bu robotlar insanlari sosyal ve ekonomik alanlardan da atip onlart yok
saymaya mi1 bagladi1? Artik her alanda insanlar yerine robotlart m1 gérmeye baslayacagiz?
Insan, insan yerine sosyal ve ekonomik alanlarda robotlar1 secmeye mi baslad1? Bu degisim
insanin manevi tarafindan vazgegip tamamen materyallige donmesinin bir yansimast mi? Bu
durum zaten ekonomik, politik ve sosyal olarak toplumsal diizenden atilan belirli insanlarin yok
edilmesine sebep olmaz mi1? Bu da robotlara karsi duyulan korkunun dig kabugu styrildiginda
ortaya ¢ikan sebebidir. Ornegin miizik ve tiyatro piyasasinda robot bedenler sahnede ¢oktan
goriinmeye basladi. Bu durumsa yeni bir tartisma konusunu giindeme getirmektedir. Can
Batukan’in degindigi gibi, “/rJobotlar ve bilgisayarlar giderek her yerde ve ‘her yerimizde’
bizim bir parcamiz ya da uzuvlarimiz haline gelmek, isgiiciiniin biiyiik boliimiinii isgal etmek
ve savas makinasina eklemlenmek suretiyle bizi kendilerine bagimli kilmaktadir:** Giderek her
yerde olan robotlarin sahnelerde de artik boy gdstermeye baglamasi tiyatro ve film camiasinda
yeni bir sektoriin bizleri beklediginin bir isaretidir.

22 Batukan, Anima-lizm, 27.
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Robot bedenlerin sahneye taginmasi yine Seinendan Tiyatro Kumpanyasi ve Osaka
Universitesi Robot Tiyatro Projesi kapsaminda Oriza Hirata tarafindan yénetilen Sayonara
(Sayonara, 2013) isimli tek perdelik oyununda insan ve robot oyuncularin ayni sahneyi
paylasarak ortak bir oyun sergilemesinde goriilmektedir. “Geminoid F adinda iirkiitiicii

bir sekilde insana ¢ok benzeyen bir android”

robot oyuncu, 6lmek iizere olan bir kadini
rahatlatmaya ¢alisir. Bu oyunun ayn1 zamanda Koji Fukada tarafindan film olarak da adapte
edilmesi ve bu filmdeki Geminoid F androidinin 2015 Tokyo Uluslararasi Film Festivalinde
en iyi kadin oyuncu 6diiliine aday gosterilmesi insan ve robot oyuncular bazinda karaktere
basarili bir sekilde biiriinme ve rolii canlandirma agisindan bir fark olmayacag: sinyallerini
verdi. Bu film ve tiyatro sanat dallarinda insan eyleyiciliginin robotik bir bedene aktarilmasinin

Oniinli agmugtir.

Yine ayni robot tiyatro projesi kapsaminda Oriza Hirata nin I, Worker (Ben Is¢i, 2013) adl
tek-perdelik oyununda Robovie R3 robotlari** insan meslektaslariyla birlikte oyunu basariyla
sahneye tagidilar. {lging bir sekilde oyunda robotlar ve insanlar duygu diizeyinde hemhal olup
benzer sosyal rolleri benimserler. Takeo ve Momoko adinda iki robot kiiltiirel olusumlarin bir
pargcasi olan cinsiyet ve aile rollerini benimseyip, karamsar ve depresif insan arkadaslarina
yoldas olurlar. Burada vurgulamak gerekir ki Hirata’nin oyunlarinda kullandig1 robotlar yapay
zekaya sahip olmadigindan karmasik durumlarda ya da dogaglamalarda ani cevaplar ya da
¢Oziimler bulmazlar. Diger bir deyisle, “performans siireci tek yonlii bir aksiyondur: robot
programlanmus dizilisine gére roliinii icra eder. Insan oyuncuysa adapte olur, tepki verir, hata
yapar.”® Dolayisiyla robotik beden varligi burada maddesel/anlamsal bir katki saglamakla
birlikte bu varligin insan kodlamasindan bagimsiz eyleyiciligi sz konusu degildir.

Tekinsiz Vadi Hissi

Hirata’nin bu iki oyunundaki tasvir Rodney Brooks’un robot goriisiiniin kurgusal halini
vermektedir. Bu goriis bize rahathk verdigi kadar tekinsizlik hissi de verir. Bu his psikolojik
bir hal olan tekinsiz vadi (uncanny valley) olarak isimlendirilir. Bu teori Japon bilim insant
Masahiro Mori tarafindan kuramlastirilmistir. Bu tekinsizlik hali, insanlarin insana benzer
bir seyle karsilastiklarinda hissettikleri rahatsizlik durumuna isaret eder. Bu baglamda “insan
gibi goriinen fakat insan gibi yasamayan” varliklar olarak “insan goriiniimlii robotlar ya da
bilgisayar avatarlari” insanlarin “giinliik sosyal deneyimlerinde beklenen izgelerin disina
¢tktigindan™ huzursuzluk, tedirginlik ve tekinsizlik hissi meydana gelir.

23 Alexis Soloski, “SeinendanTheater Company and Osaka University Robot Theater Project Written and Directed
by Oriza Hirata. Rev. of Sayanora and I, Worker, dir. Oriza Hirata”, Theatre Journal 65. 3, (2013): 401.

24 Soloski, “SeinendanTheater Company and Osaka University Robot Theater Project,” 402.

25 Rosner, “The Gaze of the Robot: Oriza Hirata’s Robot Theatre.”

26  Steckenfinger, Shawn A. ve Asif A. Ghazanfar. “Monkey Visual Behavior Falls into the Uncanny Valley”,
Proceedings of the National Academy of Sciences of the United States of America 106. 43, (2009): 18362.
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Bu psikolojik halin, ilk robot oyuncu olarak kayitlara gecen ve adina bilinen ilk insan
oyuncudan (Thespis, M.O. 6. yy) esinlenerek “RoboThespian” denilen, “Penryn, Ingiltere’de
miize rehberi olmak i¢in tasarlanmus insan boyutundaki robotun™" basrolde oldugu Francesca
Talenti’nin The Uncanny Valley (Tekinsiz Vadi, 2013) adli oyununda oyun adi olarak kullanilmasi
sasirtict degildir. Yine bir insan meslektasiyla ayn1 sahneyi paylasan Dummy isimli robot,
oyunda yavag yavas insan 6zelliklerini benimsemekte ve oyunun sonuna dogru kendini daha
insan olarak gormektedir. Insan yoldasiyla birlikte bir laboratuvarda arastirma dzneleri olarak
calisan Dummy ve Edwin arasinda garip bir iliski gelisir ve ikili arasindaki her bir etkilesim
Dummy’in gitgide Edwin’e daha ¢ok benzemesine, onun hatiralarini kendine almasina ve
fiziksel ve ruhsal olarak Edwin gibi davranmasina neden olur. Hirata’nin Samsa doniisiimiiniin
tersini gordiigiimiiz bu oyunda acaba mekanik bir robot insan 6zelliklerini benimseyip insan
ve makine arasindaki keskin ¢izgiyi benliginde eritebilir mi ve acaba mekanik bir robot insana
evrilebilir mi endiseleri sahneye taginmaktadir. Esasinda bu endiseler, daha dnce bahsedilen
tiim robot oyunlarinda ele alinan temalardan biri olmustur.

Bu 6rneklerin yani sira, yine ayni isimli benzer tekinsizlik duygusunu ve endiselerini
sahneye tasiyan bir diger oyun da Rimini Protokoll’tin Stefan Kaegi tarafindan yonetilen
Uncanny Valley (Tekinsiz Vadi, 2022) oyunudur. Oyunda yazar Thomas Melle’nin animatronik
kopyas1 tek kisilik bir oyun sergilemektedir ve bu robotik kopya yazarin imza giinlerine ve
lansmanlarina katilmakta, gerg¢ek anlamda yazarin yerine gegmektedir.?®

Sonug¢

Siirekli bir doniisiim i¢inde olan diinyanin birer pargasi olarak 6ziimiiziin ne oldugu ve
bu 6zlimiizii dis etkenlerin bozup bozmayacagi endisesi saplantiya doniisiip insan ve insan
olmayan biitiin varliklar arasinda kesin bir ¢izgi cizilmesine sebep olmustur. Fakat aslinda
hem posthiimanizm felsefesi hem de biitlin bahsi gegen kurgusal senaryolar varlik ve bilginin,
yani madde ve anlamin, esasen birbirinden ayrilamaz bir dolantida oldugunu, insanin en temel
ve kii¢iik 6ziinde de evrenin en biiylik 6lgeginde de bu dolanikligin yattigint ve sdylemlerle
¢izdigimiz sinirlarin aslinda hi¢ olmadigini gostermektedir.

Bu dolaniklikta yeni olasilik olusumlarina gitmemiz ve bu yeni olugumlarin bizi Matrix
film serisindeki korkung robotik senaryolara gotiirmeyecegi umuduyla. ..

Isimiz Neo’ya kalmasin.

27 Courtland, Rachel. Review: The Uncanny Valley, a Play by Francesca Talenti that Puts a Robot Actor on Stage.
Spectrum. (2015). Erisim: https://spectrum.ieee.org/geek-life/reviews/review-the-uncanny-valley
28 “Rimini Protokoll’den Tekinsiz Vadi”, https://teboyun.com/rimini-protokollden-tekinsiz-vadi/
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Hegel'in yaklasimiyla kendilik bilinci, insanin bedensel ve toplumsal bir biling
varligi olduguna dair 6z farkindalik bigciminde ifade edilebilir. Hegel'e gére
insan, kendilik bilincini ytkseltebilmek ve nesnel olan 6znelligine ulasabilmek
icin sanat, din, siyaset gibi alanlar tizerinden kendisini agiga ¢ikarmaktadir.
Bu calismada ise ‘kendilik bilinci’ kavramindan yola ¢ikarak komedi metinleri
ozelinde bir dramaturjik model gelistirilmektedir. Tinin Fenomenoloji'sinde ifade
edilen biling kabult agiklandiktan sonra karakter tiretimine uyarlanarak 6znenin
ayni zamanda nesne oldugu gosterilmektedir. Aristophanes’in Esekarilari ve
Menandros'un Huysuz Adam’ina yonelik okumanin ilk adiminda karakterler
Gizerinden bedensellik ve nesnenin bilgisine, ikinci adiminda toplumsallik ve
6znenin kendini bilmesine, Giglinct adimda ise kendilik bilinciyle 6zne nesne
ozdesligine ulasilmaktadir. Calismada gelistirilen kendilik bilinci yaklasimiyla
yazar, okur, metin arasinda diyalektik bir iliski kurulmasi amaglanmaktadir.
Metinlerde temsil edilen kendilik bigimlerinin “baskasi dolayimiyla” farkina
varilmasiyla birlikte daha yutksek bir biling diizeyine ylkselebilmek mimkindir.
Komedi karakteriyle birlikte kendi varligina da giilebilen okur ve yazar, 6zne-
nesne 6zdesliginde bir araya gelmektedir.

Anahtar Kelimeler: Hegel, Kendilik Bilinci, Dramaturji, Aristophanes, Menandros

ABSTRACT

This study develops a dramaturgical model for reading comedy texts based
on the concept of self-consciousness. After explaining the acceptance of
consciousness as expressed in Hegel's (1807) Phenomenology of Spirit, the subject
is then shown to also an object by adapting it to character production. Reading
Aristophanes’ (422 BC) The Wasps and Menander’s (316 BC) Dyskolos [The
Grouch] involves arriving at the knowledge of the body and the object through
the characters in the first step, at sociality and the subject’s self-knowledge in
the second step, and at self-consciousness and the subject-object identity in
the third step. The study developed the self-consciousness approach with the
aim of establishing a dialectical relationship among the author, the reader, and
the text. One canrise to a higher level of consciousness through the awareness
of the self-forms that are represented in the texts through the “other”.
Keywords: Hegel, Self-Consciousness, Dramaturgy, Aristophanes, Menander
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EXTENDED ABSTRACT

The concept of self-consciousness Hegel developed in his The Phenomenology of Spirit
describes humans as having a consciousness endowed by naturel with a biological presence and
a position within the social structure. Humans must develop an awareness of both the natural
consciousness formed by object knowledge and the self-consciousness formed by knowledge
of one’s own subjectivity. A person who is aware of one’s physical and social existence as well
as of the fundamental desires that allow one to sustain one’s life can express this through art.
The reason humans are so involved in reflective relationships is because one recognizes that
truth is already quite substantial. Specifically, comedy can be read in conjunction with self-
awareness, because the human being objects to their own existence. Through Hegel’s notion
of self-consciousness, this work aims to develop a dramatic approach to reading comedy.

The Old Comedy as a phase of Spirit’s philosophical system and the acting performance in
these plays influenced Hegel’s explanation of comedy. This study, however, attempts to develop
an approach to reading comedy texts and has chosen two plays, one from Old and one from
New Comedy, because the author-text-reader relationship is believed to guarantee the object’s
identity. In the same way that Hegel expressed how comedians laugh at their own existence
with the audience, the reader’s response to the text’s assertion that truth is quite substantial as
it is may elicit amusement. People who laugh as a result of realizing their objective subjectivity
through comedy will bond over the basis of interdependence. By developing a self-awareness
approach through dramaturgy, the study aims to enable the writer and reader to recognize that,
in addition to being characters, they are also objects. Also, reproducing objective subjects
through text will produce a cyclical system with greater self-awareness.

By analyzing Aristophanes’ (422 BC) The Wasps and Menander’s (316 BC) Dyskolos
[The Grouch], this article attempts to show how people reflect themselves in the texts. The
projection of moments Hegel used while explaining consciousness and self-consciousness is
evaluated in the context of character production by adapting it to the plays. The dramaturgical
reading model this study develops has been shaped by adapting the theory of consciousness as
explained in Hegel’s Phenomenology of Spirit to comedy. The achievement of this reading is
that the writer and the reader can become aware of their own objective subjectivities through
the text. Through an examination of the chosen plays, the article attempts to demonstrate
how people reflect themselves in literary works. This research evaluates the projection of
the moments Hegel uses to explain consciousness and self-consciousness in the context of
character production by adapting it to plays.

This work develops a dramatic interpretation of comedic texts using Hegel’s concept of
self-consciousness and attempts to demonstrate how the subject is also an object by adapting
the conception of consciousness in Hegel’s The Phenomenology of Spirit to the construction
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of character. This article reads the two plays in three stages: The first entails learning about the
body and object through the characters, the second is about one’s sociality and substance, and
the third is about one’s identity as both substance and object. Humans attain a higher level of
consciousness as a result of the comedy revealing the self through the other as represented in
the texts. People who are able to share a chuckle with their character in the text also coalesce
in the self-object identity transition.
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Giris

Hegel, Tinin Fenomenoloji’sinde dogal bilincin felsefi bilince, bir baska ifadeyle 6zne nesne
0zdesligine dogru ilerledigi yolculukta komediyi Sanat-Dini’nin son asamasinda degerlendirir.
Hegel’e gore biling, nesnelligin hakim oldugu arkaik Doga Dinleri’nden sonra 6znelligin hakim
oldugu Antik Yunan diinyasina yiikselmektedir. Bu asamada epik, tragedya ve komedyayla
birlikte insan, tanrisallig1 olumsuzlayarak kendinin kilar. Epikte tanrisal diizenin mutlak
egemenligi, tragedyada 6zgiir iradeyle yazginin kargilagsmasi s6z konusuyken komedyada tiim
bu giicler insana verilir. {lahi olan sahnede temsil edilmez, ilahi olan artik insandir." Trajik
catismadaki ylice 6gesi ve ¢eligki, kendi eyleminin bilincindeki bireyde birlige getirildiginde
komediye doniisiir.? Eski Komedya’yla birlikte kaderi elinde bulunduran tanrilarin yerini
Ozgiir 6znellik olarak insanin almasi felsefi agidan farkindaliga isaret etmektedir.’ Komedya
oyuncusunun tanrilari, aile ve devlet gibi toplumsal kurumlari temsil eden maskeyi indirerek
kendi bedensel varligini agiga ¢ikarmasi kendilik bilinci yansimasidir.

Hegel, Eski Komedya gosterilerinde oyuncunun ve dolayli olarak yazarin kendi varligini
goriiniir kilmak i¢in maskeyi indirdigi an1 kaydeder. Bu sirada seyirci de sahnedeki oyuncu
dolayimiyla bedensel varligini gorebildigi i¢in herkes salt kendi olarak oradadir.* Hegel’e
gore komedyada 6zne nesne 6zdesligi; yazar, oyuncu ve seyirci arasindaki bu iliskiyle
gerceklesmektedir. Komedya oyuncusunun maskesini indirmesiyle birlikte hem kendisine
giilmesi hem de seyirciler tarafindan oyunculara giiliinmesi kendilik bilincinin ag1ga ¢ikardigi
bir tepkidir.’ Insan, bedensel ve toplumsal varliginin ironik bigimde i¢i bos ve anlamsiz
oldugunu fark eder ve bunu giilmeyle karsilar. Oyuncunun toplumsal yapiy1 temsil eden
maskeyi indirmesi ve ¢iplak bedensellik olarak mevcut olmasi, seyirci ve oyuncunun sahne
tizerinde ‘kendi’ varligini gorerek kendisiyle 6zdeslesmesiyle sonuglanir. Felsefenin kavramlarla
ulastig1 6zne nesne 6zdesligi, komedide oyuncu ve seyircinin kendisini fark etmesinin mutlu
birligiyle saglanmaktadir.

Berk Ozcangiller, Hegel’'de Ozne Nesne Arayisinda Sanatin Rolii adli makalede bilincin
kendisine yabanci olan nesnelligi kendinin kilmak i¢in Sanat-Dini bi¢iminde gegirdigi
deneyimleri olduk¢a detayli bir sekilde betimlemektedir. Bu siiregte biling, Eski Komedya
ile dinsel 6geden siyrilip Hegel’in mutlak sanat diye nitelendirdigi ve 6znenin kendisini
karsisindaki tozselligin efendisi olarak hissettigi asamayla tamamlanir.® insan, komedya ile

1 Lydia Moland, “And Why Not?” Hegel, Comedy, and the end of Art, Verifiche XLV (1-2), 2016, 91.

2 Omer Albayrak, Alman Diisiincesinde Sanat ve Askinlik (istanbul: Alfa Yaynlari, 2022), 115.

3 Gary Shapiro, “Hegel’s Dialectic of Artistic Meaning”, The Journal of Aesthetics and Art Criticism , Autumn,
1976, Vol. 35, No. 1, (Autumn, 1976), 24.

4 Martin Donougho, “Hegelian Comedy”, Philosophy & Rhetoric , Vol. 49, No. 2 (2016), 205.

5 Gary Shapiro, “Hegel’s Dialectic of Artistic Meaning”, 32.

6  Berk Ozcangiller, “Hegel’de Ozne Nesne Birligi Arayisinda Sanatin Rolii”, Estetik Uzerine Yazilar iginde, ed.
Gamze Keskin (Istanbul: Alfa Yayinlari, 2019), 171.
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tanrisal 6zii, yani nesnelligi olumsuzlayarak kendi 6znel varligiyla biitiinlestigi i¢in “mutlu
bilince” ulagsmaktadir. Ancak bu agamada kurulan 6zne-nesne 6zdesliginde 6znenin varlig
on plandadir. Komedide bilincin kendisini mutlak gii¢ olarak konumlandirmasiyla nesnesi
higlesmekte, dolaysiyla 6zne kendisini de kaybetmektedir.” Tanrisallik (ve nesnellik) kayboldugu
i¢in 6zne geliskili bir varlik olmanin mutsuzlugunu yasamaya baslar. Hegel, komedi ile
ulasilan bu 6zdeslikten sonra bilincin yeniden bir ayrima giderek “mutsuz biling” biciminde
tam tersine doniistiigiinii ifade eder.® Dolayisiyla Hegel’e gore komedi ile ulagilan bilincin bu
bi¢imi de asilmalidir ¢iinkii kavramsal diisiinceye ancak tasarimsal diisiince olan, sanatin ve
dinin tstiinde yer alan felsefeyle ulagilabilir.’

Bu calismada Hegel’den farkli olarak Eski Komedya ve oyunculuk performans: degil,
Hegel’in biling ve sanat kuraminin komedi metinlerine uyarlanmasiyla bir dramaturjik
okuma modeli gelistirilmeye ¢alisilacaktir. Bu felsefeyi temel alan dramaturjik yaklasim,
Aristophanes’in Esekarilar: ve Menandros’un Huysuz Adam drnekleri tizerinden kurgulanacaktir.
Oznenin kendisindeki nesnelligi, toplumsal varlik olan insanin kendi bedenselligini oyun
metinleri iizerinden gorebilmesi amaclanmaktadir. Oznenin nesnesinde kendisini tanimasi
ya da sanat¢inin eseriyle bir biitiinliik yakalamasi1 6zbiling sahibi 6znenin nesnesinde ya da
eserinde 6zbilingliligi tanimasiyla miimkiin olur.'° Bu ¢alismayla birlikte okur ve yazar, metin
dolayimmiyla kendi nesnel varliklarini tantyabilirse 6zne nesne 6zdesligiyle bir araya gelen
insanlara doniisecektir. Eric Weitz de komediyi belirli bir zaman, mekan ve kiiltiirde yasamanin
farkindaligiyla i¢ ice ge¢mis bigimde metnin okuruyla ve oyuncunun seyirciyle kurdugu iliski
tizerinden agiklar."! Komediye Hegel’in kendilik bilinci kavramiyla birlikte yazar, metin ve okur
arasindaki iliskisellik {izerinden yaklasmak miimkiin goriinmektedir. Insanlar komedi yoluyla
kendi varligini fark ettikten sonra buna giilmeyle karsilik verdiginde 6zne nesne 6zdesligiyle
esitlenerek farkliliklariyla bir araya gelecektir.

Tinin Fenomenolojisi’nde Kendilik Bilinci Kavram

Calismaya basligin1 veren kendilik bilinci kavraminin felsefe tarihinde Hegel ile ortaya
¢ikmadig1 bilinmektedir. Alman Idealizmi’nin &nemli isimleri Kant, Fichte, Schelling basta
olmak iizere Descartes ve Spinoza gibi daha birgok felsefecide izlerine rastladigimiz bu kavram;
‘oznellik’, ‘benlik’ ve ‘kendilik/kendinin bilinci’, ‘6z-biling’ gibi isimler altinda farkl: agilardan
ele alinmistir. Ancak buradaki ayirt edici ifade olarak kendilik, Hegel’in savundugu anlamda

7 Ozcangiller, “Hegel’de Ozne Nesne Birligi Arayisinda Sanatin Rolii”, 175.

8  G.W.F. Hegel, Tinin Goriingiibilimi, gev. Aziz Yardiml (Istanbul: Idea Yaymlari 2019), 298. Hegel’in “Mutsuz
Biling” ile kastettigi Hristiyanlik dinidir. Mutsuz Biling bu diinyada “tanr1 61diigii” i¢in ac1 geker ancak bu siradan
bir 6liim degildir, tanr1 komedya tarafindan 6ldiiriilmistiir. Jamila M. H. Mascat, “Hegel and the Misadventures
of Consciousness: On Comedy and Revolutionary Partisanship”, The Object of Comedy iginde, ed. Jamila M.
H. Mascat, Gregor Moder (Springer Nature Switzerland AG, 2019), 64.

9 Ozcangiller, “Hegel’de Ozne Nesne Birligi Arayisinda Sanatin Rolii”, 172.

10 Ozcangiller, “Hegel’de Ozne Nesne Birligi Arayisinda Sanatin Rolii”, 174.

11 Eric Weitz, The Cambridge Introduction to Comedy (Cambridge University Press, 2014), 23.
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bilinci 6zne-nesne 6zdesligi tizerinden agikladigr ve 6zneyi ayn1 zamanda nesne kildigi igin
tercih edilmektedir. Goriildiigii tizere Hegel, 6znel ve nesnel yaklagimlari sentezleyerek 6zgiin
bir igerik gelistirmistir.'?

Bu tartigmalara genel hatlariyla baktigimizda bir tarafta 6znelci yaklagim bulunmaktadir.
Kant ve Fichte, insan1, 6znenin diisiinebilme giicli izerinden agiklamis, 6zneyi kendi igsel
kosullartyla anlamaya ¢alismislardir. Diger tarafta ise nesnelci yaklagim bulunmaktadir. Spinoza
ve Schelling, insan varliginin digsal kosullara bagimli oldugunu savunarak diisiinceyi maddi
varolus lizerinden agiklamiglardir. Hegel ise bu iki gelenegi sentezleyerek insani hem nesnel
hem de 6znel kosullar i¢erisinde anlamaya calisir. Hegel’e gore insan dogal bir varliktir ve
insanin bedenselligi, nesnel kosullar igerisinde ona verili olandir. Ancak insan, ayn1 zamanda
diisiinebilme yetisiyle bu bedenselligi asarak maddi varlik kosullarinin digina ¢ikabilmekte
ve tinsel bir varlik olarak kendisini bahsi gegen maddi varlikla diyalektik bir iliski iginde
deneyimleyebilmektedir. Dolayisiyla diistince, farkli varolus bigimlerine niifuz edebilir ve
var olanlar1 dontstlirerek kendi 6znelligini kurgulayabilir. Hegel’de nesnellik ve 6znellik
karsiliklt olarak birbirini iretmektedir.

Hegel’in kendilik bilinci kavrami, 6znenin ayn1 zamanda nesne oldugunu gdstermektedir.
Ozne, kendi varligina disaridan bakip kendisini nesne kilabilirse kendisine de mesafe almis
olmakta ve bu mesafeyi, din, sanat, siyaset gibi farkli dolayimlar tizerinden kat ederek yeniden
kendi 6zne-nesne halini yiikseltmektedir (Aufhebung). Komedi de insanin bedensel ve toplumsal
bir biling varlig1 oldugunu fark ederek yansittig1 estetik bir alandir ve kendilik bilincinin sanat
dolayimmuyla tezahiiriinii sahnelemektedir. Komedi okumast i¢in yararlanacagimiz kendilik
bilinci kavrami Hegel’in Tinin Fenomenolojisi nde gelistirilmistir.

Hegel’in yayinlanmuis ilk biiyiik eseri olan 7inin Fenomenolojisi (1807), géren ama kendisini
goremeyen, kendi kendisinin farkinda olamayan bilincin 6z bilince dogru evrildigi diyalektik
farkindalik siirecini fenomenolojik olarak betimlemektedir.!* Kendinde nesnenin ne oldugu
sorusundan baglayan fenomenoloji'*, dogal bilincin kendi tizerine reflektif bigimde katlanarak
kendine dair 6z farkindalik kazanmasi ve felsefi bilince donligmesiyle tamamlanir. Biling yeni
bir asamaya yiikselirken kendini nesnelestirip bir dnceki asamadaki deneyiminin igsel kosullarini
ve hatalarini 6grenmektedir. Hegel, insan1 anlamak i¢in tozsel ve tikel bir yerden, dogal varligin
kendisinden baglayarak evrensele ve tiimele ulasmayi, sondaki biitliniin bilgisiyle yeniden
baslangica donerek bilincin bu dongiisel siirecteki deneyimini agiklamaya calisir. Biitlinlin
bilgisi kazanildiktan sonra pargadan yola ¢ikilarak asama agama yeniden biitiine ulagilmaktadir.

