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iSTANBUL ISTANBUL
KULTUR SANAT VAKFI FOUNDATION FOR CULTURE AND ARTS
—iKSV—

istanbul Kiiltiir Sanat Vakfi (iKSV),

kar amaci giitmeyen ve kamu yararina
calisan bir kultur kurumu. 1973 yilindan
bu yana istanbul’un kiiltiir sanat yagamini
zenginlestiren ¢alismalar yurittyor.
istanbul Miizik, Film, Tiyatro ve Caz
festivalleri, istanbul Bienali, istanbul
Tasarim Bienali, Leyla Gencer San
Yarismasi ve Filmekimi'ni diizenleyen,

yil boyunca 6zel etkinlikler gerceklestiren
vakif, Nejat Eczacibasi Binasi'nda yer alan
Salon iKSV'de de farkli disiplinlerdeki
etkinliklere ev sahipligi yapiyor. Venedik
Bienali'nde dénuisiimlii olarak Uluslararasi
Mimarlik ve Sanat Sergilerindeki Tiirkiye
Pavyonu’nun organizasyonunu Ustlenen
IKSV, kiltar politikalarinin gelistirilmesine
katkida bulunmak amaciyla arastirmalar
yurttiyor ve raporlar hazirlyor.

Vakif ayrica festivallerinde sundugu
ddiiller, verdigi eser siparisleri, yer aldig
yerel ve uluslararasi ortak yapimlar ve
Fransa'daki Cité Internationale des Arts
sanatci atélyesinde yiirtittiigu bir misafir
sanatgl programinin yani sira her yil
sundugu Aydin Giin Tegvik Oduli,

Talat Sait Halman Ceviri Odiilii ve Giilriz
Sururi-Engin Cezzar Tiyatro Tesvik
Odiilu'yle giincel kiltiir sanat tiretimini de
destekliyor.

Istanbul Foundation for Culture and Arts
(IKSV) is a non-profit cultural institution.
Since 1973, the Foundation continues its
efforts to enrich Istanbul’s cultural and
artistic life. IKSV regularly organises the
Istanbul Festivals of Music, Film, Theatre
and Jazz, the Istanbul Biennial, the Istanbul
Design Biennial, Leyla Gencer Voice
Competition, autumn film week Filmekimi
and realises one-off events throughout the
year. The Foundation hosts cultural and
artistic events from various disciplines

at its performance venue Salon, located

at the Nejat Eczacibagi Building. IKSV

also organises the Pavilion of Turkey at

the International Art and Architecture
Exhibitions of la Biennale di Venezia.
Furthermore, IKSV conducts studies and
drafts reports with the aim of contributing to
cultural policy development. The Foundation
also supports artistic and cultural production
through presenting awards at its festivals,
commissioning works, taking part in
international and local co-productions,

and coordinating an artist residency
programme at Cité Internationale des Arts
in France, as well as the annual Aydin

Giin Encouragement, Talat Sait Halman
Translation and Giilriz Sururi-Engin Cezzar
Theatre Encouragement Awards.

istanbul Tiyatro Festivali,
istanbul Kiiltiir Sanat Vakfi (IKSV) tarafindan diizenleniyor.
Istanbul Theatre Festival
is organised by Istanbul Foundation for Culture and Arts (IKSV).

www.iksv.org
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Istanbul Theatre Festival is organised by Istanbul Foundation for Culture and Arts (IKSV).
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istanbul Kiiltir Sanat Vakfi

23. Istanbul Tiyatro Festivali’nin gergeklestirilmesine biiyiik destek saglayan

TC Kiiltiir ve Turizm Bakanlg, TC istanbul Valiligi, TC Istanbul il Kiiltiir ve Turizm Miidiirliigii,
Istanbul Biiyiiksehir Belediyesi, TC Beyoglu Kaymakamligi, Kadikoy Belediyesi,

Besiktas Belediyesi ve Atasehir Belediyesi’ne tesekkiir eder.

The Istanbul Foundation for Culture and Arts

would like to thank the Ministry of Culture and Tourism, Governorship of Istanbul,

Istanbul Provincial Directorate of Culture and Tourism, Istanbul Metropolitan Municipality,

Beyoglu District Governorship, Kadik6y Municipality, Besiktas Municipality, and Atasehir Municipality

whose contributions have made the 23rd Istanbul Theatre Festival possible.
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Degerli Sanatseverler,

Yaraticiligi gelistiren, farkindaligi yiiksek ve bilingli bir toplum olusmasina katkida
bulunan, modern dustince ile birlikte sosyal ve kiiltiirel zenginligi de besleyen en
Snemli mecralardan birisi de tiyatro sanat...

Kog Toplulugu olarak siirdiriilebilir kalkinmanin sadece ekonomik degil kiiltiirel
anlamda da son derece 6nemli bir ihtiyag olduguna ictenlikle inaniyoruz. Bu
dogrultuda, Kog Enerji Grubu markalarimiz, iilkemizin enerji talebini karsilamanin
yani sira stirdiiriilebilir kiiltiir politikalarinin gelistirilmesini de “listimiize vazife”
saylyor. Aygaz, OPET ve Tuipras, kurulduklari giinden bu yana egitimden sagliga,
cevreden sanata kadar pek ¢ok alanda sosyal sorumluluk projelerine imza atiyor.
istanbul Tiyatro Festivali'ne sagladigimiz destek, Kog Enerji Grubu agisindan hig

kuskusuz en kiymetli sponsorluklarimizdan birisidir. En seckin ve giincel eserleri

ulkemize tasiyan istanbul Kiiltiir Sanat Vakfi gibi koklu bir kurumun catisi altinda

gerceklesen, sadece iilkemizde degil diinya capinda bilinirlige ulagsmis olan boylesine
degerli bir festivale katkida bulunmak bizler igin buytik bir gurur.

Kog Enerji Grubu olarak 15 yildir istanbul Tiyatro Festivali'nde “destekgi” roliinde
sahneye ¢ikmaktan son derece mutluyuz. Basta istanbul Kiltiir Sanat Vakfi Yénetim
Kurulu Baskani Sayin Biilent Eczacibasi’na, vakfin genel miidurii Sayin Gorgiin Taner’e,
festival direktdrii Sayin Leman Yilmaz'a ve festival ekibine siikranlarimizi sunuyoruz.

13 Kasim'da perdelerini agacak ve iki hafta boyunca hepimizi saracak bu heyecana tim
sanatseverleri davet ediyoruz. 23. istanbul Tiyatro Festivali’'ne katilan sanatgilarimizi
degerli performanslari i¢in simdiden kutluyor, “enerji” dolu bir festival diliyorum.