12 Alman idealizminde kendilik bilinci tartigmalari i¢in bkz. Robert B. Pippin, Hegel s Idealism The Satisfactions
of Self-Consciousness, (Cambridge Universty Press, 1989), 1. Boliim. Feohmi Unsalan, Modern Oznenin Felsefi
Kurulusu Baglaminda Ozbiling Kavrami Uzerine Bir Inceleme (Doktora Tezi, Kocaeli Universitesi, 2015).

13 Tiilin Bumin, Hegel Biling¢ Problemi Kole-Efendi Diyalektigi Praksis Felsefesi (Istanbul: Yap1 Kredi Yayinlari,
2019), 84.

14 Frederick Beiser, Hegel, gev. Secim Bayazit (Istanbul: Alfa Yayinlari, 2005), 92.
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Hegel, bilinci agiklayabilecek sabit bir goriis gelistirmekten ziyade biling deneyimlerinin
diyalektik doniigiimiinii kendi devingen canlilig1 iginde betimlemeyi tercih eder. Onun sistemi
bilincin agamalaria dair bir farkindalik yaratilmasi tizerine insa edilmistir. Hegel, insan
bilincini tarihsel boyutuyla biitiinliik igerisinde ve tinsel liretimleri goz ard1 etmeden anlamaya
calisir. Kitabin basliginda da yer alan ‘tin’ kavramini1 Alexandre Kojeve su sekilde agiklar:
“Dogaya oranla duyu-iistii ve agkin olan tin, verilmis diinyada insan tarafindan gerceklestirilen
olumsuzlayict (varaticy) eylemdir.”"® Hegel Tinin Fenomenolojisi’nde insanin doga iizerinde,
dogay1 kendisine zemin alarak gergeklestirdigi yaratici/liretici eylemleri, tarihsel bir biitiinliikle
incelemektedir. Tinin igerisinde ger¢eklesen her sey siirekli hareket halindedir ve tiim varlig1 da
bu tarihsel hareketinden ibarettir.'® Fenomenoloji’de sanat, din, siyaset gibi alanlar {izerinden
tinin kendisini ag13a ¢ikarma bicimleri ele alinmaktadir. Ote yandan bu siirec, bilincin kendi
evriminin, ¢ok katmanli varliginin farkina varmasinin tarihini olusturur.

Tinin Fenomenolojisi nde oncelikli olarak ‘Biling’ basligi altinda nesnenin 6n planda
oldugu ve 6znenin tam anlamiyla siirece dahil olmadig1 dogal biling hali ele alinmaktadir.
Sonrasinda bilincin kendi 6znelliginin farkina vardigi agilim ‘Kendilik Bilinci’ asamasinda
degerlendirilmekte, bu 6znellikten tekrar nesneye yonelen hareket ‘Akil’ dolayimiyla
toplumsalliga donerek ‘Tin’ ve ‘Din’ bagliklar1 altinda tartisilmaktadir. Bilincin kendi nesnel
varliginin farkina varmak i¢in ¢esitli agilimlari olan sanat, din, siyaset kronolojik yaklasimla
degil, mantiksal bir iliskiyle biitiinliikliik kazanir. Hegel’in diigiincesinde temel olarak “dogrunun
t6z oldugu kadar 6zne oldugu” fikri yer almaktadir."” Pagan inanistan Hristiyanliga, monarsiden
cumbhuriyete, tiizel kisilikten vatandasliga geg¢is; bilincin kendi varligini etik, siyaset, sanat, din
vb. bigimlerde disa vurmasi 6zne-nesne 6zdesligi arayisi olarak ele alinmaktadir. Bu ¢aligmada
kendilik bilinciyle komedi metinlerini yorumlayan bir model gelistirmeyi hedefledigimiz i¢in
konuyu Hegel’de biitiiniin bilgisi ve kendilik bilinciyle sinirlandiracagiz.

Biitiiniin Bilgisi-Kendilik Bilinci

Hegel’e gore birey diyalektik bir cifte dogaya sahiptir. Ozgiir bir etkinliktir fakat kokensel
olarak belirli bir varlik tasir; ‘kendinde’ ve ‘kendi i¢in dir."® Insamin ‘kendinde’ olmasi, doga
tarafindan verili olan biyolojik varligina isaret eder; ‘kendi i¢in’ olmasi ise toplumsal yapida
bir konum edinmek i¢in bilingli olarak yapip ettikleri anlamina gelir. Hegel insanin toreler,
aligkanliklar ve diisinme yollariyla karsitlik i¢erisinde 6zgiir bir etkinlik oldugunu ifade eder."
Dolayistyla insan, ancak toplumsal yapi igerisinde kendi icin var olabilir. Ote yandan kendinde
kavrami, sadece insanin diger varliklardan ayri olarak ‘kendi basina’ oldugu anlamina gelmez.

15  Alexandre Kojeve, Hegel Felsefesine Giris, cev. Selahattin Hilav (Istanbul: Yap: Kredi Yaymlari, 2012), 28.
16  Albayrak, Alman Diistincesinde Sanat ve Askinlik, 115.

17 Hegel, Tinin Goriingiibilimi, 15.

18 Hegel, Tinin Gériingiibilimi, 127.

19 Hegel, Tinin Gériingiibilimi, 124.
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Hegel’in diisiinme bigiminde varliklar ancak bagka varliklarla iliski igerisinde, birbirlerine bagl
olarak var olabilir. ‘Kendinde’ kavrami, potansiyel olan, heniiz gelismemis, olgunlasmamus olan
anlamindadir. ‘Kendi i¢in’ kavrami da yalnizca oz biling sahibi olan degil, ayn1 zamanda belirli
bir amag icin eyleyen, organize olan ve gelisen anlaminda kullanilir.? Kendilik bilinci, insanin
‘kendinde’ ve ‘kendi i¢in’, nesne ve ayni zamanda 6zne oldugu diisiincesini gelistirmektedir.

Hegel’in iki ciltlik Estetik Dersleri ni Ingilizceye ¢eviren T. M. Knox, dnsdzde Hegel’in
¢ok sevdigi ayna metaforu lizerinden kendilik bilincini agiklamaya ¢aligir. Géziin kendisini
ancak aynadaki yansimasinda gorebilmesi gibi bilincin de nesnelerin farkinda olup onlardan
kendisine geri dénebilmekle kendisinin bilincinde olabilecegini sdyler.?! Insan, hem digindaki
diinyadan bagka bir sey oldugunun hem de bu diinyanin bir pargasi oldugunun bilincine
varabilirse kendilik bilincine ulagabilir. Dolayistyla birey olarak sanatci, hayal giiciinii calistirarak
kendi 6znelligini yapita yansitir ancak o yapit, sanat¢inin pargasi oldugu toplumun tininin bir
trtiniidiir.? Bu bakimdan kendilik bilinci, hem diinyay1 kendisinin kargisina koymak hem de
diinyada kendini yeniden kesfetmek anlamina gelir. Biling, 6zne-nesne ikiligini kapsayarak
astig1 (aufheben) anda, Hegelci 6zdesligin reflektif bilincine yaklasmis olmaktadir. Komedide
benligin sunulusu ve alimlanist da bu 6zne-nesne gegisliligi zemininde gergeklesmektedir.

Bilincin 6zne nesne 6zdesligi asamasina yiikselebilmesi igin kendi ¢ok katmanli varliginin
farkina varmasi gerekir. Ancak Hegel’in sistemi, basi ve sonu olan diiz bir yol degil, dongiisel
bir stirecle olusmaktadir. Dolayisiyla kendilik bilinciyle gergeklesen her tamamlanma, yeni
bir baslangictir ve ulasilandan daha yiiksek bir farkindalik mutlaka s6z konusudur. insan eger
kendilik bilincine ulagarak bunu toplumsal siireclerde disa vurursa nesnelesen 6znelligi izerinden
kendisini yeniden gorebilir ve kendine dair daha yiiksek bir farkindalik gelistirebilir. Hegel’in
Fenomenoloji’de kullandig1 yontem, merkezi bir noktadan baslayarak adim adim kavramin
gelistirilmesiyle sekillenmektedir; tikelden tiimele, tdzden tine, parcadan biitiine ulasilir. Hegel
icin dogru, siirecin baslangici, stirecin kendisi ve siirecin sonu olan organik bir biitiindiir.>* Ancak
bu biitiinliik biling asamalarindaki parcalarm toplami anlamina gelmemektedir. Hegel igin
biitilin, bilincin diyalektik hareketle ve asama asama kendini a¢18a ¢ikarip kendiyle biitiinlesmesi
sonucunda ulasilan 6zne nesne dzdesligidir. Dolayisiyla biitiiniin bilgisi, 6znenin kendindeki
nesnelligi fark ederek kendi varligini inga etmesiyle kazanilir.

Bu caligmada benzer bir yontem takip edilerek ‘kendilik bilinci’ kavrami, belirli katmanlarla
aciklanmaya calisilacaktir. Hegel’in yonteminde her biling sekli kendi i¢inde nesnede 6zdeslik ve

20 Beiser, Hegel, 117.

21 Hegel, Estetik Giizel Sanatlar Uzerine Dersler I, ¢ev. Taylan Altug, Hakki Hiinler (fstanbul: Payel Yayinlari,
2012), XIV.

22 Albayrak, Alman Diisiincesinde Sanat ve Askinlik, 115.

23 Ozcangiller, “Hegel’de Ozne Nesne Birligi Arayisinda Sanatin Rolii”, 170.
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6znede ayrim bigimindeki diyalektik hareketle olduk¢a detayli bigimde ele alinmaktadir.** Ancak
burada dramaturjik okuma modeline uyarlanmasi amaciyla biling sekillerinin genel yapisi ve
diyalektik diisiinme bicimi ortaya konacaktir. {1k olarak nesnenin bilgisiyle sekillenen bilincin
bedensel varlig1 duyusal kesinlik, algi ve anlama yetisi asamalariyla ele alinacaktir. Hegel’e
gore biling, 6zne nesne 6zdesligini saglamayamadigi i¢in geliskiye diistiigiinde daha yiiksek
bir agamay1 zorlayarak varlik sinirlarini genisletmektedir. Digsal nesnenin bilgisiyle sekillenen
biling, dogrunun kendi i¢inde oldugunu fark ederek kendi 6znelligi {izerine diisiinmeye
baslar. Ikinci asamda bilincin nesnel varlig1 kapsayarak asmasi ve kendilik bilinci asamastyla
Oznelesmesi siireci tartisilacaktir. Bilincin nesne ve 6zne arasindaki hareketi dongiisel olarak
her agamada yeniden ancak daha yiiksek bir farkindalikla tamamlanir. Oyun metinleri izerinden
benzer bir yaklasimin gelistirilmesi hedeflenmektedir.

Duyusal Kesinlik, Algi, Anlama Yetisi

Hegel’e gore duyusal kesinlik, dogal bilincin ilk varolus bi¢imi, en ilkel halidir. Biling,
bu asamada heniiz kiiltiiriin siizgecinden gegmemistir. Sadece verili olan1 duyular tarafindan
kaydetmekten ibarettir. Kendi karsisinda durani tekil olarak ve dolaysizca ayrimsamak
iddiastyla yola ¢ikan, herhangi bir dnyargiya saplanip kalmamak amacinda olan duyusal
kesinlik asamasindaki biling, “dolayimsiz olanin kesinligi olmayr amaglar. Sadece tekil,
biricik, dile gelmez varligi gozetir. Duyulur biling, kendisini bile tekil olarak kavramaktan
acizdir. Dilde ifade bulan bu tiimel, diigiincenin en yoksul bi¢imidir, en tist soyutlamadur. "
Duyusal kesinlik var olanlarla temel duyular araciligiyla iligki kurar. Bu tdzsel biling halinde
varlik sadece bir nesne olarak var olur ve herhangi bir dolayimdan ya da diistinsel siirecten
bagimsiz olarak kendini 6zneye sunar.

Duyusal kesinlik asamasinda varlikla kurulan iligki toplumsal pratiklerden, tarih ve kiiltiirden
bagimsizdir. Bilincin heniiz dolayimsiz ve 6zsel bi¢cimde higbir sey bilmeden seyin dolayimli
bilgisine sahip oldugunu iddia ettigi bu anda tek referansi ‘bu’, ‘simdi’ ve ‘burada’dir; dolayisiyla
duyusal kesinlik aslinda “hi¢bir anlama gelmez, sadece seylerin var olmasi”dir.?® Deneyim
ani, duyusal kesinlige en dogru ve kesin bilgi olarak goriinmektedir. Nesne, eksiksiz olarak
karsidadir, biling ise kendi tarafindan ‘Ben’ olarak vardir. Ancak burada “ézne olarak ‘Ben’,
karmasik bir tasarim, ‘sey’de cesitli belirlenim imlerini tasimaz, bu art varlik, yalin dolaysizlik
onun gergekligini olusturur. " Biling, karsisindaki varlig1, kendi durdugu yerden algilasa da
heniiz ne 6zne ne de nesne ‘karmasik bir tasarim’ degildir, kavramsallasmamistir. Duyusal
kesinlik aninda biling, salt kendinde olanla iliski i¢indedir, kendi i¢in harekete gecemez ¢iinkii

24 Hegel’in Fenomenoloji’de tartistig1 biling sekillerinin diyalektik akis1 ve metnin yakin okumast icin bkz. Thsan
Berk Ozcangiller, Hegel 'in Fenomenolojisi nde Ozne Sorunu (Doktora Tezi, Istanbul Universitesi), 2016.

25 Hegel, Tinin Goriingiibilimi, 23.

26  Terry Pinkard, Hegel's Phenomenology The Sociality of Reason (Cambridge University Press, 1996), 24.

27 Hegel, Tinin Goriingiibilimi, 45.
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kendisini tam anlamryla bulundugu diinyadan ayirmis degildir. Kendisini ‘Ben’ olarak ifade
edebilse bile nesnesine gdomiilii, dolaysiz bir varlik olarak oradadir.

Duyusal kesinlikte yer alan mutlak duyusal biling, algi agsamasiyla birlikte nesnelerin
kendilerine 6zgii belli bigimlerde goriilmesini saglamaktadir. Nesnenin duyusal bilgisine bir
genellemeyle hapsolan dogal biling, kendinin farkina vararak hem nesnedeki gesitlilik hem
de nesneler arasinda bir ayrima gitmeye baslar. Algi asamasinda seylerin kendilerine 6zgii
farkliliklarinin ayrimina varildigi igin duyusal kesinlik, alginin ancak 6zel bir durumu olabilir.?®
Nesnelerdeki ¢esitlilige yiikselen duyusal farkindalik, algi agamasinda 6znenin onlara bigtigi
degerlerle bir araya gelir. Nesneler dolayimla, tasarimsal siiregle alimlandigi i¢in algiya dayanan
bilgi iki kaynaktan, nesnenin kendisinden ve 6zne tarafindan nesneye atfedilen 6zelliklerden
beslenmektedir.? Nesnedeki ¢esitliligin nesnenin kendisinden mi yoksa 6zneden mi kaynakli
oldugu alginin asamadigt bir sorundur.

Biling, alg1 agsamastyla duyusal kesinligin iizerine ¢ikarak nesneleri ayristirmaya, tasnif
etmeye baglar. Artik tekil olan ve duyumsanan her sey evrensel degildir ¢iinkii nesneler diger
nesnelerle iliski i¢erisinde ve farkli 6zellikleriyle birlikte alimlanmaktadir. Alginin nesnesi de
duyusal kesinligin nesnesi gibi bir Bu’dur ancak algi, nesneler arasindaki ayrim1 ve ¢oklugu
icermektedir.’® Biling artik belli bash 6zellikleri bir araya getirerek seylerin 6nceki agsamadaki
evrensel dolaysizligini ortadan kaldirir. Alg1 asamasinda da duyusal kaynakli olan biling ‘“kosullu
evrensellik’ bigimindedir. Bunun anlami alginin ilkesi olan evrenselligin kendisiyle-6zdes
evrensellik degil, karsit ile etkilenmis evrensellik oldugudur.’! Bu asamada nesne, 6zneden
bagimsiz ve ona duyusal temelde karsit olarak kendi basina belirlenmis halde var olur.

Alg1 asamasinin anlama yetisine yiikselmesiyle birlikte nesnelerin kosullu evrensele dayali
duyusal bilgisi anlama yetisinin konusu haline gelmekte, diistincenin bilgisiyle ‘kosulsuz
evrensel’e doniismektedir. Hegel’e gore kosulsuz evrensel algilanamaz ¢iinkii artik diisiincenin
alanina gecilerek anlama yetisiyle nesnelere ve dogaya dair bir ¢ikarim yapilmaktadir.*> Hegel
bu siiregte seylerdeki coklugun evrensel birligini aciklamak i¢in kuvvet kavramini 6ne ¢ikarir.
Ona gore seyin tozii yalnizca kuvvet kavrami ile anlagilabilir ve bu kavram da algidan sonraki
biling bigimi olarak anlama yetisine aittir.** Anlama yetisiyle birlikte nesnenin kendinde olan
varlig1, nesnenin i¢sel mekanizmasi diistiniilebilir olmaktadir. Biling, kosulsuz evrenseli kendisi
icin nesne kildiginda, fenomenal nesnelerin siirekli degisime tabi olan olus siirelerinin ardinda
yatan kuvvet iliskisini de kavramaktadir.

28 Pinkard, Hegels Phenomenology The Sociality of Reason, 28.

29  Unsalan, Modern Oznenin Felsefi Kurulusu Baglaminda Ozbiling Kavrami Uzerine Bir Inceleme, 167.
30 Ozcangiller, Hegel in Fenomenolojisi'nde Ozne Sorunu, 84.

31  Ozcangiller, Hegel in Fenomenolojisi 'nde Ozne Sorunu, 98.

32 Hegel, Tinin Fenomenolojisi, 61.

33 Ozcangiller, Hegel in Fenomenolojisi'nde Ozne Sorunu, 99.
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Bu agamaya kadar duyularla bilinen diinya anlama yetisiyle birlikte diisiiniilebilir olmustur.
Boylece tikel ve tiimelin alg1 kokenli bilgisi agilarak anlama yetisi sayesinde ¢okluktaki birligin
diyalektik yapisi diisiiniilebilmektedir. Anlama yetisi duyusalliktan tamamen siyrilarak kosulsuz
evrenselin birligini, nesnelerdeki ¢oklugu ve onlarin i¢sel hareketi olan kuvveti kavrasa da hala
6znelliginin farkinda degildir. Nesneyi kendinden tamamen bagimsiz bir 6z olarak ele almaya
devam etmektedir. Ortaya cikan celigkinin kaynagi bilincin halen nesnesi olarak ele aldig1 seyde
kendi roliinii gérememesi ve nesnesini tamamen kendisine karsit ve kendisinden bagimsiz bir
nesnellik olarak diistinmesidir.3* Duyusal kesinlik, algi ve anlama yetisi asamalarinda biling
salt nesnenin bilgisi iizerinden bi¢cimlendigi i¢in eksik ve celiskilidir. Biitiinsellikten yoksun
kavrayis diizeyini asmak icin kendi 6znelliginin farkina varmali, kendilik bilinci agamasina
ylikselmelidir.

Biling¢, Kendilik Bilinci, Tinsel Biling¢

Biling, baglangicta kendisinden tamamen ayr1 bir dis gergeklik olarak nesnenin bilgisiyle
sekillenir. Duyusal kesinlik, algi ve anlama yetisi asamalart 6znenin nesneyle kurdugu iligkilenis
bicimleridir. Ancak anlama yetisiyle birlikte nesnelerin i¢sel kosullar1 diistiniilmekte ve biling
kendi 6znelligini fark etmeye baglamaktadir. Kendilik bilincine gegis bu dolayimla s6z konusu
olur. Biling artik nesnenin bilgisiyle bigimlenen bedensel varligini kapsayarak agmistir. Boylelikle
nesnesi ona uzak bir ‘kendinde sey’ olmaktan ¢ikmis, 6znenin kendi etkinligine dontigmiistiir.
Kendilik bilinci asamasinda 6znenin nesnesi bizzat kendisi olmustur.

Hegel, kendilik bilincini diger biling sekillerinde oldugu gibi {i¢ asamada ele alir. Anlama
yetisi agsamasindan sonra kendi 6znelligine yiikselen biling baglangicta ben=ben iliskisiyle
sadece kendisi olarak vardir. Dolayisiyla dogadan ve toplumdan yalitilmis 6znelligin ve
bireyselciligin kesfedildigi durumdadir. Tkinci asamada dis nesnelerin olumsuzlanmasi
bigimindeki arzuyla kendini bilir. D1 diinyanin yabanciligini ortadan kaldirmak amaciyla dogal
nesneleri olumsuzlayarak kendinin kilar. Ugiincii asamada kendilik bilincinin tekrar kendisine
geri donmesiyle birlikte nesnesi ‘yasam’ olur. Bilin¢ bu son noktada kendilik bilincinde olan
farkli yagsamlari, bagkalarinin arzularini arzulayarak kendisinden emin olmaktadir. Hegel’in
sisteminde kendilik bilincini var eden arzudur. Insan icin temel olan bu unsur oyun incelemesinde
de 6nemli bir yer tutacagi i¢in ayrica degerlendirilecektir.

Hegel’e gore ‘kendilik bilinci’, kiginin kendi konumunu kaydetmesinin ve yeniden farkina
varmasinin 6z-diisiinimsel katmanina, kisinin yaptig1 seyleri hesaba katmasina karsilik gelir.**
Dolayisiyla kendilik bilincine ulasabilmek i¢in insanin bedensel varliginin yani sira toplumsal
varliginin da hesaba katilmasi gerekir. Ancak Hegel’e gore biling tinsel olan bir toplumsalliga

34 Ozcangiller, Hegel in Fenomenolojisi 'nde Ozne Sorunu, 117.
35 Slavoj Zizek, Alenka Zupancic, Hegel ve Freud Olumsuzlamadan Diirtiiye, ¢ev: Erkan Unal (Istanbul: Encore
Yayinlari, 2020), 57.
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ancak Akil dolayimiyla Tin bigiminde ulasmaktadir. Kendilik bilinci agamasinda ise tinsellige
ulagamamuis, yalitilmis bir toplumsallik s6z konusudur. Bu ¢aligmada kendilik bilincinin
farkli bilinglerle karsilasti§i durum, kapsanarak asilmasi gereken toplumsallik biciminde
degerlendirilecektir. Oyunlardaki karakterlerin baskalar: tarafindan bilinip taninmak i¢in
verdigi miicadele, insanin farkina varip agmasi gereken toplumsal varligidir. Bedensel varligin
yaninda bu sekildeki yalitilmig toplumsal varligin kapsanarak asilmasiyla tinsel bilince ve
0zne nesne dzdesligine ulagilacaktir.

Kendilik bilincinde olabilmek kendiyle ¢elismeyi, kendindeki eksiklik ve hatalari gérebilmeyi
gerektirir. Duyusal kesinlik ve algi momentlerinde nesnenin bilgisiyle sekillenen bedensel
varligin disina ¢ikilamamasi gibi kendilik bilincinde de 6znenin kendini bilmesiyle sekilenen
yalitilmis toplumsal varligin digina ¢ikilamaz. Bu asamada bilincin tek hakikati, toplumsal
yapida nasil bilinip tanindiginin bilgisi ve 6znelligidir. Oysa insan, karsisindaki nesnenin
bilgisiyle 6znelligini bigimlendirir ve ayni zamanda toplumsal yapiy1 olusturan bir nesne
olarak biitliniin parcasidir. Dolayisiyla biling, kendisinin disina ¢ikarak toplumsal varligini
da gorebilmeli; kendini baskasinda taniyarak sonrasinda tekrar geriye donmeli ve kendinin
farkina varabilmelidir. Biling ancak bu bi¢imde kendi 6znellik sinirlarini da asarak tinsel
bilince yiikselebilir.

Bilincin bu son asamaya ulagabilmesi, kendinde ve kendi i¢in varliga yiikselebilmesi i¢in
bedensel, zihinsel ve toplumsal varligina uzaktan bakabilmesi, yani kendisine mesafe alabilmesi
gerekir. Hegel’e gore kendilik bilinci, bilincin, bagkasina baktig1 gibi kendisine nesne olarak
bakabilmesinden gegmektedir: “I¢inde tamdigim sey, benim icin nesne oldugundan, onda
kendim icin ayni zamanda genel olarak bir baska 6z-biling biciminde bulunurum, dyle bir
oz-biling ki, o nesnede tikel bireyselliginden, dogallik ve olumsalligindan yabancilasmigtir.
Kendilik bilinci, kendine bir yabanci olarak bakabilmek, Rimbaud’nun ifadesiyle ‘ben bir
baskasidir’ diyebilmektir. Ciinkii bireysellik, kendindeki evrensel baskaligin, 6znellik ise
kendi nesnelliginin farkina varilmastyla gergeklesebilir. Hegel’in kurdugu yapiy1 6zetlemek
gerekirse ilk momentte nesnenin duyusal bilgisiyle bicimlenen tekil birey kendinde evrensel,
kendine 6zdestir. Daha sonra kendi igin var olan, 6zdesligini yitirerek kendinden ve nesnesinden
ayrilan ve bu bigimde 6znelligini kurgulayan biling s6z konusu olur. Tlk asama bilincin kendinde
varligy; ikinci asama bilincin kendi i¢in varligidir. Hegel i¢in kendilik bilincinin tamamlanmasi
ancak kendi i¢in olan 6znenin yeniden kendinde olana donmesiyle, bu ikisinin sentezlendigi
diyalektik bir gegiglilikle miimkiin olabilir.

Giindelik yagamda ‘benlik’ kendisini bir baskasinda kesfeder. Biling ancak baskasiyla
kurdugu iliskiyle kendisini tantyabilir. O an baskasinin bilinci kendi bilinci olur, bir aynada
kendini gormesi gibi bagkastyla kurdugu iliskide kendisinin farkina varir. Bu asamada biling,

36 Hegel, Tinin Goriingiibilimi, 22.
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kendinde olmaktan ¢ikip kendisi i¢in olmaya baslar. Ancak bilingli olus, yani ‘kendisi igin’ olus,
daha 6nce aydinlatti1 nesnel gercekligi kendi icinde bulundurur.’” Insanin bedensel varligmin
kapsanarak asildig1 ve toplumsalliga yiikseldigi yerde biling, artik kendilik bilincinden tinsel
biling asamasina evrilmektedir. Hegel tinsel bilinci toplumlarin etik yasamlarinda, dinsel
uygulamalarinda, siyasi alandaki faaliyetlerinde detayli bigimde ele almaktadir. Ancak bu
calismada tinsel biling ifadesiyle bilincin kendi bedensel ve toplumsal varligint komedi
metinleri lizerinden agsmasina ve bu bi¢imdeki 6zne nesne 6zdesligine dikkat ¢ekilmektedir.

Kendilik bilincinin nihai amaci biling ile nesnel varlik, kavram ile sey arasindaki farkliligi
agma arzusudur. Bu arzu sadece amaca egemen olmakla, nesneyi elde etmekle tatmin edilemez;
‘kendisinin bilinci’nin arzu eden bir bilince ve bu arzuyu tantyan bir bilince boliinmesi sayesinde
tatmin edilebilir.’® Insan, kendi bilinci ile digerlerinin ayn1 dinamiklerle ve ayni1 sinirlar
icerisinde birlikte var oldugunu anladig1 zaman ‘Ben’ ile ‘biz’ arasindaki sinir, diyalektik bir
gegislilikle yeniden ¢izilmekte; ‘Ben olan Biz’ ile ‘Biz olan Ben’ arasinda yeni bir ayrimda
0zdesligi beraberinde getirmektedir. Tikel Ben’lerin bir araya gelmesiyle olusan tiimel Biz,
kendilik bilincinin tinsel bilince doniigerek 6znelerarasilik bigiminde ifade edilmesini miimkiin
kilmaktadir. Komedi metinleri tizerinden nesnelestirilen biling bigimlerinin okur ve yazar
tarafindan taninmasi; insanin bedensel, zihinsel ve toplumsal varliginin yaninda arzunun
farkina varilmasiyla 6znelerarasilik iliskisi tiretecektir. Ancak bu asamaya ulasmak i¢in kendilik
bilincinin itici glicli olan arzu faktori tizerinde ayrica durulmasi gerekmektedir.

Hayvani ve Insani Arzu

Hegel kendilik bilincini agiklarken kendi 6znelligine kapanan bilincin ben=ben durumundan
arzuyla birlikte ¢iktigini ifade eder. Kendinin farkina varan biling, ilk olarak nesneleri dogrudan
olumsuzlamaya sonrasinda da farkli arzular1 arzulamaya yonelmektedir. Hegel’e gore kendilik
bilincinin kendiyle 6zdes olmaya yonelik arzusu, Akil dolayimiyla Tin asamasinda farkl
bigimler alarak din, sanat, siyaset gibi alanlarda agiga ¢ikmaya devam etmektedir. Ancak
bu ¢aligmada arzunun temel durumu, tinsellige yonelik kosulu ele alinmaktadir. Hayvani ve
insani bigimlerde ifade edilen arzu, ‘efendi kole diyalektigi’* baglaminda nesnelerin kendisine
ve baska 6znelerin arzusuna yonelik arzuyu kapsamaktadir. Oyun incelemesinde karakterler
iizerinden gériiniir kilinicak biling bigimleri bu arzularla birlikte degerlendirilecektir. Insani ve
hayvani arzu, insanin kendinde olan ve kendi igin olan varligiyla birlikte kapsanarak agilmasi
gereken bir unsur olarak konumlandirilacaktir.

37 Nejat Bozkurt, Hegel (istanbul: Say Yayinlari, 2009), 36.

38 Jean Froncois Kervegan, Hegel ve Hegelcilik, gev. ismail Yerguz (Ankara: Dost Yaynlari, 2011), 65.

39  Hegel’in kiiltiirii kuran miicadele olarak gordigii efendi kole diyalektigi, hayvani ve insani arzuyla iligkili
bigimde degerlendirilebilir. Bu karsilasmada kole dogal varligini, yani bedenselligini siirdiirebilmek i¢in hayvani
arzuyla hareket eder. Onun i¢in 6nemli olan tek sey yiyip igmek, ¢iftlesip hayatta kalmaktir. Efendi ise baskalar1
tarafindan saygin biri olarak bilinip taninmak i¢in bedensel varligimi tehlikeye atar, toplumsal varligin1 kazanmak
icin insani arzuyla miicadele eder. Hegel i¢in efendilik ve kolelik, bilincin farkli yansimalarini olusturmaktadir.
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Fichte’ye gore biling, ilk olarak fiziksel diinyayla kurulan arzu iligkisinin farkina
varmaktadir.* Neden arzu duydugumuzu, arzulayarak ne yaptigimizi diigiinmeye basladigimizda
kendi bedensel ve diislinsel yapimizin kurgusuna ulasiriz. ‘Arzu duyan Ben’ dogal bir canlidir.
Arzu, ilk olarak organik yasamin korunmasi ve devamlilig1 igin vardir. Dolayisiyla insanin
sahip oldugu arzu, temelde dogal, hayvani arzulardir. Arzudan yoksun olan bir tas veya bir
bitki kendinin bilincine ulasamazken hayvan ise neyi istedigini bilerek kendindeki bu eksikligi
gidermek i¢in harekete geger. Dolayisiyla hayvan, kendisinin biyolojik ve duyusal varligini
bilmektedir. Biyolojik varligin siirdiiriilmesi i¢in yeme i¢me, barinma, ¢iftlesme ve tiiriin
devamlilig1 yoniindeki biitlin glidiisel eylemler bu arzudan kaynaklanir.

Hayvani arzu, canliligin temel kosulu oldugu i¢in insani varolus i¢in zorunlu ama yeterli
degildir. Bu arzu, sadece canliligin siirdiirilmesine ve biyolojik varliga yonelik oldugu igin
smirhdir, dogal nesnelere bagimlidir ve onlart agmay1 basaramaz:

“Hayvan, hayvansal isteginde olumsuzlanmis dogann iistiine, bu isteginde doyuma ulastigi

anda, yine doganin igine diismek i¢in yiikselir. Bundan dolayr hayvan ancak kendinin

duygusuna-duyusuna ulasabilir, kendinin bilincine ulasamaz, ben diyemez. ™!

Bireyin 6zne olabilmesi, ‘Ben’ diyebilmesi igin kendisini verili dilnyadan ayirmast,
seylerle arasina mesafe koyabilmesi gerekir. Oysa hayvan, seylere bagimlidir. Kendi bedensel
varligini viicut olarak asamaz, kendisini seyredebilmek i¢in kendisiyle arasina mesafe koyamaz.
Hayvani arzuyu bilincin duyusal kesinlik agamasinda verili nesnelere edilgen bir sekilde tutulup
kalmasryla karakterize etmek miimkiindir.

Insani arzu i¢in bilincin kendisini 6teki kiliginda goriip baskalari iizerinden benligini
kurabilmesine ve ayni anda kendiyle baskasi1 arasinda bir sinir ¢izebilmesine imkan taniyan bir
arzuya ihtiyag vardir.*? Biling kendini ancak bagkalari dolayimiyla taniyabilmekte; baskalarini da
kendi benliginden hareketle algilayabilmektedir. Dolayisiyla insani varolus, kendi tekilliginden
cikarak tlimele ulasmay1 hedeflemektedir. J. Hyppolite, 6znenin kendisini nesnede fark ederek
kendi fiziksel sinirlarint astigini, bu sekilde 6znenin kisisel varliginin da evrensel arzuya
dontstiigiint vurgular.®® Bu arzu, 6ziinde, verili varligin sinirlarini asarak baskasi tarafindan
taninmaya yonelmistir. Insani arzu, hayvani arzuda oldugu gibi nesneleri tiiketip yok etmektense
kendinin kilmak niyetindedir. Boylece insan, kendi maddi varlik sinirlarini ve tekilligi agacaktir.

Insani arzunun odaginda, dogal varliklardan ziyade toplumsal yapida bilinip taninma ve
sayginlik kazanma fikri yer almaktadir. insanin kendi dogal varligin1 asmasi i¢in arzunun

40  Scott Douglas Jenkins, Self-Consciousness and Agency in Hegel s Phenomenology of Spirit (Princeton University,
2003), 75.

41 Kojeve, Hegel Felsefesine Girig, 43.

42 Unsalan, Modern Oznenin Felsefi Kurulusu Baglaminda Ozbiling Kavram: Uzerine Bir Inceleme, 179.

43 Jean Hyppolite, Genesis and Structure of Hegel’s Phenomenology of Spirit (Northwestern University Press,
1974), 452.
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dogal olmayan bir seye, istegin kendisine yonelmesi; insanin bagka bir arzuyu, baska bir Ben’i
istemesi gerekmektedir.** Ciinkii bilincin hedefi, baskasi ile kendisi arasindaki diyalektik
dolayim iizerinden kendi dolaysiz bilgisine sahip olmaktir. Ote yandan biling, bagkalarmin
arzularini da arzulamaktadir. Bu arzu, esasinda toplumsal yapidaki konumun taninmasina
ve kabul gérmeye yoneliktir. Onemli olan, arzu nesnesinin (burada nesne ile bir meta degil,
manevi deger ve konum kast edilmektedir) baskalar1 tarafindan arzulaniyor olmasidir; ¢linkii
herkesin arzuladig1 seyi elde etmek, ‘herkes tarafindan taninmak’ anlamia gelecektir.

Sonug olarak insan, biyolojik ihtiyactan veya kullanim degerinden ziyade baskalar1 arasinda
kendi benligini ortaya koyabilmeyi ve itibar gorebilmeyi istediginde, hayvani arzu boyutunu
asan insani arzu alanina girmis olmaktadir. Insani arzu ile hayvani arzu arasindaki en biiyiik
fark, insanin ‘dogal verili varlik’ yerine toplumsal degerlere ve taninmaya yonelik ilgisidir.
Hegel’in ‘kendilik bilinci’ kavramiyla ayni zamanda bu arzu bigimlerine yonelik bir farkindalik
gelistirilmelidir; ¢iinkii bilincin bedensel ve toplumsal varligi bu arzu dinamikleriyle agiga
¢itkmaktadir. Oyun metinlerinde karakterler iizerinden goriiniir kilinacak bu arzu bigimlerinin
kapsanarak asilmasiyla 6zne nesne 6zdesligi ve 6znelerarasilik iliskisi kurgulanacaktir.

Kendilik Bilinci Kavramiyla Dramaturjik Okuma Modeli

Hegel’in kendilik bilinciyle iligkili komedi yorumu, din ve sanatta oldugu gibi ii¢ asamali
diyalektik sistem iizerinden sekillenir ve her asamada soyut tanrisal 6z, somut olana indirgenir/
yikseltilir.* Hegel’in komedi yorumu felsefi sisteminde Tin’in bir agamasi olarak Eski Komedya
ve bu gosterilerdeki oyunculuk performansi tizerinden bigimlenmektedir. Bu ¢aligsmada ise
komedi metinlerine yonelik bir yaklasim gelistirilmeye ¢alisildig1; yazar-metin-okur iliskisi
lizerinden 6zne-nesne 6zdesliginin saglanmasi diistiniildiigii icin Eski ve Yeni Komedya’dan birer
oyun tercih edilmistir. Aristophanes’in Esekarilar: ve Menandros un Huysuz Adam adli eserleri
iizerinden yapilacak incelemeyle metinlerde insanin kendisini nasil yansittig1 gosterilmeye
calisilacaktir. Hegel’in bilinci ve kendilik bilincini agiklarken kullandigi momentlerin
izdiisiimii oyunlara uyarlanarak karakter iiretimi baglaminda degerlendirilecektir. Bu okumayla
ulasilmak istenen metin dolayimiyla yazar ve okurun kendi nesnel olan 6znelliklerinin farkina
varabilmesidir. Komedi oyuncusunun seyirciyle birlikte kendisine giilmesine benzer sekilde
yazar, metin, okur iligkisinde de ‘dogrunun t6z oldugu kadar 6zne oldugu’nu bilmekten kaynakli
giilme tepkisi s6z konusu olabilir. Komedi dolayimiyla kendi nesnel olan 6znelligini fark ettigi
i¢in giilen insanlar, 6znelerarasilik zemininde bir araya gelecektir.

44 Bumin, Hegel Biling Problemi Kole-Efendi Diyalektigi Praksis Felsefesi, 30.

45 Dinsel alanda Stoacilik, Kuskuculuk, Mutsuz Biling; sanatsal alanda Sembolik, Klasik ve Romantik Sanat;
Yunan sanatinda Epik, Tragedya ve Eski Komedya ile temsil edilen soyut tanrisal 6z, somut maddi varliga
indirgenir. Ancak indirgenen bu igerik daha yiiksek bigim ve kavramsal yapiya yiikseltilerek var olmaya devam
etmektedir. Hegel’in diyalektik hareketini ifade eden aufhebung kavrami hem yiikseltme hem de indirgeme
anlamia gelmektedir.
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Insanm kendinde olan ve kendi icin olan varlig1 esasinda nesne ve dznenin bilgisiyle
bicimlenmektedir. Bilinci aciklarken ele aldigimiz asamalar, insanin kendinde olan varligi,
nesnellikle iligkilidir. Duyusal kesinlik, alg1 ve anlama yetisi asamasinda bilin¢ sadece
karsisindaki nesnenin bilgisine sahiptir. Kendilik bilinci ise insanin kendi 6znel varligini
bilmesiyle gergeklesir. Insanin toplumsal yapi icerisinde baskalarinin farkinda olarak yapip
ettikleri kendi i¢in varhigiyla iligkilidir. Bu kavramlar1 komediye uyarlayacak olursak Huysuz
Adam ilk bakista bilincin nesneyle iligkisi lizerinden degerlendirilebilir ¢linkii dramatik ¢catisma
sevdigi kizla (nesne) evlenmek isteyen gen¢ ve buna engel olan huysuz adam arasindadir.
Esekarilar: ise kendilik bilincinin kendi 6znelligini bilmesiyle iliskilendirilebilir ¢iinkii ¢catisma
yargi¢ olmak isteyen (6zne) ve buna karsi ¢ikan kimseler arasindadir. Ancak Hegel’in sisteminde
biling ve kendilik bilinci, nesnellik ile 6znellik arasinda farkli 6zdeslikler kurmaktadir. Bu
oyunlarda da nesne ve 6znenin bilgisi, bir ayrimdan yola ¢iksa da 6zne ve nesnede farkli
0zdeslikler olusturur.

Karakterler iizerinden incelenecek oyunlar, Hegel’in diyalektigiyle iliskili bicimde ii¢ baslikta
ele alincaktir. Bedensellik baslig1 altinda Hegel’in kendinde olanla birlikte agikladig: bilincin
‘duyusal kesinlik’, ‘alg1” ve ‘anlama yetisi’ agsamalari tizerinden ilerlenecektir. Bu durumda
temsil edilen karakterler edilgen bigimde duyusal ve maddi varligin seyrine dalip nesnenin
bilgisinden yola ¢ikarak hayvani arzulariyla siiriiklenmektedir.*® Toplumsallik baglig1 altinda ise
kendi i¢in olanla birlikte kendilik bilinci fikri yol gosterecektir. Bu durumda 6znellik manevi
degerler lizerinden, insani arzuyla bilinip taninmak ve baskalarinin arzusunu arzulamakla
kurgulanir. Dolayisiyla toplumsal yapiy1 ve kendi saygmligint géren ve bunu baskalarina
seyrettiren karakterler s6z konusudur. Uciincii baslikta ise bedensellik ve toplumsalligin nasil
kapsanarak asildig1 ve sentezlenerek yansitildigi tizerinde durulacaktir. Kendinde olan ve kendi
i¢cin olanin bir arada olmasi oyunlardan 6rneklerle tartisilacak; yazar-metin-okur arasinda
kurulabilecek iligkisellik, 6zne nesne 6zdesligi baglaminda degerlendirilecektir.

Bedensel Acidan Karakter Uretimi

Insanin kendinde olan varligim yansitan karakterler, salt karsisindaki nesnenin bilgisine
sahip biling bigimini temsil etmektedir. Dolayisiyla oyunlarda kendi 6znelliginin farkinda
olmayan, hayvani arzulartyla duyusal varliginin seyrine dalan karakterler s6z konusudur.
Ancak duyusal kesinlik, algi ve anlama yetisi asamalar1 hatirlanacak olursa biling, nesnenin

46 Hegel’e gore biling, 6zbiling asamasina ulastiktan sonra arzularm farkinda olur. ilk asamada hayvani arzu
seklinde nitelendirdigimiz ben=ben durumu, ikinci asamada baskalarinin arzularini arzulayan “insan arzu”
s6z konusudur. Dolayisiyla Hegel’e gére duyusal kesinlik ve algi agamasi, arzunun farkinda degildir. Ancak
komedide karakter dolayimiyla temsil edildigi, karakterin kendisi géremese de okur ve yazar farkinda oldugu
icin hayvani arzuyu duyusal kesinlikle iliskilendirildi. J. Loewenberg de karakterin tek bir arzuya kapanmis
olmasiny, dille ifade edilemeyen duyusal kesinligin temsili bigiminde degerlendirir. Loewenberg, “The Comedy of
Immediacy in Hegel’s Phenomenology”, 25. Gary Saphiro ise Yunan kiiltiin Dionysos¢u uygulamalarini “simdi”
ve “burada” olan katilimer deneyim nedeniyle duyusal kesinlikle iliskilendirir. Shapiro, “Hegel’s Dialectic of
Artistic Meaning”, 27.

78 Tiyatro Elestirmenligi ve Dramaturji Bolim{ Dergisi 36, (2023)



Nazim Sarikaya

bilgisi tizerinden kendisine geri donmektedir. Oyunlarda da kendi maddi varliginin, mal ve
miilkiiniin bilincinde olan karakterler, duyusal varliginin seyrine daldigini fark ederek kendine
geri donerler. {1k durumda nesnenin bilgisine dalan, ikinci durumda bu bilgi iizerinden kendi
oznelligine donen karakterler agiga ¢ikmaktadir. Ancak bilincin hareketi her iki bigimde de
nesnenin bilgisi tizerinden sekillendigi i¢in karakterlerin kendi 6znel varliklarma dair bilgisi
bulunmamaktadir.

Menandros’un Huysuz Adam’inda Sostratos tiim uyarilara ragmen insanlari sevmeyen
Knemon’un kiziyla evlenmek ister. Knemon’un iivey oglu Gorgias’la arkadas olur, koyli
kiligma girip islere yardim eder. Kurban yemegine davet etmek igin usagin1 Knemon’a
yollar ancak ne yaparsa yapsin huysuz adami ikna edemez. Knemon’un degisimi tivey oglu
Gorgias’in yardimryla gergeklesir. Huysuzlugundan dolay1 herkes kagarken bir tek Gorgias,
kendisine yaptiklarina ragmen canini tehlikeye atarak Knemon’u diistiigii kuyudan ¢ikarir.
Oyunun sonunda Sostratos, Knemon’un kiziyla; Gorgias ise Sostratos’un kardesiyle evlenir.

Huysuz Adam’da nesnenin bilgisiyle hayvani arzuya kapanan, bu nedenle kendi 6znelligini
unutan karakter temsilleri Sostratos ve varlikli babasi Callipides’tir. Sostratos, Knemon’a ragmen
sevdigi kizla yakinlagabilmek, nesnesini elde edebilmek i¢in koylii kiyafetleri giyerek kendi
ifadesiyle “bir is¢i gibi”* tarlada c¢alisir. Kendi 6znelliginin bilincinde olmadigi i¢in kentli
ve varlikl bir aileden geldigini hesaba katmadan kendini kii¢iik diistirmektedir. Sosratos’un
bilincinde sadece karsisindaki nesnenin, yani sevdigi kizin bilgisi bulunmaktadir. Kuyuya
diisen Knemon’a yardim edilirken kendisine bir ip verilir ancak Sostratos sevdigi kiza bakarken
tuttugu ipi ti¢ kez kagirir, sonrasinda da ipi birakip kizi 6pmeye ¢aligir.*® Babasi Callipides de
duyusal varligini seyreden karakter bi¢ciminde temsil edilmektedir. Toplumsal yapida ciddi
bir anlam1 olan kurban tdrenine ge¢ kalinca “Beni beklememisler, kuskusuz, koyunu silip
stiptirtip ¢oktan tarlann yolunu tutmuslar. " seklinde sdylenir. Callipides dini 6nemi oldukga
fazla olan bu ritiieli sadece ‘koyun yemek’ bigiminde gérmektedir. Kentin 6nde gelenlerinden
biri ve oglunu evlendirecek olan bir baba olmasina ragmen kendi 6znelligini bilmemektedir.
Koyliilerin arasinda ve bir tapinakta oldugunun farkinda degildir ¢iinkii bilinci salt karsisindaki
nesnenin, yani koyunun duyusal bilgisi diizeyindedir.

Aristophanes’in Esekarilari’nda ise temel catisma yargigclik meslegine takintili olan
Philekleon ile onu bu sevdadan vazgegirmek isteyen oglu Bdelykleon arasindadir. Coziim
olarak Philekleon’un kendi evinde yargiglik yapmasina karar verilir. Evin kdpeginin peynir
astrmasinin ardindan mahkeme kurulur ancak Philekleon, yargiladigi kopegi idam etmek
isterken yanlislikla beraat karar1 verince meslekten sogur. Oyunun son boliimiinde hukuku
ayaklar altina alip sarhos oldugu sofrada kavga eder, bir cariyeyi kagirip evinde alem yapar.

47  Menandros, Huysuz Adam, ¢ev. Canan Sentuna (istanbul: Mitos Boyut Yayinlari, 2001), 41.
48 Menandros, Huysuz Adam, 47.
49  Menandros, Huysuz Adam, 51.
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Esekarilar’nda duyusal varligini seyreden karakter temsili Philekleon ve yasl yargiclardan
olusan Esekarilar1 Korosu ile yansitilir. Philekleon yargiglik tutkusundan vazgectikten sonra
hayvani arzu ve karsisindaki nesnenin bilgisiyle hareket etmeye baslar. Kentin ileri gelenleriyle
oturdugu sofrada sarhos olur, bir sipa gibi hoplay1p ziplayarak yellenir.*® Kagirdig1 cariye kiza,
oglu dldiikten sonra kendisini satin alacagini, kolelikten kurtarip disi domuzcugu yapacagini
soyler.>! Philekleon kendi 6znelligini, yasli bir baba ve bir yargi¢ oldugunu gérememektedir.
Duyusal varligin seyrine daldig1 i¢in sadece karsisindaki nesneleri; yemekleri, igkiyi ve
cariye kiz1 bilmektedir. Benzer bir temsili Esekarilar1 Korosu’nda gorebilmek miimkiindiir.
Philekleon i¢in yardima geldiklerinde igneleriyle kdlelere saldirirlar. Tasidiklari fitili elleriyle
sondiirdiigii i¢in bir cocukla kavgaya tutusurlar.> Hem yash hem de yargi¢ olmalarina ragmen
tek bildikleri saldirmak ve kavga etmektir. Onlardaki ‘yargilama tutkusu’ kendi 6znelliklerinin
farkinda olmalarina engel olmaktadir.

J. Loewenberg’e gore temsil edilen karakterin tek bir arzuya kapanmis olmasi duyusal
kesinlige isaret eder.” Salt duyusal varligini seyreden, farkinda olmadiklari hayvani arzuya
edilgen bigimde tutulan karakterler seyredisinden baska bir sey diisiinemez. Bilincin duyusal
kesinlik bigimi, karsisindaki nesneye evrensel bir igerik verir, oyunlarda da karakterler ‘Bu’
nesnenin kesinliginden emindir. Ancak bilincin alg1 agsamastyla nesnelerdeki coklugun duyusal
farkindalig1 s6z konusu olur. Biling, algiyla birlikte seylerin ne olduguyla degil ne tiir seyler
olduguyla ilgilenmektedir.>* Anlama yetisiyle de bilincin kendi varligi ile nesneler arasinda bir
ayrima gidilir ve kendisi digindaki gergeklik ‘kosulsuz evrensel’ biciminde diisiiniiliir. Bilincin
bu asamasini temsil edilen karakterler maddi varliklarinin, kendine ait olan mal ve miilkiin
farkinda olup bunu korumaya ve gelistirmeye ¢aligirlar. Karakterler dnceki asamada edilgen
bicimde tek bir arzuya ve nesneye tutulmusken artik nesneler arasindaki ayrimi gérebilmekte,
kendisine ait olan maddi varlig1 seyredebilmektedir. Ancak bu asamada da biling nesneden
hareketle kendi 6znelligine doner. Dolayisiyla karakterler heniiz toplumsal yapida edindigi
konumun ve kendi 6znelliginin farkinda degildir.

Huysuz Adam’da Knemon’un kdyden uzak bir dag evinde, sinirlarini gekerek kendine ait bir
yasam kurmas1 maddi varligini seyreden karakter bigimine 6rnek gosterilebilir. Yasli Knemon
“odun tasiyarak, topragi belleyerek, durmadan ¢alisarak > varhgm biiyilitmeye ¢aligir. Hizmetgi
kiz su kovasini kuyuya diisiirdiiglinde malin1 kaybettigi icin 6fkelenir, ¢apayla kuyuya egilir.
Knemon kendi 6znelliginin farkinda bir karakter olsa, o yasta dengesini kaybedip kuyuya

50  Aristophanes, Esekarilari, cev. Sebahattin Eyiiboglu (Istanbul: Remzi Kitabevi, 1966), 105.

51  Aristophanes, Esekarilari, 107.

52 Aristophanes, Esekarilari, 27.

53 J. Loewenberg, “The Comedy of Immediacy in Hegel’s Phenomenology” Mind, Jan., Oxford University
Press, 1935, Vol. 44, No. 173 (Jan., 1935), 25.

54 H.S.Harris, “Biling”, cev. Emre Ebetiirk, Alman Idealizmi 2 Hegel iginde, ed. Giiglii Atesoglu (Ankara: Dogu
Bat1 Yayinlari, 2021), 171.

55 Menandros, Huysuz Adam, 21.
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diisme ihtimalini diisiinlip vazgecerdi ancak onun aklinda sadece maddi varlig1 bulunmaktadir.
Kurban téreni i¢in kendisinden kazan istemeye geldiklerinde de “benim sigir kurban ettigimi
ve sizin gibi davrandigimi mi saniyorsun? ¢ diyerek kapiy1 kapatir. Komgularindan nefret
etmesi, dini torenlerin toplumsal anlamini gérememesi kendisi ve digerleri arasindaki ayrimla
ilgilidir. Anlama yetisinin kendisi disindaki her seyi ‘kosulsuz evrensel’ bigiminde ele almasina
benzer bi¢imde Knemon kendisiyle baskalar1 arasinda net bir ayrima gitmistir. Kendisinin
disindaki herkesi algiladigi degil diisiindigi bicimde gérmekte, sadece elde ettigi maddi
varlig1 biiyiitiip gelistirmeyi istemektedir.