Saygilarimla

Distinguished Art-Lovers,

One of the media that improves creativity, that contributes to the creation of a
conscious society with high awareness, and that fosters modern thought as well as
social and cultural wealth is the art of theatre.

As Kog¢ community, we sincerely believe that sustainable development is an essential
requirement not only in terms of economy but also of culture. In this manner, our
Kog Energy Group brands take it upon themselves to both meet the energy demand
of our country and to develop sustainable culture policies. From the day that they
have been founded, Aygaz, OPET, and Tiipras have all been putting their signature
under social responsibility projects from education to healthcare, environment, and
art. Our support to Istanbul Theatre Festival is undoubtedly one of the most valuable
sponsorships for Kog Energy Group. Making a contribution to such a precious
festival that is carried out under the roof of a deep-rooted establishment as Istanbul
Foundation for Culture and Arts which has brought the most prestigious and
contemporary works of art to our country, and that has obtained both countrywide
and worldwide recognition is a great honour for us.

As Kog Energy Group, we are very happy to take to the stage in the role of “promoter”
in Istanbul Theatre Festival for 15 years. We wish to express our gratitutde to the
Chairperson of Istanbul Foundation for Culture and Arts, Biilent Eczacibagi, to the
General Director of the foundation, Gérgiin Taner, to the Festival Director, Leman
Yilmaz, and to festival staff as well. We invite all art-lovers to this excitement that will
open its curtains in November 13 and enthrall us for two weeks. We congratulate our
artists who attend to 23rd Istanbul Theatre Festival for their precious performances
in advance. I wish everyone an “energetic” festival.

Kind Regards,

iSTANBUL TiYATRO FESTIiVALI
23RD ISTANBUL THEATRE FESTIVAL
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Kasim 2017'den itibaren, tekrar her yil diizenlemeye basladigimiz istanbul Tiyatro Fes-
tivali, tiim enerjisiyle yoluna devam ediyor; bu yil 13 Kasim—1 Aralik tarihleri arasinda
seyirciyle bulusacagiz. 2017’de aldigimiz, festivali her yil diizenleme karariyla birlikte;
festivalimizin uluslararasi alandaki gériintimii ve bilinirligi artarken, ulusal ve uluslar-
arasi cok sayida sanatci ve topluluk da festival programinda yer almak icin harekete
gecti. Seyirci oranlarimizda gézle gérilur bir artis s6z konusu. Festival sponsorumuz
dgrenciye ulagma olanagi sagladik. Bu yil yeni isbirliklerine de imza attik; Yeditepe
Universitesi ve Anadolu Efes festivalde farkli programlara destek oluyorlar.

Golden Mask Rus Sahne Sanatlari Festivali ile, 22. istanbul Tiyatro Festivali'nde
Hamlet | Collage oyunuyla baslayan isbirligimiz bu yil da devam ediyor. Rusya’nin
6nemli tiyatrolarindan biri olan Vaktangov Tiyatrosu, bu isbirligi sayesinde Yevgeni
Onegin oyunuyla ilk kez istanbul’a konuk oluyor. Ayrica Sirk, iran Konferansi ve Her Yol
Kuzeye Cikar yine Rusya’dan gelen konuk oyunlarimiz. Gegtigimiz yil baglayan Flaman
Kultiir Bakanhgi ve Platform oogo ortakligi da bu yil devam ediyor; bu gergevede
programimizda yer alan Ultima Vez'in TrapTown gésterisini biiyiik bir heyecanla bekli-
yoruz. Yerli yapimlarimiz, bu yil da festivalin merakla beklenen béliimleri arasinda yer
ahyor. Farkli arayislarin yine sahnede ve ezber bozan mekanlarda seyirciyle bulustugu
prémiyerlerimiz olacak.

Festival kapsaminda bu yil ilk kez bir cocuk kitabi da hazirliyoruz. Burcu Ural Kopan'in

yayin yénetmenligini tstlendigi ve cizimlerini Gézde Eyce’nin yaptigi bu kitabi Seving

Erbulak kaleme aldi. Kitabimiz minik okurlarini, bir festival giiniinde, tiyatroyla ilgili te-

mel bilgiler edinebilecekleri tatl bir gezintiye ¢ikariyor. istanbul Kiiltiir Sanat Vakfi'nin
Bernard van Leer Vakfi’'nin destegiyle yurittiigi proje kapsaminda istanbul Tiyatro
Festivali ve IKSV Alt Kat isbirligiyle hazirlanan bu kitap, festival siiresince Sishane’de-
ki Nejat Eczacibasi Binasi’ndan ve gésteri giinlerinde belirli festival mekanlarindan
ticretsiz olarak alinabilecek.

23. istanbul Tiyatro Festivali, bu yil farkli icerigi ile dikkat cekecek. Sahne sanatlarinin
genel olarak kabul edilmis kaliplarinin sorgulandigi, alisilmisin disinda sahneleme
teknigine ve yapisina sahip oyunlara ev sahipligi yapan festivalimiz, bu yil temelde
“sahne neresi?” ve “oyuncu kim?” gibi sorulara da yanit arayan bir programla seyir-
ciyle bulusacak. Hazirliklarimiz tiim hiziyla siirerken Istanbul Tiyatro Festivali ekibi

olarak simdiden iyi festivaller diliyoruz.

The Istanbul Theatre Festival, being organised annually again since November
2017, is proceeding with energy and enthusiasm; we will meet the audience this year
between 13 November—1 December. As a result of the decision in 2017 to organise
the festival annually, international visibility and recognition of our festival have
increased substantially, leading to numerous national and international artists and
theatre companies taking action to participate in the festival programme. There has
been a noticeable rise in the number of viewers. We have been able to reach even
more students during the last three years due to the student project supported by
our festival sponsors Aygaz, Opet and Tiipras. We have also signed new partnerships
this year; Yeditepe University and Anadolu Efes will be supporting various festival
programmes.

Our collaboration with Golden Mask Russian Performing Arts Festival had started
with the play Hamlet | Collage during the 22. Istanbul Theatre Festival and con-
tinues this year. As a result of this collaboration one of Russia’s foremost theatres,
Vakhtangov Theatre, will be visiting Istanbul for the first time with the play Eugene
Onegin. Additional visiting plays from Russia include The Circus, Iran Conference
and Every Direction is North. Our partnership that started last year with The Flemish
Ministry of Culture and Platform oogo continues this year; we are looking forward
to the Ultima Vez show TrapTown, taking place under the scope of this partnership,
with great anticipation. Our domestic productions are yet again among the most
intriguing sections of the festival this year. We also have premieres where different
theatrical explorations meet the audience, taking place on the stage and at various
venues.