Esekarilar’nda ise Philekleon, kendi evinde yargi¢lik yapmaya basladiktan sonra maddi
varligini seyreden karakter temsili sunar. Amiral adindaki kopegin evdeki Sicilya peynirini
yemesinin cezasi olarak 6liim kararini verecek olmasi, hukuk ve adalet baglaminda toplumsallikla
iliskili degildir. Philekleon’un savunmasini bile dinlemeden kdpegin incir agacina asilmasini
istemesinin nedeni peynirden bir parca da olsa kendisine vermemesidir. Taniklarin, saniklarin
ve savcinin oldugu mahkeme sahnesi goriiniiste tiim ciddiyetiyle devam ederken Philekleon
corbasini iger. Babalar1 idam edilecegi i¢in 6ksiiz kalacak yavru képekler karsisinda aglarken
oniindeki tabagi kasiklamay1 ihmal etmez. Philekleon’un maddi varligini seyreden karakter
biciminde olmasinin nedeni yargi¢ kimligini, kendi 6znelligini gérememesidir. Herkes onun
verecegi 6nemli karar1 beklerken o yeme igmeyle mesgul olur. Bu temsilin duyusal varligim
seyredisten farki ise karsisindaki nesnenin ¢okluguna yénelik diisiinsel farkindaliktir. Oniinde
mercimek olmasina ragmen kacirdig: Sicilya peyniri i¢in 6fkelenir. Kopegi idam etmek
istemesinin nedeni nesneye dair bu bilgidir. Philekleon’un davranisinda (peynir ¢alan kopegi
idam etmeyi istemek) kendi 6znelligine dair (bir baba ve bir yargi¢ olmasi) bir farkindalik s6z
konusu degildir. Hegel’e gore biling ikinci adiminda nesneden geri ¢ekilerek kendi 6znelligini
kurgulamaya baglar. Kendilik bilincine ulasabilmek i¢in metinlerdeki bu temsil bigimine de
odaklanmak gerekir. Komedide 6znenin kendisini ve bagli oldugu toplumu bilmesi, saygiligini
ve toplumsal yapiy1 seyrettiren karakter bigiminde nesnelestirilmektedir.

Toplumsal A¢idan Karakter Uretimi

Fenomenoloji’deki bilincin seriiveni, dogal bilincin kendine yabancilasarak felsefi bilince
yiikselmesiyle gerceklesir. Bilincin bedensellikten ¢ikarak toplumsalliga yiikselen hareketi,
her adiminda bir 6nceki halini kendinde barindirir. Olumsuzlama 6nceki durumun eksikligini
fark etse de, Hegel’in diyalektigiyle iliskili bi¢imde, sonraki asamaya bu zemin iizerinden
yiikselir. Gelistirmeye caligilan okuma biciminde de karakterlerin bedensel ve toplumsal varligi
diyalektik bicimde iliskilendirilmektedir. Oncelikli olarak nesnenin bilgisiyle bicimlenen
bedensel varliklar1 goriiniir kilinmakta sonrasinda bunun olumsuzlanmasiyla 6znenin kendine
yonelik bilgisi gosterilmeye ¢aligilmaktadir.

56  Menandros, Huysuz Adam, 39.
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Bu boéliimde ‘sayginligini seyrettiren karakter’ ifadesiyle insanin toplumsal yapidaki
yalitilmis &znel varlig1 ve bilinip taninmak i¢in verdigi miicadele iizerinde duralacaktir. Insani
arzuyla agiklanan prestij miicadelesi, maddi varliklardan ziyade manevi degerlere yoneliktir.
Oyunlardaki karakterlerin toplumsal varligi 6ncelikli olarak bu bi¢cimde temsil edilmektedir.
Ancak insan, kendisinin nasil goriindiigii bilgisinin yaninda bir parcasi oldugu toplumsal yapiy1
da gorebilmektedir. ‘Toplumsal yapry1 seyrettiren karakter’ ifadesiyle de karakterin ve dolayl
olarak yazarin goziinden toplumsal yapinin temsil edilme bigimleri {izerinde durulacaktir.

Huysuz Adam’da 6ncelikli olarak Gorgias, kendi 6znelliginin farkinda olarak bunu manevi
acidan gelistirmeye, toplum i¢inde saygin bir konum edinmeye ¢aligir. Oyunda Knemon, diger
insanlar gibi Gorgias’1 da sevmez, onu evinden uzak tutarak mal ve miilkiinden pay vermez.
Ancak Gorgias kendi 6znel varligini babasina kabul ettirmek, mal miilk degil fakat sayginligini
seyrettirmek amacindadir. Kiz kardesiyle birlikte olmak isteyen Sostratos’un niyetinde ciddi
olup olmadigimi 6grenmeye caligir. Babasi kabul etmese de ailenin bir iiyesi olarak hareket
etmektedir. Knemon kuyuya diistiigiinde kimse doniip bakmazken bir tek Gorgias yardim elini
uzatir. Hayatini riske atarak kuyuya girmesinin nedeni babasi tarafindan bilinip taninmaktir.
Hegel de efendi kole diyalektigini agiklarken efendinin taninmak igin biyolojik varligini
tehlikeye attigini ifade eder.’” Gorgias i¢in maddi varligin ve bedenselligin bir 6nemi yoktur.
Yoksul bir koylii olmasina ragmen iivey kiz kardesi evlenirken “gelinin drahomasi olarak bir
talant”*® verebilecek birisidir.

Gorgias’m yaklagimi agirlikli olarak 6znel varligin bilinciyle sekillenmekte, kendi disindaki
nesnel varligin farkinda olamamaktadir. Esekarilari’ndaki Philekleon ise bu duruma daha da
uc bir 6rnek teskil eder. Yargi¢ olarak bilinip taninmak pahasina a¢ kalmaya razidir: “Benim
istedigim yargi¢lik, Kug siidii kuru iiziim degil. Benim kizartmalarda, izgaralarda géziim yok:
Benim istedigim ¢omlekte, hafif ateste, sin sin pisen bir davacik, bugulama bir yargicik.
Oglu Bdelykleon yargi¢lig1 birakirsa kendi imkanlariyla refah i¢inde yasayabilecegini soyler.
Ancak Philekleon bu meslekle birlikte insanlarin kendisine yalakalik yaptigini, yalvarip
yakardigini, oyuncularin ve kavalcilarin karsisinda hiinerlerini gdstermek zorunda kaldigini
ifade eder. Onun i¢in tiim bunlar mal miilkten daha kiymetlidir. Philekleon’a goére yonetici
Kleon bile kendisine s6z gegiremez, sirtini oksayip sinekleri uzaklastirir.®® Ancak Bdelykleon
asker ve yoneticilerin vergileri alirken, bolluk i¢inde gobek yaparken yargiclara bir dis sarimsak
vermediklerini gérmektedir. Sayginligimi seyrettirmek diginda bir sey diisiinemeyen Philekleon,
kendi 6znel varliginin bilgisine hapsolurken Bdelykleon toplumsal yapinin nesnel kosullarimi
gorebilmektedir. Yargiclar az paraya uzun saatler calistirtlmakta, buna ragmen yoneticilerin

57 Kojeve, Hegel Felsefesine Giris, 43.
58 Menandros, Huysuz Adam, 54.
59  Aristophanes, Esekarilari, 46.
60 Aristophanes, Esekarilari, 52.
61  Aristophanes, Esekarilari, 57.
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istedigi yonde kararlar almaktadir. Kendi 6znelligini asarak bagli oldugu toplumsal yapinin
farkindaligina ulasan bu biling diizeyi ayn1 zamanda yazarin da parcasi oldugu toplumu
nesnelestirmektedir.

Menandros’un Huysuz Adam’1 temelde evlilik ve aile i¢i meseleleri ele alsa da tipkt
Esekarilar: gibi toplumsal yapiyla da iliski kurmaktadir. Oyun gériiniirde insanin bedensel
varligina odaklanir. Sostratos duyusal varligini seyrederek sevdigi kizin pesine diigmiis, Knemon
ise maddi varligini seyrederek insanlardan uzak durmus, mal ve miilkiinii biiylitmeye ¢aligmustir.
Ancak oyun ayni zamanda pargasi oldugu toplumsal yapimin dini ve siifsal isleyisini agiga
¢ikarmakta, dolayisiyla yazar ve karakterlerin géziinden toplumsal yapiy: seyrettirmektedir.
Sostratos’un annesi kurban ritiielini kurallarina uygun bi¢cimde hassasiyetle yerine getirirken
Knemon’un tepkisi “Ellerinde sepetler, testiler;, ama tanrilar igin degil, kendileri igin. (...)
hayvanmin yenmeyen yerlerini, kalganin tist kismiyla éd kesesini tanrilara veriyor, gerisini
kendileri yutuyorlar” bigimindedir. Oyunda bu diisiinceyi hakli ¢ikaracak bigimde Sostratos’un
babasi Kallapides kurban yemegini kacirdigi icin hayiflanir, davetli sayisi artinca kole Getas
ise kendisine yemek kalmayacag i¢in 6fkelenir.? Ritiielin bu bigimde temsil edilmesi, yazarin
toplumdaki yozlagmaya dair elestirel yaklagimini ortaya koymaktadir. Getas’in Knemon igin
kullandig1 “Ne talihsiz bir adam bu! Ne bicim bir yasami var! Iste su katilmamis bir Attika
koyliisii... ”® ifadesi de dogrudan i¢inde bulunulan topluma isaret etmektedir.

Oyunun sonunda kdolelerin kendilerine kétii davranan Knemon’dan intikam almalari benzer
bicimde toplumsal yapinin seyrettirilmesiyle iliskililidir. Knemon kuyuya diistiikten sonra hasta
yataginda uyuklarken kdoleler kapisinin 6niinde davul galarak dans ederler. Vermeyecegini
bildikleri halde kazanlar legenler isteyerek onu kizdirip eglenirler. Diigiin kutlamasina katilmayan
huysuz Knemon’u zorla elinden tutarak kaldirmak isterler. Sonunda bu iskenceye dayanamayan
Knemon insanlarin arasina karigmay1 kabul eder ve koleler, bir efendiye kars1 zafer kazanmis
olur. Donemi itibariyle kdlenin efendiye eziyet ettigi ve ¢atismanin kazanan tarafinda yer aldigi
bir temsil bi¢imi yazarin toplumsal yap1 karsisindaki durusuyla iliskilidir. Esekarilari’nda ise
donemin toplumsal yapisi ¢ok daha agik bigimde temsil edilmektedir. Oyunun ana kahramanlari
Philekleon ve Bdelykleon isimleri, Aristophanes’in yasadigi donemdeki yonetici Kleon’dan
gelmektedir. ‘Kleon sevdalist’ ve ‘Kleon diismani’ anlamina gelebilecek bu isimlerin yaninda
peynir ¢aldig1 i¢in yargilanan kdpeklerdeki maskelerin biri yonetici Lakhes’i 6teki Kleon’u
andirir.®* Egekarilar: 'nda temsil edilen hukuk sistemi, donemin toplumsal yapisindaki ¢iiriimeyi
gozler oniine sermektedir. Oyun yazar1 Aristophanes bir pargasi oldugu toplumsal yapiy1
gorebilmekte ve bunu yansitmaktadir.

Menandros ve Aristophanes’te gordiigltimiiz toplum temsilini Hegel’den alintilayan Gadamer
‘evrik diinya’ yaklasimiyla aciklar. Diyalektik olarak tersyiiz olma anlami tasiyan evrik diinya

62 Menandros, Huysuz Adam, 42.
63  Menandros, Huysuz Adam, 44.
64  Aristophanes, Esekarilart, 57.

Tiyatro Elestirmenligi ve Dramaturji B8limu Dergisi 36, (2023) 83



Hegel'in Kendilik Bilinci Kavramiyla Komediye Yonelik Okuma Modeli

tabiri, Tinin Fenomenolojisi nde “kiigimsenmis olanin saygi goriildiigii, sayg: goriileninse
kiigiimsendigi” evrik bir diinya yasasi seklinde karsimiza ¢ikar.® Oyunlarda toplumun saygi
gosterdigi aile ve hukuk kurumu kiiciimsenmekte; adam kayirmaciliga, yalakaliga, nefsine
uymaya saygt gosterilmektedir. Ancak evrik diinyanin hakiki anlami, disaridaki diinya ile
birlikte kendi evrikligindeki hatali goriiniigii goriniir kilmasidir.®® Bu yaklagim ayni zamanda
icinde bulunulan diinyanin evriltilmesi oldugu i¢in kendi evrikligini de igerir. Komedi yazarlari
pargasi oldugu toplumsal yapiy1 evriltirken ayni zamanda kendilerini de bunun igerisine almakta,
kendilerine de giilebilmektedir. Sonug olarak bilincin toplumsal bir varlik oldugunun farkina
varilmasiyla birlikte i¢cinde bulundugu ve bir parcast oldugu toplum nesnelestirilir. Ancak
caligmada gelistirilen kendilik bilinci yaklagimi bilincin hem toplumsal hem de bedensel varligina
yonelik bir farkindaliktir. Kendilik bilinci kavramiyla gelistirilmeye c¢alisilan dramaturjik
okuma modeli, nesnellik ve 6znelligin senteziyle son agamasina ulasacaktir.

Karakter Uretiminde Kendilik Bilinci Yaklasim

Hegel’in dongiisel sistemini olusturan hareket; diyalektik, olumsuzlama (negation) ve
asma/ylkseltme (aufhebung) ile aciklanmaktadir. Diyalektik kendi icinde olumsuzluk tasir,
kendini olumsuzlama egilimindedir. Toplumsal varlik olarak insan, bedensel varlik olarak
insanin olumsuzlanmasidir. Oyunlara da bu bigimde yaklasilirsa karakterlerin ilk asamada
bedensel, ikinci asamada toplumsal varlig1 goriilecektir. Ancak diyalektigi olusturan tez ve
antitez birbirinden kopuk ve karsit kutuplar degildir. Dolayistyla karakterlerin toplumsal varlig:
bedensellik zemininden yiikselmistir. Bu agidan aufhebung 6tekine egemenligini olumlayarak
karsithigin asilmasy/siirdiiriilmesidir, iki terimden her biri hem yadsindigi hem de korundugu i¢in
yapay ve ilgisiz bir sentezin tam ziddidir.®” Karakter tiretimi tizerinden gelistirilmeye ¢alisilan
kendilik bilinci yaklagimi bedensellik ve toplumsalligi, 6znellik ve nesnelligi kapsayarak agmay1
hedeflemektedir. Gadamer de diyalektigi, 6zne ile t6z ayrimini kapsayarak asmak biciminde
aciklar. Ona gore tézde gdmiilii olan kendilik bilinci, tinin hareketinin hakiki olmayan iki
seklini (tez ve antitez halini) kavramay1 bagarmalidir.®®

Bedenselligi 6ne ¢ikaran karakter, hayvani arzuya kapandigi i¢in karsisindaki nesnenin
bilgisiyle sinirlidir, kendi 6znelligini ve ayni zamanda toplumsal bir varlik oldugunu géremez.
Kendisini olumsuzlayarak nesne ve 6zne arasinda bir ayrima gitse de maddi varligin ve nesnenin
bilgisiyle hareket etmektedir. Toplumsal varligini seyrettiren karakter ise hayvani arzunun
farkina varmistir. Onun arzusu artik dogal nesnelere degil manevi bir amaca, toplum iginde
bilinip taninmaya yonelmistir. Dolayistyla kendi 6znelligini gelistirmeye ¢alisir. Kendisini
olumsuzlayarak parcasi oldugu toplumsal yapiy1 gorebilse de bu karakter temsili temelde

65 Hegel, Tinin Goriingiibilimi, 71.

66 Hans-George Gadamer, Hegel 'in Diyalektigi, ¢ev. Giiglii Atesoglu (Istanbul: Ayriti Yaymlari, 2021), 67.
67 Kervegan, Hegel ve Hegelcilik, 31.

68  Gadamer, Hegel'in Diyalektigi, 31.
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kendi 6znel varligindan yola ¢gitkmaktadir. Gelistirilmeye ¢alisilan kendilik bilinci yaklagiminda
biling {igiincii asamaya yiikseltilmeli; bedensellik ve toplumsallik, nesnellik ve 6znellik
sentezlenmelidir.

Huysuz Adam’da farkli karakterlerin kars1 karsiya getirilmesiyle bilincin varlik bigimleri
arasinda iligki kurabilmek miimkiindiir. Oyunda dramatik déntime yol agan olayda, Knemon’un
diistiigii kuyudan ¢ikarilma miicadalesi verilirken Sostratos ve Gorgias’in tutumu, 6zne ve nesne
merkezli iki biling halini yansitmaktadir. Knemon kuyuda can ¢ekisirken Sostratos hayvani
arzuya ve nesnenin bilgisine kapandigi i¢in sevdigi kiz1 Spmeye caligir ve bu sirada elindeki ipi
kagirir. Gorgias ise 6znelligini kabul ettirmek, sayginligini seyrettirmek i¢in hayatini tehlikeye
atarak kendisine eziyet eden huysuz adami kuyudan kurtarmaya galismaktadir. Bir kdylii olan
Gorgias insani arzuyla bilinip taninmak i¢in miicadele ederken kentli Sostratos hayvani arzuyla
hareket ederek cinsellikten baska bir sey goremez. Komedide beklenti tersine ¢evirilmektedir.
Birinci kendilik temsili, saygin biri olmasina ragmen kuyuda can ¢ekisen adami kurtarmaktansa
asik oldugu kiz1 6pmeye calisir. Tkinci kendilik temsili saygmligini ispatlamak icin bu adami
kurtarmaya ¢alisir ancak kendisini asagilayan, mirasindan pay vermeyerek yoksul kalmasina
yol agan birini kurtarmaktadir. Hegel’in vurguladigi bigimde karakterlerin yaptiklari eylemle
gercekte olduklart durum arasindaki ironik bosluk dikkat ¢ekicidir.® Farkina varilan bedensel ve
toplumsal varlik, tim anlamlardan arindirilarak i¢i bos bi¢cimde temsil edilir ve bunun farkina
varilmasi giilmeyle karsilanir. Metin dolayimiyla okur ve yazar, kendi bedensel ve toplumsal
varligini anlamsiz bir sekilde gérmekte ve buna karsilik vermektedir.

Kendilik bilinci yaklasimini, Fenomenoloji’deki bilincin seriivenine benzer bicimde
karakterin kendi hatalarini fark etmesi ve daha yiiksek bir biling diizeyine yiikselmesiyle
iliskilendirmek miimkiindiir. Knemon’un oyunun basindaki biling hali duyusal ve maddi
varligini seyreden karakter bicimindedir. Anlama yetisinde gordiigiimiiz bicimde kendisiyle
diger insanlar arasinda net bir ayrima gider, digaridaki herkesi ‘kosulsuz evrensel’ biciminde
kendinden ayirir. Ancak Sostratos’un kendisini kuyudan kurtarmasiyla hatasini fark ederek
sonraki biling diizeyine yiikselir:

“Diinyada hi¢ kimsenin baskasina karst iyi nivetli olabilecegine inanmiyordum. Oniimdeki
engel buydu. Sonunda bugiin bir insan, su Gorgias, son derece soylu bir eylemde bulunarak
bunun tersini kanitlads. (...) neyim varsa, hepsi senin artik. Kizimi da sana emanet ediyorum,
ona bir koca bul.”™

Bu olaydan sonra Knemon nesnel varligi bilgisinden uzaklasarak kendi 6znelligine ¢ekilir.
Maddi varligin degersiz oldugunu fark ederek miilkleriyle birlikte kizini da iivey oglu Gorgias’a
emanet eder. Knemon artik sayginligini seyrettiren karakter bigiminde temsil edilmektedir.

69 Hegel, Tinin Goriingiibilimi, 297.
70  Menandros, Huysuz Adam, 49.
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Maddi varligindan vazgeg¢mis, kizinin istedigi kisiyle evlenmesine izin vermis bir babadir.
Ancak Knemon, diigiine katilmaktansa hasta yataginda yalniz kalmayi tercih eder ¢iinkii kendi
0znelligini 6ne ¢ikarmaktadir, hala toplumsal yapinin bir parcasi olmayip insanlardan uzak
kalmaya devam eder. Oyunun son béliimiindeyse bir biling diizeyi daha yiikselerek nesnellik
ve 6znelligi kendinde sentezleyen bir karaktere doniisiir. Kdlelerin yaptig1 eziyetten sonra
Knemon’un diigiin eglencesine katilmasi bedensellik-toplumsallik ve 6zne-nesne 6zdesligi
baglaminda okunabilmektedir. Oyunun sonunda farkli bicimlerde nesnelestirelen biling bigimleri
kendilerine dair farkindalikla diigiin sofrasinda bir araya gelir; koleler, efendiler, asiklar ve
hatta insan sevmeyen Knemon bile ayn1 toplumsalligin bir parcasi olur.

Aristophanes’in Esekarilari’nda ise insanin bedensel ve toplumsal varligi, Philekloen ve
Bdelykleon’un karsi karsiya getirilmesiyle iliskilidir. Philekleon toplumsal yapida bilinip
taninmak i¢in yargi¢lik yapmak isterken Bdelykleon, babasinin bu saatten sonra yiyip i¢ip
rahat bir yagam siirmesinin dogru olacagi diisiincesindedir. Philekleon kendi 6znelligini 6ne
cikarirken Bdelykleon ona nesnel varligi hatirlatir. Baba ogul arasindaki ¢atisma bu farkl
biling bigimleri iizerinden ger¢eklesmektedir. Nesnenin bilgisi ve 6znenin kendini bilmesini
kars1 karsiya getiren bu ¢atigma kendilik bilinci yaklagimiyla degerlendirilebilir. Philekleon’un
biling bicimlerindeki doniisiimlerin katalizorii Bdelykleon’dur. ilk boliimde Philekleon’un
bilinip taninmak ugruna karsisinda nesnel varligi géremeyip ileri yasta yoksul bir hayat
stirdigiinti, ok ¢alisip az kazandigin1 gérmektedir. Bu nedenle babasini evde yargiglik yapmaya
yénlendirir. ikinci béliimdeyse toplumsal sayginlig1 yok sayip hayvani arzuya kapanmis
olan babasina diizglin kiyafetler giydirip toplum i¢inde nasil oturup kalkmasi, yiyip igmesi
gerektigini gosterir.”' Oyunun basinda “kendini pek iyi bilen bir delikanli”’?> sonunda “ne

»73

sOylediyse dogru soyledi bu gen¢ adam™” ifadeleriyle takdim edilmesinin nedeni bedensel
ve toplumsal varliga dair farkindaliktir. Hegel’in ifadesiyle “dogrunun t6z oldugu kadar 6zne
oldugu” diistincesini Bdelykleon’la birlikte okumak miimkiindiir ¢linkii hem nesnenin hem

de 6znenin bilgisine sahiptir.

Esekarilarr’nda bilincin kendini bilme seriiveni, Huysuz Adam’daki temsilin tam tersine
toplumsalliktan bedensellige dogru gerceklesmektedir. Oyunun basinda Philekleon toplumsal
yapida sayginlik kazanmak ugruna yoksul bir hayati géze almistir. Bagkalarinin kendisine
yalakalik yapmasini yiyip icmekten ve cinsellikten daha dnemli gérmektedir. Ancak peynir
caldig i¢in Sliimle yargiladigi kdpegin beraat etmesi izerine dramatik doniisiim gerceklesir.
Philekleon kendi 6znelligini gelistirmeye ¢abalarken daha 6nce goremedigi nesnel varligi fark
eder. Bu sefer duyusal ve maddi varligini seyretmeye baslayarak hayvani arzularmin pesinden
stiriiklenir. Sarhos oldugu sofrada ¢ikardig1 kavga nedeniyle mahkemelik olmanin, bir cariyeyi

71  Menandros, Huysuz Adam, 99.
72 Menandros, Huysuz Adam, 17.
73 Menandros, Huysuz Adam, 115.
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kagirip evine getirmenin toplumsal sonuglarint géremez. Salt nesnel varligin bilgisiyle hareket
ettigi i¢in kendi 6znelligini gorememektedir. Oyunun sonunda Philekleon {igilincii biling diizeyine
yikselir ve sahneye Euripides’in Kyklops adli satir oyunundaki Polyphemos kiyafetleriyle
¢ikar.™ Kendisi bir parodi olan satir oyununun parodisi kaba danslarla birlikte yapilmakta ve
Euripides alaya alinmaktadir. Sahnede kendinde olan bedensel varlik gériiniir kilinsa da kendi
icin bir anlam iiretilmekte, Philekleon ‘baskasi i¢in’ gdsteri yapmakta ve Huysuz Adam’da
oldugu gibi oyunun sonunda tiim farkliliklar bir araya gelmektedir. Sonug olarak sahnede
bedensel varligin 6ne ¢ikarilmasiyla birlikte toplumsal agidan bir anlam tiretilir. Metinde yer
alan karakterler, yazar ve okur; hem Euripides’e hem de kendilerine giilmekte, bu bicimde
Oznelerarasilik zemininde farkliliklariyla bir araya gelmektedir.

Kendilik bilinci kavramryla birlikte sanat nesnesi giderek daha bilingli hale geldikce eserle
sanatg1 ve alimlayici arasindaki sinirlar eriyecektir.”” Hegel’in felsefi yaklagimiyla komedi
metinlerine yonelen dramaturjik okuma modeli, metinleri bilingli hale getirerek okur ve yazar
arasindaki sinirlart kaldirmayi amaglamaktadir. Kendilik bilinci kavramiyla dramaturjinin
anahtar olarak kullanildig1 bu yapida; yazar, metin ve okur arasinda dongiisel bir sistemin
kapisi agilmaktadir. Metinlerde gémiilii olan bu yapinin agiga ¢ikarilmasiyla kendilige dair bir
farkindalik olusacak, 6zne nesne 6zdesligi saglanacaktir. Mark William Roche’a gore kendilik
ancak baska bir kendiligi fark ederek kendisini bulur. Bu durumda farklilik ve bireysellik
¢oziilmez; aksine 6znelerarasilik ancak farklilik temelinde miimkiindiir.”® Dramaturjinin agiga
cikardig farkli kendilik temsilleri, metinle birlikte yazar ve okuru nesne kilsa da bireyselligi
¢ozlime ugratmaz. Sistemin sonunda nesnelesen 6zneler farkliliklari kendisine dahil ederek esit
bigimde bir araya gelmektedir. Huysuz Adam’m sonundaki diigiin kutlamasina ve Esekarilari’nin
sonunda parodisi yapilan Kyklops gdsterisine, oyunlardaki farkli kendilik temsillerinin yanina
okur ve yazar da dahil olmaktadir. Hegel’e gore bu bigimde kendini yeniden kuran 6zdeslik,
baskalig1 kendi igine yansitir ¢iinkii gercek, kendi kendinin doniis siirecidir, dairedir, sonucunu
baslangici olarak tagir.”’

Sonuc¢

Hegel’e gore Eski Komedya oyuncusu, karakteri temsil eden maskeyi bilingli olarak
indirerek hem sahnede temsil ettigi karaktere hem de kendi bedensel varligina giilmektedir ve
bu dolayimla kendisini fark eden seyirci de ayn1 sekilde hem kendisine hem de oyuncuya giiler.
Oyuncu ve seyircinin kendiligi baskasinda fark edip birlikte glilmesi, 6zne nesne 6zdesliginde
esit bir iliski agiga ¢ikarmaktadir. Bu calismada ise komedide oyunculuk degil ancak metin

74  Aristophanes, Esekarilari, 115.

75  Shapiro, “Hegel’s Dialectic of Artistic Meaning”, 27.

76 Mark William Roche, Tragedy and Comedy : A Systematic Study and a Critique of Hegel (State University of
New York Press, 1998), 186.

77 Hegel, Tinin Gériingiibilimi, 15.
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diizleminde ‘maskenin indirilmesi’ s6z konusudur. ‘Ben olan biz’ bi¢iminde bir araya gelen
karakterler dolayimiyla kendini taniyan okur ve yazarin hem kendisine hem de metindeki
karaktere giilmesine dikkat ¢ekilmektedir.” Hegel’in yaklagimiyla komedide kendilik, bedensel
ve toplumsal varligin aslinda ne kadar bos ve anlamsiz oldugunu gosterecek bigimde ironiyle
yansitilir. Bunun nedeni ‘tanrmin 81diigii’ bir diinyada hissedilen yalmizliktir. Onceki dénemde
kurban ve sarap dogrudan tanrisal 6zli sembolize ederken artik bu soyut icerikten tamamen
arindirilip maddiyata indirgenmistir. Aile babasi veya devlet yonetici saygi duyulmasi gereken
kimseler degildir ¢linkii maddi ¢ikarlarina uygun bi¢ime hareket ederler.

Komedide mutlu son ve kutlamayla bir araya gelen karakterler ile okur ve yazar ayni1 seye
giilmektedir. Bagkasinda kendini gérmenin, hatalarini ve yanligliklarini baskasi iizerinden fark
edip daha yiiksek bir bilingle kendine geri donmenin vermis oldugu hazla biitinlesilmektedir.
Kurban ritiielinde koyun yemekten baska bir sey diisinmeyen Kallipides’e, geng bir cariyeyi
vaatlerle masadan kagiran Philekleon’a giilinmesinin nedeni baskasinda kendiligin fark
edilmesidir. Dolayisiyla okur, metindeki karakter ve yazar ayn1 zamanda kendisine de
giilmektedir. Komedide insanin bedensel varliginin yaninda toplumsal varlig1 da i¢i bos ve
anlamsiz bigimde temsil edilir. Huysuz Adam’da kolelerin efendiyle alay etmesi, efendilerin bir
kole gibi hayvani arzuyla davranmasi en basta aile kurumu olmak iizere ekonomik yapiy1 ters
yiiz ederek agiga ¢cikarmaktadir. Esekarilari’nda yargiclarin gocuklarla bile kavga etmesi, adam
kayirmasi, yoneticilerin istedigi bigimde kararlar almasi basta hukuk kurumu olmak iizere aileyi
de ters yiiz etmektedir. Komedide toplumsal yapinin farkina varilarak ters yiiz edilmesi, Hegel
ve sonrasinda Gadamer’in iizerinde durdugu evrik diinya yaklasimryla iliskilidir. Toplumsal
yapidaki evriklik, komedi dolayimiyla bir kez daha evriltilerek yansitilir. Bu evrik diinyanin
bizzat i¢inde bulundugu i¢in yazar ve okur da metinle birlikte evriltilmektedir. Dolayisiyla
oyun sonunda kendisine de giilebilen, kendi hatalarini ve yanlisliklarini gorebilen 6zne-nesne
0zdesliginde bulusan kimseler s6z konusu olur.

Hegel’e gore kendilik bilinci toplumsalligin kosuludur. Dolayisiyla 6ncelikle biling
kendini bilmeli, biitiiniin bilgisini ortaya koymalidir. Ancak sonrasinda Tin’in bir parcasi
olarak baskasinda kendisini gorerek toplumsallik kazanabilir. Hegel’in yaklasimi komediye
uyarlandiginda; Tin’in bir iiriinii olan metinlerde farkli kendilik temsilleri taninacak, kendilik
bilinci bu dolayim tizerinden yiikseltilecektir. Ancak bu iliskisellige ulasabilmek i¢in ‘biitiintin
bilgisi-kendilik bilinci’nin metinlerde var oldugunu diisiinmek gereklidir. Bu kavram baslangigta
okur ve yazardan bagimsiz olarak, bir baska ifadeyle ‘kendinde sey’ olarak metinlerde mevcuttur.
Kavram ve seyin, 6zne ve nesnenin birlesmesi i¢in dnce ‘biitiiniin bilgisi ve kendilik bilinci’

78 Mizah teorileri giilmeyi Ustiinliik, Rahatlama ve Uyumsuzluk gibi yaklagimlara aciklamis, felsefe tarihinde
giilme birgok diisiiniiriin ilgisini ¢ekmistir. Ote yandan mizahtan kaynakli olmayan giilme; néroloji, fizyoloji,
psikoloji gibi disiplinlerin konusu olmakla birlikte komediden bagimsiz bir insani davranis olarak ele alinmistir.
Burada giilmeye Hegel’in dikkat ¢ektigi anlamda komedide kendilik bilinci kavramiyla iligkisi bakimindan
deginilmektedir.
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anlasilmalidir. Insanin bedensel ve toplumsal bir biling varligi oldugu anlagildiktan sonra
bagkasindaki kendilik fark edilebilir.

Hegel’in yonteminin komediye uyarlandigi bu ¢aligmada metinler {izerinden kendilik
bilincine ulasmadan once biitiiniin bilgisi agiklanmistir. Ardindan diyalektik yonteme uygun
bicimde ilk asamada bedensellik ve nesnenin bilgisi, ikinci asamada toplumsallik ve 6znenin
kendinin bilmesi, li¢iincli asamada ise kendilik bilinci yaklagimiyla 6zne nesne 6zdesliginin
oyunlarda nasil yorumlanabilecegi gosterilmistir. Bu bigimde baslangigta 6zneden bagimsiz
bir nesne olan komedi metinleri i¢sel yapisiyla kavranmis, kavram ve seyin biitiinlegsmesi
$0z konusu olmustur. Yapilan okumanin sonunda okur, metin, yazar farkli kendilik temsilleri
ve Ozne-nesne 0zdesligi zeminde bir araya gelmistir. Bu iliskisellik igerisinde her bir unsur
baskasinda kendisini gorerek daha yiiksek bir biling varlig1 olmaya yoneliktir. Hegel’in sistemi
dongiisel bir yap1 olusturdugu i¢in metinler lizerinden kendilik bilinci agiga ¢ikarildiginda,
her okuma ve yazma eylemiyle yeni bir karsilagsma yasanacak ve her bir iliskisellik deneyimi
insanin daha yiiksek bir biling varlig1 olmasina yol acacaktir.

Hegel’in kavramiyla gelistirilmeye ¢aligilan dramaturjik okuma modeli, dramatik yapiy1
kendilik bilinci yaklasimiyla degerlendirmektedir. Dramatik ¢atisma iizerinden farkli biling
bi¢imlerinin nasil temsil edildigi goriniir kilindiktan sonra doniim noktalarindaki kosullara
gore degisen lic asamali bir model ortaya konmustur. Klasik dramaturjide oldugu gibi dogrudan
hikaye ve eylem analizi amaglanmadig i¢in olay o6rgiisii kendilik bilincini agiga ¢ikaracak
tasarimsal yapiyla ele alinmistir. Oznenin ayn1 zamanda nesne oldugu diisiincesini agiga
¢ikaran bu modelle komedi metinleri tizerinden kendilik bilinci kavramina ulasilmistir. Sanat
nesnesinin 6zneyle girdigi iliskisellikle birlikte biling kazanmast, tasarimin kavrama dontismesini
miimkiin kilar. Komedi baglaminda baskasinda kendisini gordiigii i¢in giilen ve kendi hatalarmi
fark etmekten keyif alarak esit bicimde bir araya gelen mutlu insanlar, felsefenin kavramlarla
yaptigina benzer bir deneyim igerisinde bulunmaktadir.
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ABSTRACT

This article explores the concept of liveness in digital theatre practice by
analyzing the case of Map to Utopia, a digital theatre production that utilizes
technological devices such as computers and mobile phones to facilitate
audience participation. The article provides an overview of the theoretical
framework surrounding digital theatre and presents a discussion on the concept
of liveness and its relation to audience participation. The article argues that
Map to Utopia creates a sense of presentness and liveness through the active
participation of the audience, turning the digital space into a playground.
Furthermore, the article examines the use of digital media in Map to Utopia
and highlights how it enhances audience participation, discussing technology,
theatre and audience interaction.

Keywords: Liveness, audience participation, digital theatre, playfulness, Map
to Utopia

QOO

This work is licensed under Creative Commons Attribution-NonCommercial 4.0 International License BY _NC


https://orcid.org/0000-0002-3586-0153


Liveness Through Audience Participation in Digital Theatre: Map to Utopia As a Playground in Digital

Introduction

In digital theatre practice, the audience’s involvement is paramount, ranging from their
role as co-writers of the production to their contribution to the performance’s liveness.
However, some critics within the theatre and performance field contend that theatre, founded
on the principle of the “here and now,” is difficult to achieve through mediated, recorded,
or manipulated visuals, sounds, or images associated with digital technologies.' The broad
opinion is that using digital tools manipulates and eliminates the essence of theatre: Liveness.
Live performance is considered the real one, as it hinges on being present and in the moment.
In contrast, mediated performance appears to be an artificial and secondary reproduction of
the action, suggesting a recorded or manipulated image of reality.> This rigid and unyielding
perspective on theatre maintains that the theatre possesses a unique magic, which includes a
formal gathering through the presence of its participants. Therefore, it excludes new media and
technology. The performer and artist Eric Bogosian reinforces this ontological contradiction
by claiming that “theatre clears [his] head because it takes the subtextual brainwashing of
the media madness... Instead of being bombarded by a cathode ray tube, we are speaking
to ourselves. Human language, not electronic noise.”” As previously mentioned, mediated
images or sounds do not pertain to the real and live human world. However, by examining this
approach, this paper argues that new media technologies, such as computers, cell phones, and
digital spaces like the Internet, present a new avenue for communication and formal gathering
through the virtual presence of theatre participants. In other words, as communication media
has evolved, mediated tools, digital technologies, and the Internet do not impede the live
relationship between theatre participants, including the audience, actors, and writers. Instead,
they offer a new type of relationship and space to create communication and a sense of being
present and in the moment by creating a playground for the audience.

Thus, in this paper, [ want to examine the liveness issue in digital theatre and how it can
be achieved through audience participation in the production, Map fo Utopia. | argue that the
advent of mediatization, digitalization, and role-playing systems presents a distinctive prospect
to involve the audience and engender a feeling of liveness in digital theatre. Through the
inclusion of gamification, a game-like structure can be fused into the performance, altering its
atmosphere and leading to various dramaturgical techniques that incorporate active participation
from the audience. Furthermore, I assert that due to this active participation of the audience,
the liveness in digital theatre practice combines with the idea of presentness and playfulness.
The theory emphasizing the relation between performance and play will be a guide line to
support the digital theatre’s opportunity for a playground, in which the audience should be

1 See Peggy Phelan, Unmarked: The Politics of Performance (London: Routledge 1993), 148. Martin Harries,
“Theatre and Media before “New” Media: Beckett’s Film and Play,” Theatre 42, no.2 (May 2012): 8.

2 Philip Auslander, Liveness: Performance In A Mediatized Culture (London: Routledge 2008), 3.

3 Auslander, Liveness, 4.
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present and active. I will focus on the Map to Utopia production, a digital theatre production
that emerged in 2020 during the Covid-19 pandemic.*

In order to facilitate an in-depth analysis of digital theatre and the ongoing discourse
surrounding its liveness, it is important to first establish a clear understanding of the terms
“digital” and “digital theatre.” Several scholars have conducted extensive research in this
field, including Steve Dixon, Nadja Masura, and Fahrudin Salihbegovi¢, who have proposed
descriptive definitions for digital theatre. Their terminology includes “digital performance”,
“digital theatre”, and “cyber-theatre”, all of which point towards significant transformations
in theatrical structure and practice, providing the audience with an interaction with digital
technology and with other agents of the theatre. They argue that the digital theatre practice
could create a change in an audience’s understanding of theatre utilizing digital computer
technology. ¢ 7 In order to discuss the liveness problem in digital theatre, it is worth mentioning
the key points about the definitions and practice. I argue that a digital theatre production;

1. should use computer technology not as a delivery or a supportive agent but as a central
conductor of production,

2. Each participant in theatre practice should interact with this technology, which creates
a new space for engagement.

3. This interaction should present the liveness of the communication among theatre agents.

Thus, it can be argued that digital theatre assumes an ontological status as a live performance
due to its reliance on the active participation and engagement of both the audience and digital
medium. Moreover, the very nature of the digital, as a concept, impels digital theatre practice
into a realm of liveness, necessitating real-time communication and interaction between
performers, spectators, and technological elements: Charlie Gere presented that the concept of
digital includes instant communication, content that can be accessed at any time, and a universal
connection.® These characteristics of the digital, namely its organic connection with computer

4 Foran article written in Turkish that deals with the liveness concept and its ontological roots in relation to audience
interaction through the Map to Utopia case, see Melike Saba Akim’s article “Canlilik ve Karsilikli Etkilesim:
Tiyatronun Dijitallesmesi ve Seyir Rejimi Uzerine Ontolojik-Tarihselci Bir Sorusturma.” In her elaborative
article she discusses two Turkey based digital theatre productions, Map to Utopia and Read Subtitles Aloud,
within the frame of liveness, presence and audience interaction. For further reading see Melike Saba Akim,
“Canlilik ve Karsihikli Etkilesim: Tiyatronun Dijitallesmesi ve Seyir Rejimi Uzerine Ontolojik-Tarihselci Bir
Sorusturma,” Sanat Yazilar: 44, (2021): 31-47.

5 Steve Dixon, Digital Performance: A History of New Media in Theatre, Dance, Performance Art, and Installation
(London: MIT Press 2007), 3.

6  Fahrudin Salihbegovié, Directing Cybertheatre (Belgrade: Academica - Akademska grupa 2013), 15.

7 Nadja Masura, Digital Theatre: The Making and Meaning of Live Mediated Performance, US & UK 1990-2020
(Palgrave Macmillan 2020), 8.

8  Charlie Gere, Digital Culture (Wiltshire: Reaktion Books 2002 2008), 15.
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technologies and the fact that it paves the way for a change in the form of communication,
stand at a crucial point in the practice of digital theatre. The liveness and presentness is based
on the instant response that the audience gives. That is to say, the definitions clearly suggest
there is a total sense of liveness in digital theatre practice. In her book, Virtual Theatre
Gabriella Giannachi suggests that cyberart forms, including digital theatre practice, “all
share the characteristic of being open works in which the viewer is variously participating
to the work of art from within it.” The audience’s participation, which results in an instant
response, creates the sense of being here and now in the receiver and performer. The collective
creation of production creates a sense of community of the audience, actors, and other agents,
establishing digital theatre’s liveness.

This paper delves into the theoretical aspects of digital theatre in the upcoming sections,
with a particular focus on the use of mainly digital mediums and how this approach affects the
liveness of a performance. To address this issue, I explored the potential solution of audience
interaction and participation, as digital practices that incorporate audience involvement tend
to establish a sense of playfulness and enhance the production’s liveness. To illustrate this
concept, [ used Map to Utopia as a comprehensive example of digital theatre and explained how
the audience’s role in this particular performance, which I had the opportunity to participate
in 2022, highlights the theory.

Map to Utopia: An International Playground

Map To Utopia is an interactive performance developed by Ceren Ercan, Frank Heuel,
Mark Levitas, Annika Ley, Fehime Seven in collaboration with Fringe Ensemble and Platform
Theatre. There exist three distinct versions of the play: the physical performance, which was
presented during the initial formation of the play in 2019; the online version, which was
produced during the quarantine period of the Covid-19 pandemic; and the hybrid version, which
was produced subsequent to the quarantine period in 2022. The physical performance was
presented in Yeldegirmeni in 2019, where the audience was required to physically be present
in the neighborhood, wandering around, using cell phones and maps to collect clues found on
the streets, and participate in discussions at the final stage, which included performances by
actors. In 2020, the online version of the play was conducted using the Zoom platform, with
forty viewers connected remotely, working together to solve the problems of the represented
neighborhoods through the use of assigned colors of red, blue, yellow, and green. At the end of
2021, the play was presented in a hybrid format with twenty individuals physically gathering
on stage, while the remaining twenty connected remotely through Zoom. The final version,
which I had the chance to attend, and is the focus of this paper, merged with an international
audience.

9  Gabriella Giannachi, Virtual Theatres: An Introduction (London: Routledge 2004), 4.
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The performance, which contains a role-playing experience, presents a simple but vital story:
There is a city constructed with four districts, namely red, blue, yellow, and green neighborhoods.
Each district has inhabitants who try to solve a problem in their neighborhood. The audience
is physically and virtually present: Some join in the performance on the stage, which is full
of screens and computers. Others are connected to this space via the online communication
platform Zoom. The audience takes the role of neighborhood inhabitants; they download an
application called “MapToUtopia” on their mobile phone and learn their character through
the profile submitted to them. Names, professions, family life, and hobbies... are all written
in the application. In the application, there is also a gallery with photographs and characters’
memories. The audience has the chance to know their characters by reading their notes and
their memories. There are various characters which have different backgrounds: some are rich,
some are poor and some homeless. Some are young and some are old. The information in the
application thus becomes the character, and it is this application that presents the characters
to the audience.

The online audience is divided into meeting rooms based on the colors of their respective
districts, while those on stage gather around a screen that enables them to communicate with
the online audience. The participants use headphones to hear one another. Once introduced,
members of the online audience are led to meet with each other, including couples who may
have a major disagreement. These meetings are not limited to inhabitants of the same district;
audience members from different neighborhoods can also connect and discuss how they have
solved or could solve problems in their areas.

Spirits from the neighborhoods accompany the audience during the performance. Those
creatures which are neither from the past or future, introduce the neighborhood to the audience.
The class structure of the district, its aura, its dynamism are told by the districts’ spirits. All
four spirits share the same trouble: will the inhabitants be able to overcome their differences
and affect each other? Will they be able to comprehend and see each other? Besides the spirits,
there is a moderator who leads the audience while describing the subtext of the performance
with some analogies. To sum up, Map to Utopia is a playground, timeless in the virtual and
physical realm in which the audience engages in role-playing to solve a problem about their
neighborhoods.

Presentness in Virtual Space: The Digital Technology in Map to Utopia
and Liveness

To begin with, it is important to highlight the significance of the usage of digital technology
in Map to Utopia in order to comprehend the way it utilizes this technology. This performance
utilizes digital technology in two important ways. Firstly, the participants connect with each
other via the digital communication platform, Zoom. Since the performance is intended to be
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an international one, participants from all around the world are able to join the performance
on their computers. Considering the historical and social function of the Zoom platform and
its increased usage during the Covid-19 pandemic quarantine period, it is noteworthy that the
platform was able to connect individuals from diverse geographic locations. The audience
convenes on the Zoom platform, connecting with one another and actively participating in
the performance. The Zoom platform thus functions as a space for the audience to convene,
discuss, and collectively create the narrative of the performance. Map to Utopia employs the
Zoom platform as a novel and alternative stage to foster connections among individuals from
diverse geographic locations in virtual space.

This phenomenon highlights the emergence of a new virtual meeting space, which has
enabled a range of business activities, from education to commerce, to continue uninterrupted
during the quarantine period. Furthermore, the digitalization and virtualization of the stage
have led to the development of the Zoom platform as a public space that facilitates artistic
production and communal interaction as Map to Utopia suggests. This could be seen as a
parallel version of the physical interactions that occur in a theatrical performance. Conversely,
there exist several compelling arguments suggesting that a performance cannot be effectively
digitalized or conducted on a digital platform, as the fundamental ontology of performance
relies on the presence of both the audience and the performer in a shared physical space.

The researcher Peggy Phelan argues performances that rely heavily on computer technologies
cannot be classified as traditional performance. This is because the use of such technologies
diminishes the power of the performance, which is practiced through the bodies of performers.
Phelan bases her argument on the notion that performance art involves a live and present
reality. In her view, computer technologies disrupt the immediacy and visceral nature of the
performance, and as a result, cannot be considered within the same context as traditional
performance art.'

Nevertheless, building upon Philip Auslander’s ideas, I argue that the Zoom platform and
its utilization in Map to Utopia engenders a sense of liveness mainly through the presence of
the audience and performers in the virtual space. Auslander, in his article “Digital Liveness:
A Historico-Philosophical Perspective” mentions that the discussion of “liveness” has gone to
different dimensions with technological developments. First of all, he defines what “liveness”
is in a live performance. Auslander defines live performance as “the spatial and temporal co-
presence of performers and audience.”"" With the accerlerated development of the Internet,
definitions have been put forward in which these associations, hence “liveness”, can be
experienced differently in different environments. Auslander referred to Nick Couldry and

99, ¢

mentions that he defined two new types of “liveness”: “online liveness” and “group liveness”:

10 Phelan, Unmarked: The Politics of Performance, 148.
11 Philip Auslander, “Digital Liveness: A Historico-Philosophical Perspective,” PAJ: A Journal of Performance
and Art 34, no. 3 (2012): 5.
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[OJnline liveness: social co-presence on a variety of scales from very small groups in chat
rooms to huge international audiences for breaking news on major Web sites, all made possible
by the Internet as an underlying infrastructure. . . . [G[roup liveness/[:] . . . the “liveness”
of a mobile group of friends who are in continuous contact via their mobile phones through
calls and texting."

Map to Utopia facilitates a form of online liveness as well as group liveness in a virtual space.
As the definitions imply, the crucial aspect of liveness in a virtual space is the communication
and the sense of being connected with others. Dixon claimed that being online meant being
present in a certain place and time, stating that presence means different things to different
people and that it is also possible to speak of a presence which “is about interest and command
of attention, not space or liveness.”'> Consequently, the notion of liveness in traditional
theatre practice contrasts with that of digital theatre. However, this difference does not detract
from the fundamental elements of theatrical art. Rather, by introducing Zoom as a means of
communication and interaction between performers and the audience, Map to Utopia generates
a third environment that transcends the physical realm, in which new relations can be built."*
The audience, who are both remotely and physically connected, meet temporally and spatially
on Zoom. The platform “divide[s] presents [into] a more concrete border for the third world”
in which the audience has the chance to communicate with each other. '* Thus, the audience
has the sense of being together in the same virtual space.

The platform provides “private rooms” for focused meetings between individuals or small
groups who may have difficulty reaching a consensus. The agreements or disagreements that
arise within these “private rooms” are subsequently conveyed to the larger public space, where
all neighborhood residents can participate. This creates an online liveness, which Auslander
asserted in his article, as it brings together an international group of participants using the
infrastructure of the internet in an online platform, where they can exchange ideas and solutions
about a problem. Since the audience is able to communicate with each other from their home
and with those on stage, they feel connected to one another and are encouraged to discuss the
issues presented. Zoom provides instant connectivity, enabling the audience to actively engage
in the performance and address the problems at hand. As a result, an online presence is created
in a digitalized platform within the constructed world of Map to Utopia.

The Zoom platform also offers the possibility to change the visual background on the
screen, which may seem insignificant at first, but I argue that it fosters a sense of participation
and artificial yet collective gathering among the audience of Map to Utopia. Specifically,
in the performance, the audience members from the same districts are prompted to change

12 Auslander, “Digital Liveness,” 6.
13 Dixon, Digital Performance, 132.
14 Bree Hadley, Theatre, Social Media and Meaning Making (Palgrave Macmillan, 2017), 171.
15  Dixon, Digital Performance, 159.
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their visual backgrounds to those of their districts, creating a shared sense of community. For
example, residents of the red district would have the same visual background on their Zoom
screens, thereby bringing them together as a community, despite being different individuals
and being in different spaces. This common background unites them in the virtual world of
Map to Utopia. The digital platform utilized in Map to Utopia offers a unique opportunity to
establish an online presentness and liveness, particularly through the manipulation of visual
backgrounds. Despite the physical separation of audience members, the act of sharing the
same background creates a sense of communal immersion within the digital realm. Such a
phenomenon not only highlights the potential of digital technology to bridge physical distance,
but also underscores the significance of visual stimuli in cultivating a sense of shared space
and collective experience, in contrast to Walter Benjamin’s arguments on artificiality of image
and photography. ¢

While the Zoom platform contributes to the creation of liveness and presentness in Map to
Utopia, there is no particular rationale for its selection in this performance. That is to say, the
Zoom platform in Map to Utopia is not dominant but rather an infrastructural part of the hybrid
format of the performance. While it is unclear why this particular application was chosen, the
fact that alternative platforms could have been utilized suggests that the performance does not
comment directly on Zoom. Instead, the Zoom platform is used as an infrastructure to connect
audiences from different regions to each other and to the physical performance space. Thus,
the Zoom platform in this context is merely a medium for people and different voices to come
together, establishing a connection between the physical and virtual spaces. However, the use
of Zoom is only indirectly related to the main discussion of the play, which is centered on the
concept of utopia, where different sounds come together.

On the other hand, the usage of mobile phones not only creates the liveness and presentness
in Map to Utopia but also discusses the meaning of being present in a virtual space. The audience
downloads an application called “MaptoUtopia” before the performance. As mentioned above
the mobile phone plays a vital role for the performance as the audience gets to know their
characters through the application. The application facilitates the delivery of instant messages,
providing audiences with codes to access their character’s information. Using the application,
they can enter their character’s mobile phone, view images in galleries, read messages, and
note appointments, all of which contribute to the background of their respective characters.
In this way, the mobile phone functions not only as a communication tool but also as an ID
and space for the character’s memory and being, thereby adding an extra layer of presentness
of the audience and liveness. It also suggests an approach to the way of daily utilization of
the mobile phone: It stores all information for people, and it has turned into a new venue for
communication and memory.

16  Walter Benjamin, The Work of Art in the Age of Mechanical Reproduction (London: Penguin Books, 2008), 18.
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In addition to providing insight into the characteristics of their characters, the “MaptoUtopia”
application facilitates the flow of action for the audience. This is accomplished through the
delivery of instantaneous messages, which inform them of scheduled meetings with fellow
participants from their districts. Within these messages, neighbors express their needs and
demands, affording the audience ample preparation time for these meetings. As previously
noted, such meetings are set between individuals who are often difficult to reconcile. As such,
these messages play a dual role in creating a sense of presentness and liveness within the
performance. Firstly, they establish instant communication and a sense of connectedness to
other audience members, a quality that is intrinsically inhabited in the art of theatre. Secondly,
the appointments set through the messages create a sense of liveness and presentness, as the
actions unfold during the limited time of the performance. This, in turn, contributes to a sense
of co-presentness and liveness, whereby the audience is able to readily grasp the cause-and-
effect of the unfolding drama.