As a part of the festival, we are also preparing a children’s book for the first time
this year. The book written by Seving Erbulak was edited by Burcu Ural Kopan and
illustrated by Gozde Eyce. Our book takes its little readers on a delightful tour on a
day at the festival where they can learn the basics of theatre. This book was created
with the collaboration between Istanbul Theatre Festival and IKSV Alt Kat as a part
of the project organized by Istanbul Foundation for Culture and Arts with support
from the Bernard Van Leer Foundation. The book can be obtained free of charge
throughout the festival at the Nejat Eczacibag: Building in Sighane and during show
days at some festival venues.

The 23. Istanbul Theatre Festival will be attracting attention with its diverse content
this year. Our festival, known for hosting plays with unusually staging techniques
and structures and where the widely recognised forms of performing arts are ques-
tioned, will meet with the audience this year with a programme that seeks answers
to questions including “where is the stage?” and “who is the actor?”. As the Istanbul
Theatre Festival team, we would like to wish you a great festival experience in ad-

vance, while our preparations continue at full speed.
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FERHAN SENSOY

ONUR ODULLERI

HONORARY AWARDS

= 1951'de Samsun, Carsamba’da dogan yazar, tiyatro oyuncusu

ve ydnetmeni Ferhan Sensoy; 1972'de gittigi Fransa'da Sahne
Sanatlari Yiiksekokulu’nu bitirdi, 1975'te Tiirkiye'ye dénen

sanatgi, Ali Poyrazoglu Tiyatrosu ve Nisa Serezli-Tolga Askiner
gibi topluluklarla calisti. 1973'te Bilumum Haneler (1975'te
Haneler), 1976'da Idi-Amin-Avanta Lavanta, 1977'de Dur Konusma
Sus Soyleme ve Bizim Sinif adli oyunlar Devekusu Kabare,

Ali Poyrazoglu ve Tuncay Ozinel tiyatrolarinda sahnelendi.

Ayni dénem TV'de yaptigi skeg programiyla genis bir izleyici
kitlesine de ulasan sanatgi; 1980’de Yapi Endiistri Merkezi’'nde
Ortaoyuncular Toplulugu’nu kurdu. Ayniyilin sonunda Kiigik
Sahne’ye gecen topluluguyla, bes yil siireyle oynanan Sahlari da
Vururlar (1980), Kahraman Bakkal Siipermarket’e Karsi (1981),
Kiralik Oyun (1982), Anna’nin Yedi Ana Giinahi (1982), l¢inden
Tramvay Gegen Sarki (1986), Ferhangi Seyler (1987) ve istanbul’'u
Satiyorum (1988) gibi kendi yazdigi oyunlari sahneledi ve oynadi.
Subat 1987'de Muzir Miizikal adli oyunun Egemen Gosteri
Merkezi’'nde (tinlii $an Tiyatrosu) sahnelenmesi siirerken,

gtkan kuskulu bir yanginla yapi kullanilamaz hale geldi. 1994'te
Kirkambar ve Su Gogol Delisi, 1995'te Ug Kursunluk Opera, 1997'te
Haldun Taner Kabare, 2000'de Fisne Pahgesu ve 2010’da Ruhundan
Tramvay Gegen Adam adli oyunlariyla bugiine dek bircok defa
festivale konuk olan sanatgi; 1989'da eski Ses Tiyatrosu'nu
diizenleyerek, Ses 1885 adiyla yeniden gésterilere agti.

Kazanci Yokusu (1978), Sahlari da Vururlar ve Afitap’in Kocasi
[stanbul (1982), Giindeste ve Ayna Merdiven (1986), Diisbiikii
(1988), Kahraman Bakkal Siipermarkete Karsi (1991), ingilizce
Bilmeden Hepinizi | Love You (1992), Giile Giile Godot ve
Denemeler (1993), Oteller Kitabi (1996), Falinizda Rénesans Var
(1998), Kalemimin Sapini Giille Donattim (2001), Rum Memet
(2002), Esegin Fikrive Haci Komiinist (2005), Elveda SSK (2007)
ve Segme Sapan Seyler (2010) adli kitaplarin yazari olan Sensoy’un
rol aldig filmler arasinda; Kizini Dévmeyen Dizini Déver (1977),
Biiyiik Yalnizlik (1990), Sans Kapiyr Kirinca (2005), Pardon (2005)
ve Son Ders (2008) sayilabilir.

Tiirk tiyatrosunun guldiirli geleneginin ustalik nisanesi sayilan Kel
Hasan Efendi’nin kavugu, 1968'de ismail Dumbiilli’den Muinir
Ozkul'a, 1989'da ise Miinir Ozkul'dan Ferhan Sensoy’a gecti.
Yazdigi ve sahneledigi siradisi oyunlarla; daha ¢ok dil inceliklerine
dayanan mizah 6gelerini kullanip Tiirkgenin sinirlarini da
zorlayarak, giincel olaylara elestiriler getiren Sensoy, geleneksel
Turk tiyatrosundan epik tiyatroya kadar cesitli tsluplardan izler
tasiyan 6zgiin calismalariyla, tiyatro tarihimizde kendine 6zgii bir

yer edindi.

» Playwright, theatre actor and stage director Ferhan Sensoy
was born in Cargamba, Samsun in 1951. In 1972 he went to
France and graduated from the Theatre National De Strasbourg
in 1974. Sensoy returned to Turkey in 1975 and started working
with theatre companies including Ali Poyrazoglu Theatre

and Nisa Serezli-Tolga Askiner Theatre. His plays, Bilumum
Haneler in 1973 (Haneler in 1975), [di-Amin-Avanta-Lavanta in
1976, Dur Konusma Sus Soyleme and Bizim Sinif in 1977, were
staged at Devekugu Kabare, Ali Poyrazoglu and Tuncay Ozinel
Theatres. He founded the Ortaoyuncular Toplulugu in 1980

at Yap: Endiistri Merkezi and during the same period started

to reach a wide audience through his sketch programme on
television. At the end of the same year, his company moved to
Kiiciik Sahne where he directed and acted in plays he wrote
including Sahlari da Vururlar (1980) which was staged for

5 consecutive years, Kahraman Bakkal Siipermarkete Kars
(1981), Kiralik Oyun (1982), Anna’nin Yedi Ana Giinahi (1982),
Icinden Tramvay Gegen Sarki (1986) Ferhangi Seyler (1987) and
Istanbul'u Satiyorum (1988).