Therefore, the integration of digital technology contributes to the creation of a third space,
which provides a sense of presentness to the performance. As Dixon proposes, the intentional
engagement of the audience through gathering on an online communication platform is vital
for establishing liveness and presentness in the performance. The active involvement of the
audience through digital technology enhances their participation, creating a gamified experience
that drives the performance. In the following section, I analyze how Map to Utopia employs
these audience participation and gamification approaches with computer technology in digital
theatre.

Presentness Through Interaction: Participation and Playfulness in
Map to Utopia

Dixon examined the models and details of an audience interaction, clarifying how the
audience controls the story, how it is positioned in both the practice of writing and watching.
Perhaps it even contained the answer to a crucial question in the history of theatre: How does
the audience go beyond the mere spectator?

According to Dixon, the audience can develop and change the work of art by directing
the story, intervening or contributing to the play, almost like a game.!” He analyzes these
interaction dimensions and types under four main headings: 1) Navigation 2) Participation 3)
Conversation 4) Collaboration.'® These interaction models are directly related to how much
space they create for the audience/participants in the production and meaning-making stages
of the performance. Dixon’s emphasis at this point is critical: it is not necessarily the case that
the artwork that gives more space to the participant/audience is of higher quality. While some
performances may be more suitable for interaction, others have more limited space for it"’.

17  Dixon, Digital Performance, 561.
18  Dixon, Digital Performance, 563.
19 Dixon, Digital Performance, 563.
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Dixon emphasized that digital theatre practices centered on participant/audience interaction
cannot be rigidly separated according to these four categories. To put it another way, these
four categories can coexist and intertwine in digital theatre practices. However, he proposed
a method on how this interaction can be achieved: If the audience can see the result of the
action they take, thanks to the system that allows them to react at that moment, interaction is
established. Taking meaningful actions and seeing the results of the audience’s choices at that
moment, in real time, creates the state of being active in the interaction, thus the liveness and
presentness.”” This circumstance is encompassed within the purview of digital components.
The term digital also connotes an attribute that has the capacity to elicit a responsive effect
in real-time as Gere suggested.

As previously mentioned, this game-like interactive theatre practice is derived from the
theories on game. In an interactive digital theatre practice, the author or the creative team
sets the rules, gives the introduction and secretly creates various endings to the action of the
play. The audience and participants generate the rest, which triggers a sense of curiosity. As
such, Dixon concluded the section on interaction theories by emphasizing gamification and
its effects. According to Dixon, works that involve interactivity reveal a childlike playfulness
and the pleasure it brings because it amuses people to see that even the slightest reaction
creates a domino effect:

Interactivity in digital arts and performance is at its best a marvel of discovery, rekindling
childhood feelings of intimate connection to a vast, inexplicable, and beautiful world. *!

Nevertheless, I posit that the correlation between the two, and the resulting universe
fashioned thereby, is not as incomprehensible and romantic as proposed by Dixon. Although
the game is associated as a child activity, Johan Huizinga pointed out that play and playfulness
are fundamental to the social life of living beings.? In each of the interaction models proposed
by Dixon, the audience takes an active role and makes choices using their own point of view,
just like a game. In this context, it can be considered irrational to exclude cultural values that
should actually involve the seriousness from play because these values are actually based on
play. However, game theory discussions also base the game on reason. Martin J. Osborne, in
his book on game theory, stated that games are based on mathematical logic. The odds are
drawn, and it is left to the player to decide which choice to make under the circumstances. As
a matter of fact, these choices are shaped by one’s perspective on life.?

Beyond making choices the play is also set on rules, which can be considered similar to
the set of rules in a digital theatre. In a game, there is also a problem to be solved, a target

20 Dixon, Digital Performance, 565.

21 Dixon, Digital Performance, 598.

22 Johan Huizinga, Homo Ludens: Study of the Play Element in Culture (London: Routlegde 1980), 1.
23 Martin Osborne, An Introduction to Game Theory (Oxford University Press, 2003), 4.
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to be reached, or at least a role to be played; which are carried out through the rules. It takes
place in a different realm, which is not away from real life: “Play does not have a predictable
course or outcome and is based on inner infinitude. It is based on rules, and it resides in an

artificial realm.”

Apart from the rules there are three other dimensions that both a game and theatre share:
“a goal, a feedback system, and voluntary participation.”” The audience’s participation in
guiding the play towards its goal through the set rules creates a playful co-creative experience
that contributes to the liveliness of the performance.?® The emergence of mediatization,
digitalization, and role-playing systems offers a unique opportunity to engage the audience and
create a sense of liveness in digital theatre. By incorporating gamification, a game-like system
that can be integrated into the performance, transforming its aura and unlocking a multitude
of possibilities for developing new dramaturgical approaches that involve active audience
participation, which totally bases itself on the eagerness to create meaning by participation.?’

In relation to Dixon’s categories, I contend that audience interaction in Map to Utopia
is primarily achieved through participation, conversation, and collaboration. The audience
in Map to Utopia plays an active role and is tasked with completing specific assignments.
For instance, the audience must collaborate with others to devise solutions to issues in their
communities by drawing on their own experiences and communicating with fellow audience
members. Hence, the participation-based audience interaction evident in Map to Utopia aligns
with Dixon’s framework.

The form of audience participation in Map to Utopia fosters a conversation with other
participants and performers. Assigned a character to represent, the audience communicates
through their character with others in the play. While the sentences, attitudes, and thoughts
expressed by each audience member reflect their own backgrounds and values, they must also
consider the character’s background and characteristics. The audience thus place themselves
in the character’s situation and adjusts their approach and actions accordingly. This can lead
to partial criticality or complete identification. However, based on my own experience, [ argue
that this approach promotes a more critical viewpoint.

Map to Utopia also provides the audience with a collaborative space where they become
co-authors and co-creators, deciding how to solve problems in their neighborhoods according

24 Katja Kwastek, Aesthetics of Interaction in Digital Art (London: MIT Press,2013), 74.

25 Jane McGonigal, Reality is Broken: Why Games Make Us Better and How They Can Change the World (London:
Jonathan Cape, 2011), 21.

26 Constanza Blanco Jessen, “Performative game or theatre gamification? What a gameformance is and why
interactive theatre should be interested in it,” Estudis Escénics 46 (2021): 5.

27  Christopher Lindinger, Martina Mara, Klaus Obermaier, Roland Aigner, Roland Haring and Veronika Pauser,
“The (St)Age of Participation: audience involvement in interactive performances,” Digital Creativity 24, no.2
(2013): 121.
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to their own values and orientations. The creative team sets the story and problems of the
neighborhood, with the neighborhood spirits providing a history of the area through written
texts. The audience is given fictionalized character stories and are free to interpret and fill
in the details, shaping their actions and discourse accordingly. The audience is guided not
only by the spirits’ reminder of the importance of understanding each other but also by their
character’s traits. In this sense, the audience becomes the co-creator of the play with pre-set
rules, where the outcome depends entirely on their actions.

The role of co-creator of audience facilitates the ludic world created in Map to Utopia, which
plays a significant role in generating the sense of liveness and presentness. The utilization of
gamification and digitalization in tandem cooperatively supports the notion of liveness in this
digital theatre production. It is imperative to scrutinize how the playful element was integrated
into Map to Utopia. During the performance, the audience is tasked with the objective of
solving problems in accordance with their characters’ traits. This requires them to navigate ways
of presenting their interests while also striving to understand the perspectives and demands
of others. Additionally, as posited by Jane McGonigal, Map to Utopia provides a space for
discussions where participants can reflect on the outcomes of their actions. The appeal of this
game-like interactive theatre practice is evidenced by the enthusiasm of the audience to be a
part of this engaging experience.

To illustrate this point, it may be useful to detail my personal experience. As an affluent
inhabitant of the yellow district, my character was a man with connections to the district’s
ministry and ownership of multiple apartments in the neighborhood, thus conveying an air
of wealth and power. In addition, my character’s notes contained an anecdote about how his
father had assisted one of their employees’ sons, which highlighted my character’s reluctance to
interact with individuals of a lower social status. Prior to the meeting, I utilized this information
to devise a solution in which I would offer the individual a job in exchange for leaving the
building. During the meeting, the person expressed her needs and sentiments towards individuals
like me in a candid manner and was taken aback by my accommodating approach as it went
against the expected “evil” character archetype of the district. Nonetheless, my decision was
made in accordance with my own desires to achieve my goals. In addition to actively listening
and being attentive to the other person’s needs, I tried to devise solutions that would bring
her happiness and satisfaction. It is noteworthy to mention that the final proposed solution
was to demolish the building, but the inhabitants had to come to a mutual agreement. In my
own experience my unconventional approach added an element of presentness and liveness
for both the participants and the creative team, who were not anticipating such a solution.
Consequently, as if in a game, I could have tried to win through my arguments. The Zoom
platform turned into a playground in which I could p/ay my cards to achieve my goals. My
mobile phone transformed into my ID in the game, without which I would not have been able
to express my interests and demands.
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As aresult, the concept of playfulness in Map to Utopia was engendered through fulfilling
the goals and exploration of alternative offers and solutions during the performance, along with
the search for alternative relations among the participants. This, in turn, resulted in multiple
possible endings to the performance. Therefore, the incorporation of digital technology and
the element of playfulness in Map to Utopia reinforces the sense of liveness and presentness.
There is no concrete ending: the way that the audience plays and devises the arguments will
simultaneously create the plot and the end. The use of instant messages to keep the audience
updated on the plot, along with the active role required from them to engage their imagination,
fosters a strong feeling of being “here-and-now” within the digital realm. The screen becomes
the stage, resulting in the creation of a third realm that allows participants to be fully present
in the performance. Hence, the performance is centered around a problem-solving scenario
that presents a unique challenge to the audience. Although it is not clear what would happen
to the building which was a problem in my district, the main focus drives the audience to the
state of playing and discussing in a virtual democratic space.

Last but not least, the process of problem solving in Map to Utopia adheres to a structured
set of rules, akin to those in a game, in which the audience is expected to engage in discussions
that correspond to the unique features of their characters. The moderator or spirit assumes the
role of a referee, ensuring that participants adhere to their character’s persona when presenting
arguments. The audience must follow the guidelines provided to them through the “MaptoUtopia”
application on their mobile devices. The process of problem solving requires the participants
to carefully interpret the information they receive and analyze the perspectives of others in
order to arrive at the most efficient solution for their character’s benefit. The experience of
participating in Map to Utopia is akin to solving a puzzle, as the audience must play their
roles according to the unique shape of their character’s personalities.

Conclusion

The mediatization and digitalization of theatrical art can be traced back to Ancient Greece,
the birthplace of theatre.”® While this process existed throughout history, it gained significant
momentum in the early 20th century with the widespread adoption of technology and digital
advancements in daily life. Consequently, the art of theatre found itself entwined with this
process, necessitating an ongoing commitment to exploring the possibilities of the relationship
between digital and theatrical realms in order to sustain the vitality of theatre. As noted by Bill
Blake, adopting a constructive perspective in approaching this discourse could pave the way
for an enriched understanding of both theatre and digital domains, and of the relation between
them.? Rather than adhering to a conservative perspective that centers on the perceived loss

28 Dixon, Digital Performance, 40.
29 Bill Blake, Theatre and the Digital (Bloomsbury Publishing, 2014), 9. https://www.perlego.com/book/2995655/
theatre-and-the-digital-pdf.
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of the essence of theatre in digital theatrical practices, it is valuable to shift the focus towards
examining strategies for cultivating the qualities of immediacy and presence, which are
considered fundamental aspects of theatrical art.

This paper endeavors to offer a concise overview of the approach taken in these discussions,
utilizing Map to Utopia as an illustrative example. Map to Utopia serves as a compelling
case study for exploring the possibilities that digital theatre affords, presenting an avenue
for discovering new opportunities within this realm. I assert that the playfulness inherent in
digital theatre is central to its liveness and is achieved through the use of digital technology and
instant communication, which fosters a sense of quest. The performance is structured around
rules, characters, and active audience participation, which resembles the features of a game,
creating an elaborative and engaging form of theatre that employs both traditional practices
and new media tools. As mentioned, Map to Utopia serves as a useful example to examine
this claim, as it showcases the centrality of playfulness, liveness, and communication to the
performance. Digital technology plays a crucial role in connecting people and creating a third
realm where they can meet virtually. While the finalization of the performance is open-ended,
the democratic and polyphonic discussion on the Zoom platform enabled the inhabitants to
communicate with each other regardless of their backgrounds. Hence, the key objective of the
performance was to showcase the democratic arena that the internet and Zoom platform can
provide, where people can come together, share their ideas, and solve problems.

In addition to the aforementioned overview, it is crucial to highlight that digital theatre
provides a platform for both theatre and the digital realm to manifest their ontological existence.
In other words, they both assert themselves as arenas for discourse, connectivity, and significance,
all of which can be facilitated through digital theatre. Thus, this ancient but new approach to
theatre fosters a reciprocal relationship between theatre and the digital domain, allowing for
mutual contributions and interactions.

Peer-review: Externally peer-reviewed.
Conflict of Interest: The author has no conflict of interest to declare.
Grant Support: The author declared that this study has received no financial support.

BIBLIOGRAPHY

Akim, Melike Saba. “Canlilik ve Karsilikli Etkilesim: Tiyatronun Dijitallesmesi ve Seyir Rejimi Uzerine
Ontolojik-Tarihselci Bir Sorusturma.” Sanat Yazilar: 44, (2021): 31-47.

Auslander, Philip. Liveness: Performance In A Mediatized Culture. London: Routledge, 2008.

Auslander, Philip. “Digital Liveness: A Historico-Philosophical Perspective.” PAJ: A Journal of Performance
and Art 34, no. 3 (2012).

Benjamin, Walter. The Work of Art in the Age of Mechanical Reproduction. London:Penguin Books, 2008.

104 Tiyatro Elestirmenligi ve Dramaturji Bolim{ Dergisi 36, (2023)



Maral Cankaya

Blanco Jessen, Constanza. “Performative game or theatre gamification? What a gameformance is and why
interactive theatre should be interested in it.” Estudis Escenics 46 (2021).

Blake, Bill. Theatre and the Digital. 1st ed. Bloomsbury Publishing, 2014. https://www.perlego.com/
book/2995655/theatre-and-the-digital-pdf.

Dixon, Steve. Digital Performance: A History of New Media in Theatre, Dance, Performance Art, and
Installation. London: MIT Press, 2007.

Gere, Charlie. Digital Culture. Wiltshire: Reaktion Books 2002, 2008.

Giannachi, Gabriella. Virtual Theatres: An Introduction. London: Routledge, 2004.

Hadley, Bree. Theatre, Social Media, and Meaning Making. Palgrave Macmilla, 2017.

Harries, Martin. “Theatre and Media before “New” Media: Beckett’s Film and Play,” Theatre, no. 2 (2012).
Huizinga, Johan. Homo Ludens: Study of the Play Element in Culture. London: Routlegde, 1980.

Kwastek, Katja. Aesthetics of Interaction in Digital Art. London: MIT Press, 2013.

Lindinger, Christopher, Martina Mara, Klaus Obermaier, Roland Aigner, Roland Haring and Veronika Pauser.
“The (St)Age of Participation: audience involvement in interactive performances.” Digital Creativity 24,
no. 2 (October 2013): 119-129. DOI: 10.1080/14626268.2013.808966.

Masura, Nadja. Digital Theatre: The Making and Meaning of Live Mediated Performance, US & UK 1990—
2020. Palgrave Macmillan, 2020.

McGonigal, Jane. Reality is Broken: Why Games Make Us Better and How They Can Change the World.
London: Jonathan Cape, 2011.

Osborne, Martin, J. An Introduction to Game Theory. Oxford University Press, 2003.
Phelan, Peggy. Unmarked: The Politics of Performance. London: Routledge, 1993.
Salihbegovié, Fahrudin. Directing Cybertheatre. Belgrade: Academica - Akademska grupa, 2013.

Tiyatro Elestirmenligi ve Dramaturji B8limu Dergisi 36, (2023) 105






:'I Tiyatro Elestirmenligi ve Dramaturji B6liimii Dergisi e@ ISTANBUL
,_':, Journal of Theatre Criticism and Dramaturgy KON IVERS LY

Tiyatro Elestirmenligi ve Dramaturji Bolimu Dergisi 36, (2023): 107-110
DOI: 10.26650/jtcd.2023001 Speech Note / Konusma Metni

Myth and Innovation Road

Theodoros Terzopoulos!

E' E ABSTRACT
5!: = This text is based on the speeches Theodoros Terzopoulos gave at the Istanbul
L Theatre Festival in 2017 and the Modern Drama Valley Festival in Shanghai in
=] 2019.Terzopoulos, converted the issue he discussed in these speeches into a text
titled “Myth and Innovation Road”in which he addresses how the myths upon
'Attis Theatre, Athens- Greece which ancient Greek tragedies were fed can be interpreted in contemporary

times. This text, reveals the philosophical and structural elements of Terzopoulos'
C di thor/S I : . . . . .
orresponding author/Sorumiu yazar understanding of acting, which he calls the biodynamic method, and also
Theodoros Terzopoulos, K ; K . i
Attis Theatre, Athens- Greece reveals his attitude as an artist: “uncovering new and more effective ways of
E-mail/E-posta: attis@otenet.gr humanizing the world".

Keywords: Dionysus, Heiner Miiller, myths, memory, body
Submitted/Basvuru: 29.12.2022

Accepted/Kabul: 03.04.2023

Citation/Atif:

Terzopoulos, Theodoros. “Myth and Innovation
Road". Tiyatro Elestirmenligi ve Dramaturji Bolimdi
Dergisi 36, (2023): 107-110.
https://doi.org/10.26650/jtcd.2023001

QOO

This work is licensed under Creative Commons Attribution-NonCommercial 4.0 International License BY _NC


mailto:attis@otenet.gr

Myth and Innovation Road

The cultural landscape has been reshaped; theatre has been homogenized and tends
to lack fixed points of reference, roots, and national characteristics. Through its growing
commercialization, the peculiarities of 20" century drama schools and playwriters have
disappeared.

The fundamental principles of theatrical art have been eradicated, with others having been
planted in their place to feed the ephemeral and cultivate oblivion. Many national theatres,
festivals, and academies follow this trend.

Under these circumstances, one cannot speak of an avant-garde movement that has been born
by a group of great creators under appropriate and favorable social and historical circumstances,
except for individual cases, personal languages, and scenic idioms. The academic has been
replaced by postmodernism, that serves the ephemeral, and, as such, fails to root and contribute
to new fermentations.

I would like to talk about certain principles of myths that have tended to disappear in the
era of globalization and neoliberalism. I will discuss myths as fertile material for the creation
of a new language with a prospect that can penetrate the present and open up new horizons in
the future, inviting us to discuss and reapproach the meaning of avant-garde.

Ancient myths have had a terrifying attraction for humans. They can cause people to drift
completely in their orbit. This is why a need existed and still exists in Europe, to demystify
myths and approach them through a rational perspective. Many times, myths have been used as
a crutch upon which national identities rely. This persistence was and still remains dangerous.
If one were to cut myths from their dark roots, no one would be able to use their astonishing
energy as a resource for the future, and inevitably, an abomination would be created. Such an
abomination is fascism.

Myths are dangerous, because they belong to the world of the unfathomable and strange; at
the same time, however, they are a passage in this world. Through myths, one gains access to
the dark side of things. Myths stimulate horror because they reveal an unruly, violent element
culture cannot tame. Myths are the nightmares of humanity, but humans are born from these
nightmares. Nightmares are the homeland of humanity, and the dimension of the uncertain
and unfamiliar, and they perform a key role in human life.

A common reaction to such questions has always been the attempt to smooth the tensions
and difficulties brought about by what is unfamiliar through humanistic techniques designed
to embellish the human experience. But by bringing everything to one’s own measures,
humans basically deny what is not human and renounce the indecipherable, dark, and hidden
aspects of life, instead promoting what is familiar, through the processes of humanization and
beautification. Humas try with perpetually futile movements to fill, overcome, and eliminate
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the gaps, hiding them under a multitude of references and metaphors, while trying indirectly
to interpret the unfathomable. However, the nightmares keep the gaps open and refuse to tame
the unfathomable.

Various theories have been articulated in the past in an effort to conceal the gap, thus creating
auniversal image of a world predestinated toward human welfare, and promoting teleological
delusions. Those who create find freedom studying the depths of myths. They practice, searching
for the unfamiliar, and for what they don’t understand, and try to understand. They look for
unpredictability, the unusual and the paradox. They offer their body at the sanctuary of the
Unfamiliar, where they place constant questions and many dilemmas.

The aesthetic of performance derives from the dynamic relationship the body has with Myth,
Time, and Memory. Through this relationship, the fundamental ontological question “of what
is it about™ arises. Of course, this is a question that does not allow for definite answers, instead
constantly activating those who create in the direction of an ever deeper investigation into the
root of sounds, words, and the multiple dimensions of the human enigma. Myths should not
only be appreciated for their narrative and symbolic function in relation to an inconceivable
reality, but also for the way they immediately reveal that which the body and soul hide.

Myth comes closer to humans, and is presented as a form of memory, and this decisive
turn inward reveals rich supplies of internal energy and a series of psychosomatic functions.
The body and the voice are transformed into a common place of memory: Myths require not
stories to be told but memories to be reconstructed. The body gets into a state of transgression
and reversion to the unconscious, both in the individual and collective dimensions, speaking
or rather yelling in a new language, while trying to reconstruct a new Myth.

Thanks to the mediation of its mythical protagonist, Dionysus, the transition from myth to
memory is deeply engraved in the body and soul of those who create, who seeks the energetic
components of the body and, through them, their origin, memories, and visions. Moreover,
no vision can exist without this knowledge that should be sought out in the veins, blood, and
energy of each person, that has many forms, and that is inexhaustible.

Heiner Muller said that myths are the machines to which more new machines can be attached
and transferred energy until its speed increases to the point at which the cycle of civilization
explodes — and I would add to explode the cycle of barbarism.

In today’s period of transition, we are witnessing many destructive changes at different
levels, and the thoughts of several creators more than ever are open to exploring new ways of
investigating the gaps that threaten humanity and new interpretations of the dogmatic barren
convictions that have brought the world to the brink of destruction and de-humanized human
beings. Devising a new psychophysical and somatic-centric philosophy that will resist the
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barren academic and postmodern perceptions of body and mind, body and soul, myth and
discourse, Nominal and Anonymous, and semiotic and symbolic, will be necessary to inaugurate
a new philosophical space from where a harmonious coupling of opposites can be triggered.

May humanity focus on a new way of life narration by interpreting life not in terms of
a precisely predetermined myth, that meets the ambitions of a small number of elite, but in
terms that are designed to uncover new, and more effective ways of humanizing the world.

Neoliberalism does not pursue a creative encounter between the body and the world,
between memory and time, or be myth and speech. The rupture with time, and within time, is
the internal bleeding and reconstruction of the Myth.
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Bergson and Durational Performance (Re)Ma(r)king Time

In his book Bergson and Durational Performance (Re)Ma(r)king Time, the author James
Layton explores Bergson’s philosophy of duration in relation to performance and by making
connections with Bergson’s duration to concepts by Abraham Maslow, Mihaly Csikszentmihalyi
and Victor Turner, suggests a new interpretation of Bergson’s duration in relation to what these
other theorists have formulated, respectively, self-actualization, flow, and communitas. What
Layton argues, with three performances as case studies approached from an autoethnographic
perspective, is that performances lasting beyond smooth consumption in our socially accelerated
world can facilitate the Bergsonian duration experience, that durational performance can act
in opposition to social acceleration, thus emancipate us from the shackles of always “being
now”, free us from networked time and by allowing us to decelerate, Layton suggests that
durational performances might enable better attunement to our inner rhythms as human beings.

The book is divided into two parts; the first part is made up of four chapters in which Layton
introduces the key concepts and lays the theoretical groundwork on which the discussion in part
two will proceed. In the prologue, the author’s contextualized his work within the background
and experience of the COVID-19 pandemic, in relation to the slowdown triggered by lockdowns,
makes this introduction to Bergson’s philosophy of time much more accessible for the reader
who would otherwise feel a bit alienated. Additionally, Layton’s contextualization of his work
in a familiar world and his reference to the recent past makes this book more accessible and of
interest not only to scholars but all interested in making and consuming performance. Layton
makes sure that his position and perspective are clear for readers, recognizing from the outset
the hyperreflexive “I” of the auto-ethnographical perspective which relies on memory that
he implements.

In Chapter 1: Bergson, Pure Memory and Pure Duration, Layton introduces concepts of
Bergsonian pure memory and pure duration, two inextricably linked concepts, which he also
returns to later and explores further in the second part of the book as he applies them to his
experience of the durational performance Hotel Medea as a case study. While introducing
and discussing it, the fact that he addresses criticisms of Bergson’s philosophy as well and
that he justifies his interpretation, provides more credibility to Layton and his arguments. In
Chapter 2: Bergson and Durational Performance: Duration Immersion, Participation,
Ritual, Layton explores Bergson’s philosophy in relation to performance and introduces a
wider context relevant to the case studies in the second part such as immersion, participation,
and ritual. While exploring these concepts, he reveals more about pure duration and its nature,
touches upon other contemporary issues in performing arts such as liveness and presence and
formulates his definition of duration with reference to others. The introduction and discussion
of this wider context endows Layton’s book with an appeal for general audiences interested in
contemporary issues in performing arts. In Chapter 3: Durational Performance in a Socially
Accelerated Culture: Clock-Time + Network Time = No Time Layton examines the brief
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history of the emergence of the clock’s dominance, defines and discusses acceleration from
clock-time to network time and how durational performance might offer, even if temporarily,
an escape from the socially accelerated culture. This chapter examines the dynamics of the
socially accelerated world in which the commoditization of time is intensified by globalization,
and how the people in the Western world are compelled to try and experience more than is
possible in the human lifespan since they are overwhelmed by the plethora of choices available
to them. He then moves onto introducing the idea of smooth consumption and the possibility of
deceleration. This chapter makes sure that the reader comprehends the relevance and importance
of opposing smooth consumption in a world of networked time in which they suffer from
things such as smartphone addiction and FOMO. In Chapter 4: Durational Performance as
a Challenge to Smooth Consumption Layton introduces performance as a medium through
which to explore the concepts examined in previous chapters. He argues that faced with an
increase in quantity per unit of time, the richness of our experience gets diminished as we try
to fit more experience into less time. He suggests that the compartmentalization of experience
into smaller chunks is both a symptom and a cause of social acceleration and that it can be
countered by durational performance that lasts beyond the limits set by smooth consumption.
Layton also makes sure to clarify his definition of durational performance that does not refer
to just the performance’s length of time but to the pace at which it unfolds.