In February 1987 a suspicious fire broke out during the
performance of Muzir Miizikal at the Egemen Performance
Centre (the famed $an Tiyatrosu) which destroyed the building.
In 1989 he renovated the old Ses Theatre and reopened the
venue with the name Ses 1885. Sensoy has been invited to
many festivals where his plays have been staged, some of which
are; Hay Market and That Gogol Fool in 1994, Three Bullet Opera
in 1995, Haldun Taner Cabaret in 1997, The Cherry Orchard in
2000 and The Man Whose Soul is Crashed by the Tram in 2010.
Sensoy is the author of the books; Kazanci Yokusu (1978),
Sahlary da Vururlar ve Afitap’in Kocasi Istanbul (1982), Giindeste
and Ayna Merdiven (19806), Diisbiikii (1988), Kahraman Bakkal
Siipermarkete Karsi (1991), Ingilizce Bilmeden Hepinizi I Love
You (1992), Giile Giile Godot ve Denemeler (1993), Oteller Kitabi
(1996), Falinizda Rénesans Var (1998), Kalemimin Sapini

Giille Donattim (2001), Rum Memet (2002), Esegin Fikri ve

Haci Komiinist (2005), Elveda SSK (2007), Segme Sapan Seyler
(2010) and has acted in the following films; Kizini Dévmeyen
Dizini Déver (19777), Biiyiik Yalmzlik (1990), Sans Kapiy Kirinca
(2005), Pardon (2005) and Son Ders (2008).

Considered to be the mark of mastery in Turkish theatre’s
tradition of comedy, Bald Hasan Efendi’s Turban (Kel Hasan
Efendinin Kavugu), has been passed from Ismail Diimbiillii

to Miinir Ozkul in 1968, and from Miinir Ozkul to Ferhan
Sensoy in 1989. Ferhan Sensoy has earned a distinctive place
in Turkish theatre history with his unique, original and head-
spinning works. He has written and staged unusual plays

that have criticized current events using humour elements
often based on language subtleties to the point of pushing the
boundaries of the Turkish language, with a style that carries
traces from various styles ranging from traditional Turkish

theatre to epic theatre.
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1940 Istanbul dogumlu sahne tasarimcisi Metin Deniz,
uygulamalarinda ¢ok degisik malzemeleri kullanan bir
sanatci. Haydarpasa Lisesi'nde egitim goren Deniz, 1957'de
Giizel Sanatlar Akademisi (simdi Mimar Sinan Universitesi)
Resim Bolimii'ne girdi ve Halil Dikmen, Cevat Dereli ve
Ziuhtu Miridoglu'nun 6grencisi oldu. 1961'de istanbul Sehir
Operasr’nda dekoratér yardimcisi olarak géreve basladi. ilk
dekor calismasini 1962'de istanbul Sehir Tiyatrosu’'nda Zihni
Kiigimen'in yénettigi Orhan Kemal’in ispinozlar oyununda yapti.
Ayni yil operanin dekoratérii oldu ve bu isi 6grenciligi boyunca
stirdiirdii. 1965'te Akademiden mezun oldu, Operadan ayrildi ve
Szel tiyatrolarda dekoratér olarak calismaya basladi. 1974'te Sehir
Tiyatrosu’na bagli Deneme Sahnesi’'nin kurulma calismasina
katildi. Muhsin Ertugrul’'un desteklemesiyle olusturulan bu
tiyatroda Beklan Algan’la birlikte alisilmis anlamdaki sahneyi
ortadan kaldirarak, seyircilerle oyuncular arasindaki karsilikli
ahsverisin daha giiclii olacag bir mekan duizeni kurmaya calisti.
Bu tiyatroda sahneye konan Brecht'in Cesaret Ana, Peter Weiss'in
Marat/Sade ve Shakespeare’in Bahar Noktasi oyunlarinin
calismalarina katildi. 1975'te Sehir Tiyatrosu’nda Brecht'in
Galileo Galilei oyununu sahneye koyarak tiyatro yénetmenligini
de denedi. Metin Deniz, Fransa'da cogunu Mehmet Ulusoy'un
sahneledigi oyunlarin dekorlarini yapti. Ayrica Gerard Gelas’la
Avignon Festivali'nde calisti: 1974'teki Kafkas Tebesir Dairesi,
1977'deki Dans les eaux glacees du calcul egoiste (Bencil Hesaplarin
Buzlu Sularinda), 1979'daki Macbeth bunlar arasindadir. Ayrica
1980’de Paris’te Luiz Menase’nin ynettigi 1001 Gece Masallar’nin
ve 1984'te Avignon’da Gerard Gelas’in yonettigi Yasar Kemal'in
Bin Bogalar Efsanesi’nin de dekorlarini Deniz hazirlamistir.
Metin Deniz, sanat yasami boyunca tiyatroda dekora,

%ou

“dekorasyon” sézciigiiniin cagristirdigi “siisleme” anlaminin
usttinde bir anlam ytiklenmesi gerektigini savundu: Dekoru,

bir biitiin olan tiyatro sanatini olusturan cesitli 6gelerden biri
olarak ele aldi; bu biitiinlugii saglayabilmek igin yoneticiden
miizikgiye, oyuncudan dekorcuya kadar bu 6geleri gerceklestiren
herkesin ortak bir calisma yuriitmesi, yani tiyatroyu ortaklasa
yaratmasi bir gereklilikti. Bu gériisten yola cikarak gerceklestirdigi
calismalarinda Deniz’in ¢ok gesitli malzemeler kullanarak farkl
etkiler uyandirmaya caba gésterdigi izlenir. Ornegin Dostlar
Tiyatrosu’nun hazirladigi Sabotaj Oyunu icin eski gramofon
plaklariniisitarak masklar yapmis, yine ayni toplulugun bir
maden ocagindaki olaylari konu alan Alpagut Olayi oyununda da
dekoru, tiim sahneyi kémiirle kaplayarak olusturmustu; ayrica
Bahar Noktasi’'nda ip ve bez parcalarini kullanmasi da bu tiirden
bir denemedir. Metin Deniz tiyatro, opera ve bale sahneleri

icin yaklasik 200 dekor galismasi gergeklestirdi, 1982'de Giizel
Sanatlar Akademisi Osman Hamdi Salonlarinda, biitiin bu
calismalarinin bir araya toplandigi ve iki Kalas Bir Heves adin

verdigi bir toplu sergi acti. Bagta Fransa olmak iizere isvigre ve

ingiltere’de konuk sanatci olarak calismalarini siirdiirdii ve cesitli
filmlerde sanat danigsmanligi ve reji asistanligi da yapti.