In the second part of his book, Layton applies the concepts introduced in part one, at
the center of which lies the concept of Bergsonian duration, to autoethnographic readings
of contemporary performances and demonstrates how Bergson’s philosophy of time can be
understood in an embodied sense. The first three chapters explore consequently key theories
of Maslow, Csikszentmihalyi and Turner that he applies in case studies and uses to further
the exploration of Bergson’s philosophy. In Chapter 5. Peak Time: Bergson and Maslow,
Layton examines the convergences between Maslow’s self-actualization and Bergsonian
duration to illuminate both concepts, arguing that Maslow’s peak experience is possible
through experiencing Bergsonian duration and that self-actualization through peak experience
is achievable in the context of a performance lasting beyond comfortable consumption, as
exemplified in the later chapter on the Hotel Medea. In Chapter 6: Flow Time: Bergson and
Csikszentmihalyi, Layton explores how aspects of Csikszentmihaly’s concept of flow might
offer a way of achieving an experience of Bergsonian duration and observes that the greatest
commonality shared by both theorists is the freedom from the tyranny of time. Layton takes
his time to explain thoroughly new concepts introduced within the context of each chapter such
as negentropy making sure that the reader proceeds into further discussion only after having
built a solid foundation. In Chapter 7: Time Together: Bergson and Turner, Layton explores
key concepts introduced by Turner including liminality and liminoid as well as the categories
of communitas. He then draws parallels between communitas and duration highlighting the
ephemerality and unstructured nature of both. The next three chapters are an elaboration on the
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case studies demonstrating how these discussions apply to durational performance. Chapter
8: Hotel Medea: Medea, Memory, Duration and Peak-Experience in an Accelerated Culture
Layton explores, through the double filter of Maslow and Bergson, ZU-UK and Para Active’s
2011 production, a 6-hour durational performance the Hotel Medea. Layton also elaborates on
his position as a “participant-spectator” making sure that the argument behind it is clear for
the reader, and proceeds step-by-step, to explore the transformative qualities of this immersive
performance through contact, tactility, and immediacy. This chapter’s subheadings provide
a fresh approach while making it easy to follow such a layered discussion since in some
only theory is discussed while in others, reflections on the experience are shared. Layton’s
choice of subsections makes sure that moving between approaches and different pasts are
easily decodable for the reader. Layton also includes paragraphs in boxes in this chapter that
demarcate fragments of the author’s memory related to the performance in hand, and this
playful approach resonates with the content of the chapter which also addresses concepts such
as inner memory and playfulness. In Chapter 9: All These Are the Days My Friends: Duration
and Flow in Einstein on the Beach, Layton explores the spectatorial experience of Philip
Glass and Robert Wilson’s Einstein on the Beach through Bergson’s discussion of intuition/
intelligence and the present moment, coupling it with Csikszentmihalyi’s theory of flow. His
exploration in this chapter contains a wide spectrum of discussions from music, architecture and
dance to visual art. It should also be mentioned that this chapter might be of interest to anyone
who is not necessarily interested in Bergson’s philosophy but in an interpretation of Glass
& Wilson’s performance since Layton, as is the case throughout the book, makes references
to significant figures in contemporary performance theory such as Pavis, Counsell, Barthes,
Banes, Boardhurst, Bennett, Schechner and Heathfield, briefly summarizing their ideas and
how those could relate to Einstein on the Beach. Layton is also a master in making relevant
references not only to important ideas and figures in performing arts but to a wider scope of
disciplines and fields to better explain and support his suggestions, as is the case in this chapter
when he makes a reference to Maya Deren’s experimental films or to NLP (Neuro-Linguistic
Programming). In Chapter 10: Walking, Communitas, Ritual and Transformation, Layton
explores the site-specific, participatory performance Walking by Robert Wilson, conceived
in collaboration with Dutch visual artists Theun Mosk and Boukje Schweigman as a journey
through North Norfolk’s landscape, within the scope of the 2012 Cultural Olympiad and
Norwich and Norfolk Festival. While doing so, Layton applies theories by both Bergson and
Turner to examine how this experience has resulted in a state of communitas. This chapter’s
subheadings make the arguments easy to follow since they reflect the three stages of the
ritual process as identified by Turner, each stage relating to different points in the process
of transformation. The argument that Bergsonian duration is possible through a process of
transformation and spontaneous communitas, that Walking, engaging with the landscape rather
than action or performers, offers a chance to experience real duration lies at the heart of this
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chapter. However, the lack of a discussion on the definition of ‘site-specific’ performance falls
short of what the reader might be expecting of Layton since so far, he has always made sure
to make room for discussions on such definitions.

In the book’s last Chapter 11: Marking, Making, Remarking, Remaking Time: Bergson and
the Future of Durational Performance, Layton summarizes the discussions so far by drawing
together the themes in the case studies, highlighting the importance of Bergson’s concept of
duration and of durational performance as a gateway to an alternative experience of living,
arguing how performance can act as the medium through which pure duration might be accessed
resulting in a transformative experience. Layton examines in this chapter, although much
more briefly in comparison to the previous performances explored as case studies, another
performance, You Me Bum Bum Train which stands in contrast to the durational experience
others have offered since YMBT is the epitome of a socially accelerated journey to smooth
consumption. His concluding argument is that live performance, which is durational suggesting
that it lasts beyond smooth consumption, not only offers an opportunity to examine Bergson’s
duration but it also offers the possibility of a pause from social acceleration, much needed
in our society like digital detox or meditation. In the Epilogue: A Manifesto for Durational
Performance, Layton shares his manifesto for durational performance, also offering practical
exercises for the making and watching of it. Finally, there is the Postscript: Arriving at the
Crack of Dawn for a Plagueground Gameshow in which Layton explores his experience of
ZU-UK Plagueground Game Show, (2021) an online performance realized over WhatsApp,
offering a digital experience in contrast to an analogue one offering liveness, immediacy, and
bodily co-presence of others. It is a noteworthy attempt of Layton to test the possibilities for
actualizing pure duration if digital performance is to become the norm, since the pandemic
gave the digital alternative a new significance to our agendas. While Layton recognizes that
this experience is not durational in the sense defined at the outset of the book, it still offers
the opportunity to explore connections with others even if remotely. The chapter also includes
Layton’s short reflection on another digital performance Crack of Dawn by Greg Wohead. His
conclusion, however, is that the online world of performance cannot escape the network while
the real one is capable of just that; that live performance is more likely to offer an alternative
to socially accelerated culture while a digitally consumed performance might also offer it,
though less visibly since the clock and network still dominate there.

In Bergson and Durational Performance (Re)Ma(r)king Time’s two parts, the first consisting
of introducing the theoretical framework, the second discussing their application to performances
as case studies, as well as the book’s separate chapters might be read in isolation, however
Layton makes sure that each chapter directs the reader to the relevant one in the other part
where the discussion was either introduced theoretically or where it will be demonstrated. This
causes Layton to over-repeat summaries of his arguments, and directing the reader to other
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chapters feels at times a bit redundant, slowing down the pace of the reading. Overall Layton’s
world of references is very rich, both in terms of referring to important theorists and disciplines
when discussing a particular notion, as well as in terms of associating complex theoretical
arguments to everyday contemporary and popular issues. Additionally, he does not only use
the references of the Western tradition but refers to Eastern philosophy although it would have
been better if he could more explicitly position his speaking from within the Western canon.
One cannot help but appreciate Layton’s explicit recognition of his and the book’s limitations,
his elaborate discussion of what on the surface might appear as paradoxical statements, his
step-by-step exploration of very complex ideas, his mastery at defining a clear framework
around his discussions and about his approach. Layton’s arguments also offer very accessible
insights not only on Bergson’s philosophy but on other issues in contemporary performance
as well as on the performances discussed in the second part as case studies. This is a must
read for those interested in making or consuming durational performance.
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Hakan Giiltekin Could you briefly evaluate the current state of British Theatre?

Steve Waters [ would say it is not as healthy as it should be, and obviously the pandemic
is part of that. It had a profound impact. If you then add in the cost of living crisis, the energy
crisis...the theatre is very vulnerable at the moment. A lot of financial pressures at the top
of theatre. And then, we are in a climate of government, which is in many respects, a very
destructive presence in this discussion, who are putting pressure on the arts, if it is going to
receive public funding to deliver their political agenda. We have seen that in in the absolutely
atrocious way that the Arts Council has given grants to people over the last two weeks. I do
not mean that they behaved atrociously, but I think they have had a kind of pressure upon
them to use arts policy as a way of delivering government. And agendas such as levelling up
and so on, I am not against those in absolute terms, but I do not think arts policies should be
driven by the government of the day. There is a whole notion is that those things are separate.
So there is a lot going on.

Hakan Giiltekin What generation does Steve Waters belong to when you consider the
contemporary British theatre? Does Steve Waters represent a tradition as a playwright?

Steve Waters | was not that engaged with the theatre until I did my MA in playwriting
at Birmingham. My route into theatre was almost through education because I was a teacher
and I would often teach things like drama and English in schools to kids from 11 to 18. So,
I was finding myself teaching Brecht, Stanislavski, Artaud and so on, and also writing plays
for them, and that led me into almost accidentally becoming a playwright. I wrote a play at
university for a competition that was received very well, so I became part of the British theatre
scene in the late 1990s. It was a very rich time. Obviously we associate that time with ‘in your
face theatre,” as Alex Sierz has described it. I was personal friends with some of those people
like Sarah Kane. I studied with her at Birmingham University, where I did my MA, which
was also run by David Edgar. That was a very new thing in Britain, at that point, a playwriting
course, of course dedicated to playwriting, and we had a much more powerful culture. It was
represented in all those new writing theatres in London: The Royal Court, the Bush Theatre,
Hampstead Theatre, which was where I started my career in North London, and to some extent
the National Theatre. We are all very interested in new writing. In a very direct way, in fact, you
could argue that it was post-political. Let’s take a playwright like Mark Ravenhill, with a play
like Shopping and F*cking. The play was obviously interested in sexuality and consumerism,
as he was quite wilfully. There is a speech in the play about there being no big narratives, no
big stories anymore, and I think that is a very mid-1990s sentiment about the end of history,
all those kinds of questions were circulating at the time. Sarah Kane I would exempt from that
because her work, Blasted particularly, was very alert to male violence. War and the collapse
of former Yugoslavia, Rwanda: all sorts of terrible events were happening in the mid-1990s.
But, a lot of the culture of the time, the first plays by Jez Butterworth, Patrick Marber, David
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Eldridge: quite often plays about groups of men, quite often written in extreme language, quite
violent in focus, masculinity in crisis et cetera. That never really interested me. So I have often
found myself thinking that my inspirations come from the previous generation of writers,
such as David Hare, Caryll Churchill, and Howard Brenton, who are more in the 1970s and
80s, or Howard Barker and David Edgar, who had a much more epic sense of theatre. Brecht
has always been a very important touchstone for me, whereas he was very unfashionable in
the 1990s. Probably the most weirdly influential playwright in the 1990s was Harold Pinter
actually. I have written elsewhere about that writer that I really admire, but particularly his
early work was a reference point and a touchstone for a lot of British playwrights at the time,
so that world seems a long time ago. In that world there was quite a lot of money to support
new plays. Theatres had literary managers and dramaturgs. If I wanted to send my play, I
knew I had many places I could send it and there was a lot of coherent critical culture around
that, so I did not know it at the time, but in retrospect it was a really great time to start writing
for the theatre. Whereas now is a much more difficult time to write for theatre. So, if you go
down to the bottom of British theatre, there is a lot of exciting work, but there is less funding
around. I think that question is really difficult at the moment.

Hakan Giiltekin You are regarded as a political playwright. What is your reaction to this?

Steve Waters I am happy to be described as such. I am inevitably distant from any term
that is applied to the writing...you feel resistance because one feels more complicated than
that. And it is fair to say that in the past, “political playwright” might have suggested very
particular political affiliations and views, and I think that would not be the case for me. I mean,
I have my politics; [ vote for my parties and that is a matter of record. But I would say that my
work, my writing, whilst it has got political sensibility and I do not think it does not come away
from the plays...I mean, there was always a crude description of political theatre anyway, and
there was some work like that. People who like to practice that kind of work come to one of
my plays and feel a bit disappointed because it does not seem to leave you in a simple place
at the end of it. A good example would be something like my play, Limehouse, which a lot
of people took to be an attack on Jeremy Corbyn’s Labour Party, and some people, even left
of the Labour Party, having seen that show, I did not feel clear cut about that. I was actually
using it as a model to think about the different traditions within the Labour Party, which is
a party that I feel I am very connected to through my life, but on the other hand I have great
frustrations with. The gang of four of Labour at that point were thinking of leaving the party,
but [ was not using that as a suggestion that anybody should do that in the present. And actually
it was funny. A couple of years after the show, Corbyn had been running the party for two
years, and in fact, shortly after my play seemed to do rather well in a snap election that Theresa
May called. And so a lot of people said, “oh, well, it is irrelevant.” And then of course in 2019
the Labour Party was annihilated by the Conservative Party, and suddenly, like Corbyn, was
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unfashionable. In that year, I think it was in 2019, there was a group called the Independent
Group that wanted to leave the Labour Party again because they were so angry at Jeremy
Corbyn pushing it to the left. A lot of people got in touch with me and said, “Oh Limehouse,
that is so relevant.” But, the independent group were really never going to go anywhere that
it was clearly a gesture rather than substantial politics. The short answer to your question is if
it is politics with a “small p,” I am very, very happy with that. But I think that it is more that
I am drawn to ideas and morality and ethics, and but I am also so interested in character that
I think that cuts across some of what people would think of as being a political play, because
I am interested in strong parts for good actors and investigating psychology, and that is less
political in a straightforward sense. So, it is more complex than that phrase suggests. The only
thing I am resistant to is a very simplistic idea of what “political playwright” might sound
like. It might sound like an earnest person with no sense of humour and no sense of theatrical
pleasure. I am not that person. Theatre should be a rich, enjoyable, sensuous experience.

Hakan Giiltekin So, can we say, depending on your comment, that there has been a kind
of new generational political playwriting?

Steve Waters I would say I entered the theatre when political theatre was extremely
unfashionable in the late 1990s. And my first professional play, which has never even been
published, English Journeys, which was at the Hampstead Theatre, in no respects could be
seen as a sort of political play. It was about relationships, but it was a state of the nation play
which has often been associated with political theatre, but from a much more personal lens.
But after 9/11, I would argue that political theatre came back in quite a big way. There was
that feeling of suddenly life being extremely polarised. The Blair government had become
increasingly seen as having authoritarian elements to it and then their support, obviously, of
American foreign policy with the invasion of Iraq in 2003. The kind of period of consensus
around New Labour in the late 90s was starting to fracture and the world was becoming more
violent and conflictual as Islamism was on the rise. Then, people like David Hare were kind
of coming back. They were much more visible than they had been 10 years previously.

Is there a new generation? Well, there is a wave of writers who come to the fore in the early
2000s and 2010s. Mike Bartlett, Ella Hickson, Lucy Kirkwood, James Graham, Jack Thorne
to some extent. Firstly, they are all very good writers, and secondly, they have a slightly more
political sensibility, and they are particularly alert to environmental questions, which we will
obviously get on to later, which is kind of new politics. Their feminism was a resurgence as
well, obviously #MeToo, and then Ella Hickson is writing about that. Lucy Kirkwood has
built it into her work both in things like Maryland, which she wrote quite recently, and in 7The
Welkin. So, it is funny how they would probably none of them describe themselves as political
playwrights, but just by the sheer fact that they bring this energy to these questions, they are
changing the forms of theatre. In someone like James Graham’s work, they are reaching for
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longer historical stories about why we are the country that we are. They occupy that position,
I think, that political playwrights want to occupy. So, somebody at the time, maybe it was
Mark Lawson, a critic, said that generation of writers was the strongest since the generation of
Stoppard and Pinter. I fall between the two stools because I am in a way not in the ‘in your face
group’ who were not very political, nor am I in this new wave of writers who are at least 10
years younger than me. [ have a connexion to many of them, but I am not their contemporary.
The next wave is more a return to these questions of identity, so obviously, people of colour
as playwrights, trans writers. You have got a new generation that is emerging to really speak.
So that is the next wave. It is kind of breaking as we speak, and it is linked to a completely
new, more granular politics of identity, sexuality and so on.

Hakan Giiltekin I would like to ask you what is your purpose as a playwright and who
do you write for?

Steve Waters That is a really big question. I think probably from The Contingency Plan
onwards, obviously, climate change and environmental questions are my questions. They
were 20-30 years ago, that is what I was thinking about in the 1990s, which of course very
few people were thinking about at that time, but I have always been a writer concerned with
the state of the land of the body of the country as a whole, not just London, so I have been
consciously defining myself against metropolitan theatre. Even though my characters often
present as quite middle class, I am interested in examining and breaking down some of those
barriers and trying to enlarge our imagination of where we live and open up the scope of
playwriting a bit. [ am very drawn to late 19th-century naturalism. It is a very important theatre
for me. Writers like Chekhov and writers like Ibsen are my constant inspiration, and what I
like, particularly in those writers, is that they fuse, particularly in Chekhov’s case, the comic
sensibility about people with a very epic sense of landscape.

What is my purpose? I think it is to write about things that really matter to me, and also
to go behind the scenes a bit.  have always been interested in a phrase which is actually from
Walter Benjamin when he was talking about Brecht and Brecht’s work: uncovering conditions.
I like the notion of theatre having the power to go deeper than many other cultural forms. That
is one of the reasons I stay with it. It is more ideas-driven. It goes deeper into character. It goes
deeper into the settings it sets and has the capacity to try and find the poetry of that and find
the truth of the experiences I want to write about, which I want the audience to experience
very intensely. That is another purpose, I suppose that I have. So it might be about changing
people’s minds, but there is a degree to which it is about enlarging all our horizons, which
would be another way of looking at it. Including my own, given that so much of my work
increasingly has a slightly research-driven dimension to it, that I am trying to think with. I
think what theatre does is go much deeper into the audience than any other art form, any other
dramatic art form. And so that keeps me where I am, and it keeps me thinking about what
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theatre can do, collaborating with people, and enjoying rehearsal because I love working with
actors as well. And what I love about that is their creativity and their care for detail. The actors
are like brilliant musicians.

Hakan Giiltekin You have been talking about political theatre, but, if you make a simple
definition, not a simple but a plain definition, of political theatre, what would it be?

Steve Waters The interesting about this is that you should not necessarily need the adjective
‘political.’ I think theatre is inherently political theatre. Anything that is public speaks of
issues beyond the individual and theatre, just the act of putting theatre on, I would argue, is
political. The act of going to the theatre is political in the sense that you are participating in
a public event. I think the audience is political and that does not mean that their politics are
left-wing or right-wing. But I think that it is an act, particularly in a world where the theatre is
becoming increasingly niche and specialist, I think those choices become even more powerful.

But obviously in the past Greek Tragedy comes to mind or the Renaissance, it was a gathering
of the whole community quite often. What holds big audiences together? Are audiences asking
larger questions than private questions? So in a way, the political nature of theatre is sort of
baked in, and also, for instance, the topical nature of theatre. So I do not think that I seek to
be topical, or “this is something in the news I must write about it,” but [ want to use the way
in which theatre is uniquely placed to speak about what is on people’s minds when they go
into the theatre. And obviously, with a play like Resilience as part of The Contingency Plan,
playing that game of trying to keep up, with changing politicians and changing prime ministers,
that creates a natural pleasure in the audience, a sort of sense of “wow, this play is so in sync
with the time that I am in,” and that is an unusual power that theatre has to kind of feel really
powerfully relevant to the moment. I do not see that in any other medium. For television, if
we are not talking about news reportage, television drama takes too long to get out there. With
film or radio you can do it to some extent too but, even then, there is a production process.

I think that my vision of theatre is of a public institution that asks bigger questions beyond
the individual’s life: questions about their place in society, questions about their place in the
universe, and those things mean that it is going to be potentially controversial, potentially
topical. It is our duty to say things that are not being said elsewhere. Not even in the newspapers.
There are things that theatre can say and explore, critical ways of thinking about the world,
which it is I would say in a way our duty to do, because, why else should we exist? We can
all watch television, that is fine. So kind of theatre’s there to hit us in the soul and the mind
and the body all at the same time, and to be critical, to be political and to be emotional. And
that is a very difficult task.

Hakan Giiltekin In your article “Political Playwriting: The Art of Thinking in Public,”
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you call theatre “the last public space.” Could you please explain your definition a little more
in the light of recent political developments such as Brexit, the age of austerity and the cost
of living crisis?

Steve Waters The last public space. It is a good question and obviously, I wrote that 12
years ago, so things have moved on since then, but I think clearly some people would say “Oh
well, Twitter is a public space,” or “the Internet is a public space” and social media and so on.
And, of course, formally, that is true. I am not a great participant in those media, so I cannot
speak with any authority, and of course I recognize the case that they are very democratizing.
A lot of voices can be heard, but it seems to me fundamental that those people are not in
the same place, at the same time, they are not bodily present to each other, so it is not the
political space that it is deemed to be. It is a very atomized space where a lot of people shout
into the vacuum. And one of the reasons it gets so aggressive and polarised is that there is
no way of ending that process. A lot of people shout at people they do not even know. There
is no eye-to-eye contact. There is no shared moment. And it creates a very crude mode of
expression and actually is the opposite of politics because politics is about coming together,
debating, and thinking together. There is of course going to be conflict. But theatre brings us
into the same room and so it is our last public space now, bearing in mind that we only had,
until electronic media, actual, physical, public spaces: churches, mosques, courtrooms, and
marketplaces. That is where public life occurred. And obviously, not everybody was involved,
and hierarchy got in the way.

Class got in the way, but people lived more public lives and the drift, particularly in Western
societies, and particularly in the UK and the US, is towards increasingly fragmentary lives. Even
the way we work now is not public. Universities are another public space. That is why they are
so important. Schools are actually the only place where everybody is forced to be together at
a certain point in their lives, and obviously their children. There is a degree to which they do
not want to be there That is why they have to be there. There are public spaces like being on
public transport. But there is no obligation, and indeed it is irritation if I speak to somebody on
a train and they do not want to be spoken to, so we actually go into those spaces and try and
avoid each other. Cinema is technically similar, but I go to the cinema not being aware of the
people around me. I get very irritated, but I can hear them eating, hear them talking. I just do
not want to think about them. I am looking at the screen but on the screen is something that
has already happened. Movies do not ask me to do anything except watch them.

Theatre is not like that. It returns to that previous question about political theatre. There
is a degree to which simply still doing that very old-fashioned thing of coming together is
working a muscle, I think, of a social being that is disappearing. And theatre is more important
now than it has ever been, which is why it was so disastrous that it went silent during the
pandemic. And it is so upsetting that it is in such trouble now and to be honest, right-wing
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political forces do not want theatre. They do not like it and they have always tried to stop it.
I have been interested in censorship in the theatre. I wrote about Henry Fielding and Robert
Walpole many years ago and the first acts of major theatre censorship in this country. The
Stage Licencing Act of 1737 was provoked by a play by Henry Fielding and that piece of
legislation forced him to become a novelist.

The problem with the theatre is obviously it is small groups of people, even when it is some
of the biggest theatres in Britain. You are only talking about a thousand people at a time, but
that feels like a lot of people. So, in television, or radio, for which I work, the average audience
for a radio play is about a million people, but they are not in any respect conscious of each
other. There is nothing public about that really, except for the fact it is on a public platform.
You do not feel connected to anybody else when you listen to a radio play, whereas if you sit
in front of a play, and there are only 30 people in the audience, the audience is bigger than the
individuals. It is more intelligent than the individuals. It is contagious the way emotions spread
through it. And I am fascinated with the audience and creating forms to create different sorts of
audiences. Well, so I know there are some very boring events where people talk in questions
and answers sessions, and talkbacks, and that can be very badly done. But I actually think when
it is well done, it is another great asset in the theatre like, for instance, the event you witnessed
in the summer: Dodo, Phoenix, Butterfly. That is exactly the sort of form I would like to do.

Hakan Giiltekin It was a form of political theatre, wasn’t it?

Steve Waters Absolutely, but a very precise intervention. These intense short plays are
staged in front of a very interesting group of experts and a very engaged audience. It depicts
a diverse society that is responded to by people who are living in the world and trying to
use it to facilitate a much deeper conversation than you could anywhere else and to create
reflections. That is a good example of how you can turn theatre towards wholly new forms of
public activity. And everyone comes out of those plays like ‘“wow, why don’t we do this more
often?’ and they meet people and they network.

Hakan Giiltekin In the same article, you stated of Sir David Hare, for whom you declared
your deep respect, that his depiction of the road to war in his play about the Iraq War, Stuff’
Happens, was a kind of tautology, as you put it in your article. So, how should a play dealing
with political issues be composed? What should be done in order to prevent it from being
tautological?

Steve Waters Really, I need to go back to that play. But it was an effect of the verbatim
movement. I mean David Hare’s play is not exactly that, but it resembles that. And generally
speaking when you go to a David Hare play you resent his presence as he is almost too much
there His insights, his philosophy, and his emotional qualities, which at their best are very
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powerful, predominate, and the play feels like a realization of that worldview. And when I am
in the right mood for it, I love that worldview and it has been very important to me, particularly
in his work in the 1970s and 80s. There is no question that it’s had a huge influence on my
work, and one would probably argue that I am following in his footsteps. I wrote Temple,
he wrote Racing Demon. 1 wrote Limehouse, he wrote The Absence of War. And there is
definitely a line of affinity and emulation. As you say, I really admire him and if I take a play
that I really love by David Hare, Racing Demon, and compare it with The Absence of War and
Stuff Happens, Racing Demon is an entirely fictive piece so, therefore, it has 6 or 7 invented
characters on a spectrum of positions relative to the Church of England, which was sort of
the focal point of a set of debates about sexuality, the role of faith, what to do under a period
of right-wing governance, how the church might relate to the community. It is full of these
powerful questions. He talks a lot about hanging around in the General Synod and meeting
priests but entirely imagined as well. So he has taken those research elements and synthesised
them into, I would argue, this very rich, very funny, very warm, very moving piece of theatre.

The reason 1 call Stuff Happens a tautology is because it is as if by simply representing
a reality you draw insight out of it, whereas in fact I felt that it only represented a reality, so
you have the kind of long reality that we are actually very familiar with. The scenes at Camp
David, the scenes with Blair and Bush. We have seen it in a number of documentaries that
were, to be honest, more informative than any other examples. You could pick up any number
of books which would tell you about it. So it then becomes what it becomes: more of a kind
of opportunity for actors to show their imitations of Tony Blair or George W. Bush. Another
example of writing that is like that, which I also talked about in that article, is Peter Morgan,
who is even more culpable of this because obviously he has gone on to write 7he Crown since
that time which did not exist in 2010. The Crown is a classic example of political theatre as a
tautology. It is politics. It is a historical theatre. And it apparently takes no view, and it is not
really about anything, or if it is, then yes, the questions are so generalized or soap opera-like
that you are just watching it for imitation. Who is playing the queen? Is she like the queen?
Is she not like the queen? That is a tautology, I think, sort of.