Metin Deniz, son yillarda calismalarini tiyatro sahne ve salon

ic tasarimlari ile miize tefris ve tasarimlarina yénlendirdi.
(Caddebostan Kltir Merkezi, izmir Sanat, Kiiltiir Park Arkeoloji
Muizesi Projesi, Kent Arsivi Miizesi, Fulya Sanat Konser

Salonu, Mustafa Kemal Kiiltiir Merkezi vb.) Kadiksy'de Siireyya
Operasi’nin sahne ve salon i¢ tasarimini, Mardin Sakip Sabanci
Kent Miizesi’nin tasarimini ve gerceklestirilmesini yapti. Halen
kilttir merkezi, uluslararasi sergiler ve miize projeleri tizerine
calismalarini siirdiiren sanatginin hakkinda Nihal Koldas
tarafindan yazilmis Metin Deniz, Tiyatroda Mekan ve insan adh
kitap vardir.

Baslica yapitlari arasinda, ispinozlar (1962), Teneke (19651966),
Palto (1966-1967), Kurban (1966-1967), lttihat ve Terakki (1969),
Durdurun Diinyayi inecek Var (1970), Rosenbergler Olmemeli
(1970), Alpagut Olayi (1974), Kafkas Tebesir Dairesi (1974), Galileo
Galilei (1975), Dans les eaux glacees du calcul egoiste (Bencil
Hesaplarin Buzlu Sularinda, 1977), Cesaret Ana (1978), Marat/
Sade (1978), Macbeth (1979), 1001 Gece Masallari (1980), Bahar
Noktasi (1981), Kabare (1983-1984) bulunuyor.

Stage designer Metin Deniz, born in Istanbul in 1940, is
an artist who uses a wide variety of materials in his work.
After studying at Haydarpaga High School, Deniz entered
the Department of Painting at the Fine Arts Academy (now
Mimar Sinan University) in 1957 and became a student of Halil
Dikmen, Cevat Dereli and Ziihtii Miiridoglu. In 1961, he started
working as an assistant decorator at the Istanbul City Opera.
His first stage design was for Orhan Kemal’s play Ispinozlar
(The Finches), directed by Zihni Kii¢iimen in 1962 at the
Istanbul City Theatres. During the same year, he became the
decorator of the opera and continued to work there throughout
his education. He graduated from the Academy in 1965, left the
Opera and began working as a decorator in private theatres. In
1974, he participated in the establishment of Deneme Sahnesi,
a new theatre attached to the City Theatres, founded with the
support of Muhsin Ertugrul. At this new theatre, working
together with Beklan Algan, Metin Deniz tried to eliminate the
usual sense of the stage and create a space where the mutual
exchange between the actors and audience was made possible.
At this theatre, he has worked on Brecht’s Mother Courage and
Her Children, Peter Weiss’s Marat/Sade and Shakespeare’s A
Midsummer Night's Dream. In 1975, he tried out directing by
staging Brecht’s Life of Galileo at the City Theatres.
Metin Deniz has prepared the stage decorations of several plays
in France, most of which were staged by Mehmet Ulusoy. He
has also worked with Gerard Gelas at the Avignon Festival,
including in plays such as The Caucasian Chalk Circle in 1974,
Dans les eaux glacees du calcul egoiste in 19777, and Macbeth
in 1979. Deniz has also prepared the decorations of One
Thousand and One Nights directed by Luiz Menase in Paris
in 1980, and Yagar Kemal’s Legend of The Thousand Bulls
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directed by Gerard Gelas in Avignon in 1984. Throughout

his art life, Metin Deniz has stated that the decor in theatre
should be given a meaning above that of decoration, which is
associated with “ornamentation”. He approached decor as one
of the integral elements that makes up a theatre play; and has
maintained that in order to achieve a play with integrity, it is
necessary for everyone who realizes these elements, from the
director to the musician, from the actor to the decorator, to
carry out a collaborative work, in other words, that they create
the theatre jointly. Given this point of view, it is easy to see in
Deniz’s work that he strives to evoke different effects by using
a wide variety of materials. For example, for Sabotaj Oyunu
staged at Dostlar Theatre, he made masks by heating old
gramophone records, and for Alpagut Olay1, which was a play
staged at the same theatre about the events at a mining quarry,
he created the decor by covering the whole scene with coal. As
a similar artistic trial, he has used ropes and pieces of cloth for
the décor of A Midsummer Night’s Dream. Metin Deniz has
prepared the decors of almost 200 theatre, opera, and ballet
scenes. In 1982, he opened an exhibition where all of these
works were gathered together called ‘Iki Kalas Bir Heves’ (Two
Wooden Boards, Enthusiasm in Hoards) in the Osman Hamdi
Halls of the Academy of Fine Arts. He has been invited as a
guest artist to France, Switzerland and England and has also
worked as an art consultant and assistant director for various
films.

In recent years, Metin Deniz has been working on the design
of theatre stages and theatre hall interiors, and museum
furnishings and designs. (Caddebostan Culture Center, Izmir
Art, Culture Park Archaeology Museum Project, City Archives
Museum, Fulya Art Concert Hall, Mustafa Kemal Culture
Centre etc.)

Deniz has designed the stage and theatre hall interior

design of Siireyya Opera House in Kadikéy, and the design
and realization of Mardin Sakip Sabanci City Museum. He
continues to work on cultural centres, international exhibitions
and museum projects. Metin Deniz has a book written about
him by Nihal Koldas titled Metin Deniz, Tiyatroda Mekdn ve
Insan.

His most notable works include Ispinozlar (The Finches,
1962), Teneke (Tin, 1965-1966), The Overcoat (1966-1967),
Kurban (Sacrifice, 1966-1967), Ittihat ve Terakki (1969), Stop
The World, I Want To Get Off (19770), Les Rosenberg ne doivent
pas mourir (1970), Alpagut Olay: (The Alpagut Incident, 1974),
The Caucasian Chalk Circle (1974), The Life of Galileo (1975),
Dans les eaux glacees du calcul egoiste (19777), Mother Courage and
Her Children (1978), Marat/Sade (1978), Macbeth (1979), One
Thousand and One Nights (1980), A Midsummer Night's Dream
(1981), and Cabaret (1983-1984).
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Portekizli oyuncu Teresa Mota ile Fransiz ydnetmen ve oyun
yazari Richard Demarcy’inin oglu olarak 19 Haziran 1970’te
dogan Emmanuel Demarcy-Mota; 1988'de Compagnie des
Millefontaines tiyatro toplulugunu kurdu. 2002-2008 yillari
arasinda La Comédie de Reims, Centre Dramatique National'de
yénetmenlik yapan sanatci; 2008’den bu yana Théétre de la
Ville Paris’in artistik direktorliigii ve 2011’den beri de Paris’te
duzenlenen Festival d’Automne’un genel yénetmenligini
strdiirmekte.