I see that as a tautology, so it is almost like the job is to do a one-to-one representation of
a reality that actually we are overwhelmed with anyway. We see it all the time and I wonder
what light that kind of work sheds upon that, and unlike the worst of verbatim theatre, great
verbatim theatre (I would include plays like The Permanent Way by David Hare) as he says
himself, take the facts and restore the mystery to the facts so they go beneath the surface. They
are often about figures who are not in public life, so we are getting a kind of much more direct
and familiar account of the situation. It is partly my argument that [ advanced a bit about some
of James Graham’s plays, which I love and I would not put them in the same camp, but they
have got at their most popular a desire not to take a view on the characters and situation and
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just they just think they can just show it. But we know that that is in itself a political judgment.
Luckily he is a very entertaining writer who has a very strong sense of character, so you can
forgive a lot because of those plays. This House and the others are just gloriously entertaining
pieces of theatre. But what they are actually saying, how they relate to the questions the
audience has in their mind about their own moment in time: that is sometimes less clear to
me, and then it pushes it back towards the potentially tautologous, which is a very...I accept
that is quite an extreme point of view. I do not think it is entirely unfair, but it is a risk that we
all run if you reproduce factual reality on stage. The real question is: what are you adding to
it? And that is the right, that is the responsibility of the writer.

My closest work to that would be that BBC World Service play, Fall of the Shah, about the
Iranian Revolution. That is clearly not my story, but I am interested in it as a historical event
that I am trying to find a dramatic form to show. But I also know that a lot of it is not that
familiar to the listener, so my duty is to represent that as clearly and as excitingly as possible
in an accessible format. But that is very different from The Contingency Plan, Fast Labour
or Temple. I mean like Temple; you could see the play in the same mode because it seems to
show us what happened in the Church of England during the Occupy events. But it is a much
more personal play about leadership, faith, and integrity and the figure of the Dean has all
those qualities within him and in British life contemporary British life. So yes, one could go
to it and say, “Oh well, this is what happened in Saint Paul’s Cathedral during the Occupy
events.” No, actually it was not exactly what happened because I brought my imagination to
bear on things and when I talked to people, they all had different accounts. You are taking a
view as a writer and trying to find a route as close to what you consider the truth as possible.
But at the same time, I pushed it toward fiction. I depersonalized the names. I brought qualities
of myself into the characters, as in the best work by David Hare. That is what he does too.

Hakan Giiltekin Thank you, Steve. Actually, my last questions are about The Contingency
Plan. Well, as you mentioned, The Contingency Plan was staged with a new version. And during
the press night, the post-play panel, you said that “people do not look for false hope” and “the
theatre is a place where truth can be staged.” Can you talk about the process of theatricalizing
the truth? Is it easy? How can a playwright organize his/her works in accordance with the truth?

Steve Waters This is very specific to the concerns of The Contingency Plan because clearly,
the climate crisis is scary beyond belief and so profound. Obviously, I wrote those plays in
2008 and they were staged in 2009. It was seen at the time as a speculative play about a reality
that was not happening. Now it is happening. Back in 2009, that was the sort of situation that
might have been like 2030 or 2050, and the speed of change is so fast.

Hakan Giiltekin Apocalypse felt like something in the future, but it is the reality now?
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Steve Waters Now the reality is unfortunately apocalyptic, so we are in that reality. So then
the play has a new responsibility. Clearly in its first outing 7he Contingency Plan was to shock
and to warn and to provoke the audience into reflection and action, to stop this getting worse
than it needs to be, but also to help people think about living in these times, and I think that is
one of the reasons why it is a double bill of plays, each one taking a different approach to the
question because what I am examining more clearly now is in Resilience. The total failure of
our political systems to deal with the challenges of climate change as in On the Beach. It is
cutting into our psychology, driving, pushing us into more extreme forms of behaviour. Robin,
the character who becomes increasingly destructive and suicidal, I think you could just see
him as a scientist who has gone mad, but there is a way in which he embodies some of the
painful contradictions of living with climate change in his own psychology. The sense of the
burden of the past coming down on the present and the losses of the natural world. It is the
Cassandra figure that has the burden of knowing, the burden of being aware of that. Having
met a lot of scientists who are working in this area I was very struck by their predicament:
knowing something which potentially is catastrophic and having to just carry on with their
work and their lives. And some of them take the risk of becoming political at the cost of their
career and their reputation, like Will in the play.

There is so much going on in that double bill play and that is one of the reasons why it
had to be a double bill that plays quite complexly, and it goes back to your question about
truth. It is a big word and a difficult word to get to the bottom of. I do not think by the way
that it is available for us humans to know the truth. It is just how we are. It is beyond our
brains. It is beyond knowledge. There is a truth that is bigger than all of us that we will never
have access to, and I do not say that in a sceptical way, I just mean that as a fact. So when I
say “the truth,” I do not mean that I am representing the truth in my work because I could not
possibly dare to assume that I know that. But the truth in a different sense, what I think that
is about is the writer asking themselves really difficult questions that they do not flinch away
from. In narrative terms, so you set something going, let’s say, like the collapse of Robin’s
psychology leads him to increasingly dangerous and extreme actions. When [ was watching
the play I was thinking, gosh, that is a really painful thing to show to an audience, but to not
do that would be sentimental and would be to back away from the implications of what you
are exploring. Likewise, I do not want to spend every second of the day thinking about the
gravity of the climate crisis, but the theatre is one place where we can genuinely stare that
in the face. We are not facing the end of the world. I do not believe that for a second, but we
are facing irreversible and dangerous changes that could really transform the world that we
imagine we live in. We have not got time or leisure to think about that most of the time. And
if we do, we think about it in a really unhelpful way, and theatre can lay that out in detail for
the audience really in a way that is like tragic knowledge, and tragic knowledge is a kind of
truthfulness where you contemplate something that is almost too powerful to think about in
everyday life. But because of the beauty of the actors, and the brilliance of the design, it was
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a beautiful production. One of the ones I am the proudest of. I love that space, as it puts a
distance that enables the audience to contemplate things they would ordinarily not want to
think about. And the final truth is I do not want to deceive people if I find things out about
politics, glaciology, or sea level rises.

Hakan Giiltekin ...and about democracy in Resilience. It was totally about democracy
and the challenge of the climate crisis for democracy.

Steve Waters And democracy, absolutely. I am very flattered when people say that the
original plays were prescient or the idea that they saw into the future. I do not consider them
to be impressive, I just think I was paying attention. For instance, I wrote it when Labour was
still in power, but I knew for a fact that the Conservatives would be coming into power, and
they did. I knew that in the Conservative Party which is our current version of democracy,
there are very contradictory forces, and some of them, and the tension between them, are
really dangerous. And that is true of British life. As you say, Brexit is a version of that tragedy
playing out between Britain which is outward going, generous, pluralist, interested in modern
life, and open to the world, and Britain that is generally quite old and trapped in its identity.
And I understand. I feel sympathetic to people who feel like that in the country, and some of
them are people I know, and love, but it is not good for Britain to retreat. And it has retreated,
particularly in England. So those forces are what we watch in the Conservative Party, trying
to deal with this tremendously challenging problem that they have no language to deal with.
And one way that of course they do not deal with it is they do not confront science, they do
not deal with experts, and so on.

So again, the pandemic shows us what happens when that occurs: that you lead to really
bad forms of governance and people die. Lots of people died in this country who did not need
to die because of that government, and to me, even if every single member of this government
changes, they are still guilty of that crime, and they deserve to be wiped out of British political
life. I feel very strongly about that. It means that probably some people would see Resilience
as too political for their taste. They say things like “oh, are politicians really that bad?” and
“would they really say this?”” And the original review said that this time around people said
this is all too realistic. And in some respects, | was becoming seen as a tautologist in the way
that I described as well, because every day you turn on the television and people are behaving
worse than people do in Resilience. But I felt it was still back to tragedy. It was cathartic to
put that on stage in front of big audiences. So then the final point: I can tell false hope, that
a lot of people want hope from stories. The notion of positive change or the possibility of
change in the right direction is essential to tell any story. There is a degree to which writing
any play is an act of optimism. That does not mean the play ends well and hope prevails.
And that is where you have to be real with the audience and allow the theatre to be a serious
grown-up form that does not sort of work as propaganda. Anything that seeks to give hope is
not a disgraceful thing to do, but it is propagandistic because that is not necessarily where the
story is going. And neither play is terribly hopeful.
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I definitely think that with the climate crisis. We are not going to stop the climate crisis.
That is clear. So really the question now is: How do we make the rising in temperatures less
extreme than it should be, will it be by keeping it to 1.5 average degrees centigrade? And
how do we sort of weather it out through collective responsibility and care for each other?
Is it possible to adapt to the way that we live and make our lives better? Kind of getting rid
of cars is great. Would you use, you know, more renewable energy sources that would make
our lives better? That would make the air cleaner, for instance. More local food production?
Brilliant. That would actually create more jobs, transform the landscape, and break up the
power of big firms, corporations, and supermarkets. And that is why it is being resisted,
because it is actually the way towards a socialist communal society/ And that is what, you
know, people fear to admit the reality of, because they do not want to be seen as politically
active. They would like to say we are not political, and I agree that climate change in itself is
not a political issue. But, how we deal with it is really a political issue. The people who say
it is not happening or just ignoring it, they are just fascists, and they need to be defeated. But
the really interesting people are those with right-wing capitalist ways of trying to deal with
climate change and left-wing transformative ways of trying to deal with climate change. And
the complicating factor is lack of time. One would accept I mean, for instance, nuclear power,
it is an interesting one for me because, in absolute terms, I think it is a bad idea. It tends to be
very corrupt and I think the administration is immensely wasteful and expensive, but if that is
what it takes to get decarbonized energy in the next 20 years then... but the trouble is, it takes
20 years to set up a nuclear power station. So it is not even a quick answer, but it is that kind
of pragmatic decision. If somebody tomorrow managed to create carbon capture and storage
that worked, I wouldn’t say to not do that. We need every tool we can have, but at the same
time we are still here, and particularly that is where conservation comes in, which is probably
my most pressing question now, which is: how do we restore the natural world on this planet?
And again, climate mitigation helps with that, so that is why I am interested in questions of
farming, food production, and rewilding. That is my battleground now and funnily enough, I
can get quite propagandistic about that because there I want to kind of effect change as quickly
as [ possibly can, because the situation is really great, but my instinct is always to do that in a
detailed and subtle way. Perhaps the question is less polarised, though, so you can explore it
in a way, though you do not send people up, but at the same time it is such an urgent question
that I feel like I have not got time myself to be Ibsen-like about it, I might need to be more
kind of direct, more like Brecht.

Hakan Giiltekin Thank you very much.

Steve Waters It was a pleasure to me. I thank you for the opportunity.
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AMAC-KAPSAM

Tiyatro Elestirmenligi ve Dramaturji Bolim Dergisi — Journal of Theatre Criticism and Dramaturgy,
arastirmaci, yazar, akademisyen ve yiksek 6grenim 6grencilerinin Gstlin 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 yazarligi,
yaratici yazim, Osmanli-Tiirk tiyatrosu, uluslararasi ve ulusal tiyatro sahnesindeki cagdas gelismeler
yer alir. ingilizce, Almanca ve Tiirkce dillerinde orijinal arastirma makaleleri ve derleme yazilari
dergide yayinlanir.

EDITORYAL POLITIKALAR VE HAKEM SURECI
Yayin Politikasi

Dergiye yayinlanmak Uzere gonderilen makalelerin icerigi derginin amac ve kapsami ile uyumlu
olmalidir. Dergi, orijinal arastirma niteligindeki yazilari yayinlamaya 6ncelik vermektedir.

Genel ilkeler

Daha 6nce yayinlanmamis ya da yayilanmak lizere 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. Editér, gonderilen makale bigimsel esaslara uygun ise, gelen yaziyi yurticinden ve /veya
yurtdisindan en az iki hakemin degerlendirmesine sunar, hakemler gerek goérduigi 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 génderilmez.
Yazarlarin Sorumlulugu

Makalelerin bilimsel ve etik kurallara uygunlugu yazarlarin sorumlulugundadir. Yazar makalenin
orijinal oldugu, daha &nce baska bir yerde yayinlanmadigi ve baska bir yerde, baska bir dilde
yayinlanmak tizere degerlendirmede olmadigi konusunda teminat saglamalidir. Uygulamadaki telif
kanunlari ve anlagmalari gézetilmelidir. Telife bagh materyaller (6rnegin tablolar, sekiller veya blylk
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 gosterilen tiim bireyler sayilan tiim &lcitleri karsilamalidir
ve yukaridaki élcutleri karsilayan her birey yazar olarak gosterilebilir. 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 tim 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.

Butilin yazarlar, arastirmanin sonuclarini 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¢cme 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 kontroliinden sonra, uygun olan makaleler bas editor tarafindan orijinallik, metodoloji,
islenen konunun 6nemive dergi kapsamiile uyumlulugu agisindan degerlendirilir. Editor, makaleleri,
yazarlarin etnik kdkeninden, cinsiyetinden, cinsel yoneliminden, uyrugundan, dini inancindan ve
siyasi felsefesinden bagimsiz olarak degerlendirir. Yayina génderilen makalelerin adil bir sekilde ift
tarafli kdr hakem degerlendirmesinden ge¢melerini saglar.

Secilen makaleler en az iki ulusal/uluslararasi hakeme degerlendirmeye gdnderilir; 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 butlnlikll ve anlasilir sekilde tanimlanmis 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
6zel mulku oldugunu ve bunun imtiyazl bir iletisim oldugunu acikca belirtir. Hakemler ve yayin
kurulu Uyeleri baska kisilerle makaleleri tartisamazlar. Hakemlerin kimliginin gizli kalmasina 6zen
go6sterilmelidir.

TELIF HAKKINDA

Yazarlar dergide yayinlanan calismalarinin telif hakkina sahiptirler ve calismalari Creative Commons
Atif-GayriTicari 4.0 Uluslararasi (CC BY-NC 4.0) olarak lisanslidir. CC BY-NC 4.0 lisansi, eserin ticari
kullanim disinda her boyut ve formatta paylasiimasina, kopyalanmasina, cogaltiimasina ve orijinal
esere uygun sekilde atifta bulunmak kaydiyla yeniden diizenleme, donlstiirme ve eserin lizerine
insa etme dahil adapte edilmesine izin verir.

ACIK ERIiSiM iLKESi

Dergi acik erisimlidir ve derginin tiim icerigi okura ya da okurun dahil oldugu kuruma ticretsiz olarak
sunulur. Okurlar, ticari amag haricinde, yayinci ya da yazardan izin almadan dergi makalelerinin
tam metnini okuyabilir, indirebilir, kopyalayabilir, arayabilir ve link saglayabilir. Bu “https://www.
budapestopenaccessinitiative.org/translations/turkish-translation” BOAI agik erisim tanimiyla
uyumludur.

Derginin acik erisimli makaleleri Creative Commons Atif-GayriTicari 4.0 Uluslararasi (“https://
creativecommons.org/licenses/by-nc/4.0/deed.tr” CC BY-NC 4.0) (https://creativecommons.org/
licenses/by-nc/4.0/deed.tr ) olarak lisanshdir.

iSLEMLEME UCRETI

Derginin tiim giderleri istanbul Universitesi tarafindan karsilanmaktadir. Dergide makale yayini
ve makale sureclerinin ylrittlmesi licrete tabi degildir. Dergiye génderilen ya da yayin icin kabul
edilen makaleler icin islemleme (icreti ya da gonderim Ucreti alinmaz.

ETIK

Yayin Etigi ilke ve Standartlar

Tiyatro Elestirmenligi ve Dramaturji Bolim 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 basligi altinda ifade edilen
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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 siirecinde
olmamalidir. Yazar makalenin orijinal oldugu, daha 6nce baska bir yerde yayinlanmadigi ve baska bir
yerde, baskabirdildeyayinlanmak tizere degerlendirmede olmadiginibeyan etmelidir. Uygulamadaki
telif kanunlari ve anlagmalari gézetilmelidir. Telife bagh materyaller (6rnegin tablolar, sekiller veya
blytk alintilar) gerekli izin ve tesekkurle kullaniimalidir. Bagka yazarlarin, katkida bulunanlarin
calismalari ya da yararlanilan kaynaklar uygun bicimde kullaniimali ve referanslarda belirtilmelidir.
Her bir makale editorlerden biri ve en az iki hakem tarafindan cift kor 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 Almancadir.
YAZILARIN HAZIRLANMASI VE YAZIM KURALLARI

1. Aksi belirtiimedikce gonderilen yazilarla ilgili tim yazismalar ilk yazarla yapilacaktir.

2. Makale goénderimi online olarak https://dergipark.org.tr/tr/pub/teddergi lizerinden yapilmalidir.

3. Gonderilen yazilar, makale tirlini 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 Anlasmasi 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 oA

Makale icindeki alintilar italik olarak yazilmaldir, atiflar sayfa alti dipnot verme biciminde 10
punto olarak belirtilmelidir.

8. Metin bastan sona kadar Times New Roman 12 punto normal olmaldir.

9. Metinde satir arahdi 1,5 (bir bucuk) olmahdir.

10. Paragraf basi bosluklari 1,5 (bir buguk) olmalidir.

11. Makale bashgi Times New Roman 14 punto koyu biytik harflerle yazilmahdir.

12. Yayinlanmak Uzere gonderilen makale ile birlikte yazar bilgilerini iceren kapak sayfasi
gonderilmelidir. Kapak sayfasinda, makalenin bashg, yazar veya yazarlarin bagl 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


https://publicationethics.org/resources/guidelines-new/principles-transparency-and-best-practice-scholarly-publishing
https://publicationethics.org/resources/guidelines-new/principles-transparency-and-best-practice-scholarly-publishing
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https://dergipark.org.tr/tr/journal/48/file-manager/15369/download
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Tiyatro Elestirmenligi ve Dramaturji Bolimu 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

Kaynaklarin dogrulugundan yazar(lar) sorumludur. Tim kaynaklar metinde belirtiimelidir. 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 Tragedyalar, 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 Arici, “Poetika'da Zaman ve Mekan Dusiincesi’, Tiyatroda Zaman/Mekan icinde, Ed. Kerem
Karaboga (istanbul: Habitus Kitap, 2018), 20.

SR Aricl, “Poetika’da Zaman ve Mekan Dislincesi”, 24.

K Arici, Oguz. “Poetikada Zaman ve Mekan Duslincesi’, Tiyatroda Zaman/Mekan. Editor 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 adli kitabina sunus, I-XXI. istanbul: Remzi Kitabevi,
2006.


https://www.chicagomanualofstyle.org/tools_citationguide/citation-guide-1.html
https://www.chicagomanualofstyle.org/tools_citationguide/citation-guide-1.html
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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/.
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 Rolil’, 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 Sonmez. 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 basvurulmug 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 Tirk Tiyatrosunda Geleneksellik’, 76.

K Pekman, Yavuz. “Cagdas Tiirk Tiyatrosunda Geleneksellik” Doktora tezi, istanbul Universitesi, 2001.

Ansiklopedi Maddesi

iR Aziz Calislar, “Belgesel Oyun,’ Tiyatro Ansiklopedisi, (Ankara: T.C. Kiiltir Bakanhgi Yayinlari, 1995), 70.
SR Calislar, “Belgesel Oyun,” 70.

K Calislar, Aziz.“Belgesel Oyun,’ Tiyatro Ansiklopedisi: 70-72. Ankara: T.C. Kiltiir Bakanhgi Yayinlari, 1995.


https://www.altkitap.net/tiyatro-metinlerinde-alimlama-ve-metin-stratejileri/
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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 Coks,” 243.

K Turhan, Ridvan. “Mali Krizler Tarihi: Cinnet, Panik ve Coks’, istanbul Universitesi Sosyoloji Dergisi, 16
(2008): 239-244.

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 tirlndn belirtildigi

Baska bir dergiye génderilmemis oldugu

ingilizce yéniinden kontroliiniin yapildigi

Yazarlara Bilgide detayli olarak anlatilan dergi politikalarinin gézden gegirildigi

Referanslarin derginin benimsedigi Chicago Manual of Style’t temel alan referans sistemine
uygun olarak diizenlendigi

Telif Hakki Anlasmasi Formu (Yazar, makale yayina kabul bilgisini aldiktan sonra géndermelidir.)
e Daha 6nce basilmamis materyal (yazi-resim-tablo) kullanilmis ise izin belgesi

e Kapak sayfasi


https://www.rt.com/news/431382-hungary-poland-czech-migrants/
https://www.rt.com/news/431382-hungary-poland-czech-migrants/
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v
v

Makalenin kategorisi

Makale dilinde ve ingilizce baslik

Yazarlarin ismi soyadi, unvanlari ve bagh olduklar kurumlar (Universite ve fakdilte bilgisinden
sonra sehir ve Ulke bilgisi de yer almalidir), e-posta adresleri

Sorumlu yazarin e-posta adresi, acik yazisma adresi, is telefonu, GSM, faks numarasi

Tum yazarlarin ORCID’leri

Tesekkdir, cikar catismasi, finansal destek bilgisi

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 Almanca veya Tiirkce ise)
v Makale ana metin boltmleri
v Kaynaklar
v’ Tablolar-Resimler, Sekiller (baslk, kaynak ve alt yazilariyla)
iLETiSiM

Bas editor : Nilgiin FIRIDINOGLU

E-mail
Tel
Adres

: jtcd@istanbul.edu.tr

1 (212) 4555700

: Istanbul Universitesi Edebiyat Fakdiltesi
Tiyatro Elestirmenligi ve Dramaturji B&1Um
Balabanaga Mah. Ordu Cad. No: 6
Laleli Fatih 34134 istanbul, Tiirkiye
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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 authorand that were not published beforein
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 the journal retain the copyright to their work licensed under the
Creative Commons Attribution-NonCommercial 4.0 International license (CC BY-NC 4.0) (https://
creativecommons.org/licenses/by-nc/4.0/ ) and grant the Publisher non-exclusive commercial right to
publish the work. CC BY-NC 4.0 license permits unrestricted, non-commerce.

OPEN ACCESS STATEMENT

The journal is an open access journal and all content is freely available without charge to the user or
his/her institution. 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. This is in accordance with the “https://www.budapestopenaccessinitiative.
org/read” BOAI definition of open access.

The open access articles in the journal are licensed under the terms of the Creative Commons
Attribution-NonCommercial 4.0 International (“https://creativecommons.org/licenses/by-nc/4.0/
deed.en” CC BY-NC 4.0) license. (https://creativecommons.org/licenses/by-nc/4.0/deed.en).

ARTICLE PROCESSING CHARGE

All expenses of the journal are covered by the Istanbul University. Processing and publication are
free of charge with the journal. There is no article processing charges or submission fees for any
submitted or accepted articles.

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
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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
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
signed by all authors must be submitted. (see the Submission Checklist).

4. The abstracts (in the language of article and in English) must be of 100-150 words each.

Five keywords (5 in the language of article and 5 in English) must be given underneath the
abstracts.

6. Extended abstract of 600-700 words is required for the manuscripts in Turkish and German.

7. Quotations in the manuscript must be italicised and the citations in text must be indicated as
footnote in 10 points.

8. The text of the main document must be in Times New Roman font and in 12 points.
9. Line spacing in the manuscript must be 1.5.

10. The paragraphs must be indented 1.5.

11. The title must be written with capital letters (14 points, bold).

12. A title page including author information must be submitted together with the manuscript.
The title page is to include fully descriptive title of the manuscript and, affiliation, title, e-mail
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address, postal address, phone, fax number of the author(s) and ORCIDs of all authors (see The
Submission Checklist).

Reference Style and Format

Journal of Theatre Criticism and Dramaturgy - Tiyatro Elestirmenligi ve Dramaturji Bolim Dergisi
has adopted “Chicago Manual of Style (CMOS)". Detailed information is available on https://www.
chicagomanualofstyle.org/tools_citationguide/citation-guide-1.html

Authors are responsible for the accuracy of references. All references should be cited in text. Below
given examples should be considered in citing the references.

Examples:
FN: First note, SN: Subsequent note, B: Bibliography

Book

FN Kerem Karaboga, Oyunculuk Sanatinda Yéntem ve Paradoks (istanbul: Habitus Kitap, 2012), 73.
SN Karaboda, Oyunculuk Sanatinda Yontem ve Paradoks, 44.

B Karaboga, Kerem. Oyunculuk Sanatinda Yontem ve Paradoks. istanbul: Habitus Kitap, 2012.

FN Toby Cole and Helen Krich Chinoy, Directors on Directing: A Source Book of the Modern Theatre
(Chicago: Echo Point Books and Media, 2013), 37.

SN Cole and Chinoy, Directors on Directing: A Source Book of the Modern Theatre, 65.

B Cole, Toby and Chinoy, Helen Krich. Directors on Directing: A Source Book of the Modern Theatre
Chicago: Echo Point Books and Media, 2013.

Translated Book

FN Joachim Latacz, Antik Yunan Tragedyalari, trans. Yilmaz Onay (istanbul: Mitos Boyut Yayinlari,
2012), 24.

SN Latacz, Antik Yunan Tragedyalari, 32.

B Latacz, Joachim, Antik Yunan Tragedyalari, Translated by Yilmaz Onay. istanbul: Mitos Boyut
Yayinlari, 2012.

Chapter of an Edited Book

FN Oguz Arici, “Poetika'da Zaman ve Mekan Duslincesi’, in Tiyatroda Zaman/Mekan, Ed. Kerem
Karaboga (istanbul: Habitus Kitap, 2018), 20.

SN Arici, “Poetika'da Zaman ve Mekan Dusiincesi’, 24.

B Arici, Oguz. “Poetika’da Zaman ve Mekan Dislincesi.” In Tiyatroda Zaman/Mekan. Edited by Kerem
Karaboga, 11-34. istanbul: Habitus Kitap, 2018.

Preface, Introduction, Etc. of a Book
FN Ozdemir Nutku, foreword to Othello by William Shakespeare (istanbul: Remzi Kitabevi, 2006),
XVII.


https://www.chicagomanualofstyle.org/tools_citationguide/citation-guide-1.html
https://www.chicagomanualofstyle.org/tools_citationguide/citation-guide-1.html
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SN Nutku, foreword to Othello, XVI.
B Nutku, Ozdemir. Foreword to Othello by William Shakespeare, I-XXI. istanbul: Remzi Kitabevi, 2006.

E-Book

FN Fakiye Ozsoysal, Tiyatro Metinlerinde Alimlama ve Metin Stratejileri (istanbul: Altkitap, 2002),
https://www.altkitap.net/tiyatro-metinlerinde-alimlama-ve-metin-stratejileri/.

SN Ozsoysal, Tiyatro Metinlerinde Alimlama ve Metin Stratejileri, 39.

B Ozsoysal, Fakiye. Tiyatro Metinlerinde Alimlama ve Metin Stratejileri. istanbul: Altkitap, 2002. https://
www.altkitap.net/tiyatro-metinlerinde-alimlama-ve-metin-stratejileri/.

FN Brooke Borel, The Chicago Guide to Fact-Checking (Chicago: University of Chicago Press, 2016),
92, ProQuest Ebrary.

SN Borel, Fact-Checking, 104-5.

B Borel, Brooke. The Chicago Guide to Fact-Checking. Chicago: University of Chicago Press, 2016.
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