Demarcy-Mota'nin yonettigi pek cok eser arasinda
Shakespeare’in Askin Cabasi Bosuna (Blanc Mesnil ve Théatre

de la Ville, 1998-1999), Pirandello’nun Alt Kisi Yazarini Ariyor
(2001), lonesco’nun Gergedanlar (Théatre de la Ville, 2004-
2006, yeniden sahnelemesi 2011), Brecht'in Adam Adamdir
(Théatre de la Ville, 2007), Horvdth'in Kasimir ile Karoline, Fabrice
Melquiot’nun eserleri Wanted Petula (Théatre de la Ville, 2009) ve
Bouli année zero (Théatre de la Ville, 2010), Roger Vitrac'in Victor
or Power to the Children (Théatre de la Ville, 2012), Balzac'in Le
Faiseur (Mercadet, Théatre de la Ville-Abbesses, 2014), Fabrice
Melquiot’nun Lewis Carroll'un Alice Harikalar Diyarinda ve
Aynanin iginden'den yola cikan eserleri Alice And Other Wonders
(Théatre de la Ville, 2015) ve Alice Crosses The Mirror (Théatre de
la Ville-Espace Cardin, galasi Aralik 2019), Arthur Miller'in Cadi
Kazani (Théatre de la Ville-Espace Cardin, 2019) adli oyunlari

sayilabilir.

Emmanuel Demarcy-Mota was born on June 19, 1970, the
son of Portuguese performer Teresa Mota and French director
and playwright Richard Demarcy. He founded the Compagnie
des Millefontaines in 1988 and was director of La Comédie
de Reims, Centre Dramatique National (CDN) from 2002 to
2008. He has directed Théatre de la Ville since 2008, and has
served as general director of the Festival dAutomne in Paris
since 2011.

Among the many works Demarcy-Mota has directed for the
stage are Love’s Labour’s Lost by Shakespeare (Blanc Mesnil and
Théatre de la Ville, 1998-1999); Six Characters in Search of an
Author by Pirandello (2001); Rhinoceros by Ionesco (Théatre de
la Ville, 2004-2000, restaging in 2011); Man Is Man by Brecht
(Théatre de la Ville, 2007); Casimir and Caroline by Horvith
and Wanted Petula (Théatre de la Ville, 2009) Bouli année zero
(Théatre de la Ville, 2010), both by Fabrice Melquiot; Victor or
Power to the Children by Roger Vitrac (Théatre de la Ville, 2012);
Le Faiseur (Mercadet) by Balzac (Théatre de la Ville-Abbesses,
2014); Alice and Other Wonders (Théatre de la Ville, 2015) and
Alice Crosses The Mirror (Théatre de la Ville-Espace Cardin,
premiere in December 2019), both by Fabrice Melquiot and
respectively after Alice’s Adventures in Wonderland and Through
the Looking-Glass by Lewis Caroll ; and The Crucible by Arthur
Miller (Théatre de la Ville-Espace Cardin, 2019).
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GOLDEN MASK iSTANBUL'DA
GOLDEN MASK IN ISTANBUL

Golden Mask 1994'te kurulan, drama, opera, bale, modern
dans, operet, miizikal ve kukla tiyatrosu da dahil olmak tizere
tiyatro sanatinin her alanindaki yapimlara verilen ulusal
tiyatro 6duilii ve ayrica, her yilin ilkbaharinda Moskova'da
diizenlenen ve Rusya’'nin dért bir yanindan gelen en 6nemli
gosterilerin sunuldugu Rus Sahne Sanatlari Festivali'nin de
ismidir.

Golden Mask Festivali 2019 yilinda 2s. yilini kutluyor.

Golden Mask sadece saygin bir tiyatro 6dulii degil, ayni
zamanda tiyatro igin stratejik gérevler gerceklestiren 6nemli
bir kiilttirel kurum. Golden Mask tarihi, tiim énemli egilimleri
ile birlikte cagdas Rus tiyatrosunun tarihgesidir. Festival ve
3dul téreni, Golden Mask ydnetim ekibinin ana faaliyetidir.
Festival ekibi bunun disinda uluslararasi davetlilere hitap
eden Rus tiyatrosunun yillik seckin bir sunumu olan Russian
Case de dahil olmak tizere bir dizi nemli etkinlik ve kiilttirel
proje baslatti. Uluslararasi ve yurtici turne projelerinin
organizasyonu, Golden Mask yénetim ekibinin bir diger
Snemli faaliyetidir. 2005'ten beri her yil Estonya ve Letonya'da
Rus tiyatrosunun en iyi yapimlarinin gosterildigi festivaller
diizenlenmekte; Rus tiyatrosunun en iyilerinin sunumlari
Polonya, Belarus, Litvanya ve israil'de gerceklesmektedir.
Kasim 2018'de Golden Mask, istanbul Tiyatro Festivali
isbirligiyle Hamlet | Collage isimli, Golden Mask Oduilu aday
olan yapimi gerceklestirdi. iki festival bagarili ortakliklarina
2019'da da devam ederek, etkileyici ve renkli programlarinda

Rusya’dan yeni tiyatro yapimlari sunuyor.

The Golden Mask is the National Theatre Award established

in 1994 and given to productions in all genres of theatre art:
drama, opera, ballet, modern dance, operetta, musical, and
puppet theatre. Golden Mask is also an all-Russian Performing
Arts Festival that takes place in Moscow in the spring of each
year presenting the most significant performances from all over
Russia.

In 2019 the Golden Mask Festival celebrates its 25th
anniversary.

The Golden Mask is not only a reputable and prestigious theatre
award, but also an important cultural institution, performing a
complex of key strategic tasks for the theatre. The history of the
Golden Mask is a chronicle of contemporary Russian Theatre,
including all of its major development trends. Organisation

of the festival and the awards ceremony is the main activity

of the Golden Mask management team. Apart from that, the
festival team has initiated a number of significant events

and cultural projects including the Russian Case — an annual
showcase of Russian theatre addressed to international guests.
Organisation of international and domestic touring projects is
another important activity of the Golden Mask management
team. Since 2005, festivals of the best of Russian theatre are
annually held in Estonia and Latvia; presentations of the best of
Russian theatre have taken place in Poland, Belarus, Lithuania
and Israel.

In November 2018 the Golden Mask in collaboration with the
Istanbul Theatre Festival presented the production Hamlet |
Collage of the Theatre of Nations (Moscow), a Golden Mask
Award nominee. In 2019 the two festivals continue their
successful partnership presenting an impressive and varied

program of new theatre productions from Russia.
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BALLET MOSCOW

Karine Ponties

David Monceau

Guillaume Toussaint Fromentin

Sergey lllarionov

18 KASIM NOVEMBER

19 KASIM NOVEMBER

Ilya Karpel, Roman Mustafin, Andrey Ostapenko, Alexey Narutto, Andrey Tihonov,

Ilya Romanov, Alexander Shuisky

Koreograf Karine Ponties’in 2 Temmuz tarihinde Meyerhold
Tiyatro Merkezi'nde promiyeri gerceklesen Her Yol Kuzeye Cikar'
sadece baleseverler degil, siradisi, sembolik ve ayriksi olanin
pesindeki modern sanat meraklilarina da hitap ediyor.

Bu yapimi nasil tarif edecegimize gelirsek, 6ncelikle bu, sézciikler
olmadan anlatilan bir hikaye: akil almaz duygular, ruh halleri,
ruhani diirtiiler, hobiler, sinir krizleri, tahrik ve istirapla dolu

bir yasamin giincesi. izleyici burada sadece seyirci degil, ayni
zamanda katilimc: ytiregi ve akliyla yaklasmanin 6tesinde, bir
yandan tanidik bir yandan da yepyeni bir seyle manevi anlamda
biitiinlesebiliyor.

Biiyiime ve bir kisilige sahip olmanin éykusii béylesine ¢ekincesiz
ve pervasizca anlatilinca insanin tuyleri trperiyor. Her seyi

gorebiliriz burada: miicadele ve tevazu, farkindalik ve kendini
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inkar, hiddet ve nese, dayanisma ve ihanet, arkadaslik, duygularin
ifadesi, hakikat arayisi, korku, cosku, taskinlik, tutku, heyecan...
Sanki insana dair tim duygular bir araya gelip sanatgilarin
anlattigi bu hikayenin igine tasarak akmis gibi.

Sahnedeki her dansginin apayri ama birbiriyle iliskili birer hikayesi
var. Bu cati altinda birbirlerini tamamliyorlar ve hikayelerini
birbirinden ayirarak sunmak miimkiin degil. Karakterlerin her

biri digerlerine benzemedigini fark etse de bir sistemin icinde
kalmaya razi geliyor; bu da hareket ve bilince dair bir yanilsamaya
neden oluyor. Hepsi belli nedenler ve yargilar dolayisiyla
vazgegmeyecekleri durumlar, psikolojik engeller, kuskular ve
dnyargilarin tutsagi olmus durumda. Oniimiize serilen bu
aydinlatici ve etkileyici tablo, yapimin psikolojik altyapisini
vurgulayan isik efektleriyle izleyiciye pek ¢ok sey anlatiyor.

Oyuna eslik eden miizik de hayli dikkate deger. Fransiz besteci
David Monceau, her dansginin hareketlerini sarmalayarak adeta
her birine apayri bir aura katan mukemmel bir parca yaratmis.
Miizigin her notasi benzersiz ve etrafinda olup bitenle carpici

bir ahenk icinde ilerliyor. Bu melodiler izleyiciyi atmosferin icine
cekmekle kalmayip onunla konusuyor: performansin altinda
yatan felsefeyi anlatirken izleyici ve sanatgilar arasindaki tiim
engelleri de ortadan kaldiriyor. Bu miizik adeta yiireginizden
kopup cikiyor. Performansi miizikten ayri tahayytil etmek
neredeyse mumkiin degil. Hele o duet ile ona eslik eden melodiyi
goriip nedenselligi ve ahengini gérdikten sonra, hig...

Karine Ponties’in bu isini kavramak epey zor. Her Yol Kuzeye Cikar,
izleyicinin ruh haline gére beklenmedik ve farkli etkiler yaratabilir
ve kesinlikle gériilmesi gerek. Giindelik yasamda nadiren
konusulan konulara yepyeni ve ciiretkér bir yorum getirirken,

sizi potansiyelini heniiz degerlendirememis bireyler olarak
kendinizi anlama ¢abasinin igine itiyor. Performansi seyrederken
ortaya ¢ikan karisik ve giiglii duygular, izleyicinin igine isliyor ve
ruh halini tepetakla edebilir. Boyunuzun lciisiinii almak icin

hayatinizda bir kereligine bile olsa, bu duygulari yasamaniz gerek.

HER YIL KUZEYE CIKAR | EVERY DIRECTION IS NORTH

On July 2 the premiere of Every Direction is North by
choreographer Karine Ponties took place at the Meyerhold Theatre
Centre. This event appealed not only to ballet lovers, but also to
connoisseurs of modern art - peculiar, figurative, exceptional.
How can this production be described? First of all, this is a
story told without words. Chronicle of a life’s journey, full
of incredible emotions, moods, spiritual impulses, hobbies,
paroxysms, agitations and internal torments. Viewers have an
opportunity to only to observe, but partake, not only to capture it
in their heart and mind, but unite spiritually with something so
familiar and at the same time new.

A story of growing up and becoming a personality shown so
vividly and freely makes literally shudder. We see everything:
struggle and humility, self-awareness and absolute rejection of
oneself, anger and joy, mutual help and betrayal, friendship,
expression, pursuit of truth, fear, enthusiasm, frenzy, passion,
excitement - as if all human feelings gathered and as one
irresistible stream broke into the story told by these artists.
Each young performer on stage has his own unique story,
which is linked and that makes them sound well in unison,
complementing each other/ these stories cannot be presented
separately. Once each character realizes that he is not like
others, but at the same time he is eager to remain part of a
certain system, which creates an illusion of movement or
consciousness. They are all captives of their frameworks,
psychological barriers, doubts and prejudices, which they

won't abandon due to certain reasons or prejudgments.

Before our eyes we see an illustrative and impressing picture:

it is accompanied by lighting effects that emphasize the
psychologism of the production and explain a lot to viewers.
Special attention should be driven to the musical accompaniment
of the play. French composer David Monceau has created an
excellent piece that surrounds each dancer’s movement with a
halo. Each note in his works sounds unique and at the same time
blends in a stunning consonance with everything else. These
melodies do not just immerse us in the atmosphere - they speak
to us, they explain the philosophy of the performance, they break
down all the barriers between the audience and the artists. It
seems that the music comes straight from your heart. It is hard to
imagine what it would look like without music; it’s worth seeing
this duet of dance and melody once and right away grasp their
cause-and-effect link and harmony.

Karine Ponties’ work turned out to be difficult to understand.
The effect Every Direction is North produces can be unexpected
and change depending on the psychological state of the viewer.
It is definitely a must see. A new, bold interpretation of topics,
which are rarely discussed in everyday life, leaves you trying to
understand oneself as a person whose potential is not developed
yet. Mixed, strong feelings, which evolve after watching the
performance, permeate the whole being of a spectator and can
even turn one’s attitude upside down. It is worth experiencing
such feelings at least once in your life to find out what your soul

is capable of.
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THEATRE OF NATIONS

Maxim Didenko

Konstantin Fyodorov, Maxim Didenko

Maria Tregubova
Olga Kuznetsova
Ivan Vinogradov
Ivan Kushnir
Vladimir Varnava
Polina Mitryashina

Ilya Starilov

Oyun Sonrasi After the Play:

Ingeborga Dapkunaite (Marion Dixon,
Amerikali oyuncu an American actress),
Stanislav Belyaev (Ivan Petrovich Martynov,
Sovyet oyuncu a Soviet actor), Sergey Epishev
(Frantz von Kneishitz, girisimci entrepreneur),
Andrey Fomin (Lyudvig Osipovich, sirk
miidiirii director of a circus), Natalia Nozdrina
(Raechka, sirk miidiiriiniin kizi daughter of

the director of the circus), Gladston Mahib
(Jimmy, Afrika kokenli gocuk, Marion’'un

oglu little African, son of Marion), Roman
Shalyapin (Skameykin, mucit inventor), Anton
Eskin (Kaptan Captain Yazychnikov), Danila
Rassomakhin (Belka), Pavel Rassomakhin
(Strelka), Alexey Miranov (Fratz'in yardimcisi
Assistant to Frantz), Armen Poghosyan
(Piyano Piano), llya Movchan (1. Keman 1st
Violin), Ivan Muratidi (2. Keman 2nd Violin),
Vartan Darakchan (Viyola Viola), Anton
Bulkin (Viyolonsel Cello)

Roman Doljansky moderatérliigiinde yaratici ekip ile séylesi.

Q/A with the creative team moderated by Roman Doljansky.

19 KASIM NOVEMBER
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Bu gosteri Grigoriy Alexandrov’un filmini cocuklugunda

gorenler ve Theatre of Nations’daki gésteride filmin adini ilk kez
duyanlar icin tasarlanmis. Prodiiksiyonun tiiriini “retroftitiirizm”
olarak tanimlayan yénetmen, 1936’da yapilan filmin olaylar
érgustindeki strprizleri aynen koruyor. Amerikali sirk divasi
Marion Dixon Aya Yolculuk adli gésteriyle Moskova'ya gelir.
Burada yeni bir aska tutulur ve kendisini cok 6zel bir sirrini—bir
siyahi bir cocugu oldugunu-agiklamakla tehdit eden patronuyla
cebellesir.

Maxim Didenko eski filmin senaryosuna yaptigi miidahaleyle
6ykuyt zamansizlastiryor: olan bitenler 1930’lar, 1950’ler

veya anlaticinin bize séyledigi gibi yakin gelecekte geciyor
olabilir. Ingeborga Dapkunaite, Marion Dixon’in yani sira tnli
filmin Sovyet yildizi Lyubov Orlova’yi da canlandiriyor. Sirkin
midiirii devrim lideri Lenin’e benzetilmis ve olaylari, hentiz
uzaya gitmemis olan Belka ve Strelka adindaki uzay képekleri
yénlendiriyor. Sirk, uzayin kesfinde ABD ile bir miicadele halinde
olan Rus Uzay Arastirmalari Merkezi’ne dénustiirilmiis.

Sahne tasarimcisi Maria Tregubova tipatip ayni mavi rengiyle
diinyayi gézler dniine seriyor. Diinyayi iki daire birlestiriyor:
oditoryuma dogru egilmis olani sirk arenasi, diinya ve isikli bir
cocuk oyuncagini temsil ederken, ilkinin tizerinde duran diger
daire eski ve futiiristik bir Moskova'nin belgesel gériintilerini
gorebileceginiz bir ekran. Hep birlikte gésteriyi miizik esliginde
bir sessiz filme donistiiriyorlar.

Didenko ile diger prodiiksiyonlarinda da birlikte calismis olan
besteci Ivan Kushnir’in eski filmden alarak kullandigi sarkiyi
cesurca soyleyen Ingeborga Dapkunaite de ayni zamanda dans

ediyor, sirk numaralari yapiyor ve gergek bir Broadway divasi

SiRK | THE CIRCUS

gibi havada uguyor. Kushnir, Sirk filmi icin yazilmis olan popiiler
Sovyet sarkisi Vast is My Country tizerinde de deneysel islere
girismis ve soézlere dokunmamakla beraber miizigi dylesine
degistirmis ki, bu tanidik ezgiyi zar zor yakalayabiliyorsunuz.
Sarki, diissel ve gérsel bir karaktere biiriinerek, tipki filmde de
oldugu gibi, prodiiksiyonun simgesine déntsuyor. Bu diistinceyi
koreograf Vladimir Varnava’'nin tasarladigi miistehzi ve grotesk
sahne hareketleri de tamamliyor.

Didenko, Sirk'te Kremlin’deki Hayalperest'in (iinlti Amerikali
yazar Herbert Wells Lenin’e bu adi takmist) Amerikalilari
yenerek Ay’a daha dnce gitmesine izin veriyor. Marion Dixon
oraya sevgilisi Petrovich ve birdenbire yetiskin bir siyahi adama
dontisen Jimmy ile birlikte uguyor. Uguslarinda ¢alan muzik ise
filmin muzigini bestelemis olan Dunaevsky'nin nahif ve parlak

ezgisi yerine Kushnir’in aksak ve gergin parcasi.
— Vedomosti gazetesi

The performance is designed for those who first saw Grigory
Alexandrov’s film in their childhood as well as for those who
heard about it for the first time coming to see the performance
at the Theatre of Nations. The director defined the genre of the
productions as “retro-futurism”. He kept the main plot twists
of the film made in 1936. American circus diva Marion Dixon
arrives in Moscow with the show called “The Flight to the
Moon”. In Moscow she finds a new love, fights the challenges
of being blackmailed by her boss von Kneishitz, who threatens
to reveal the secret of her personal life — the fact that she has a
black child.
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Maxim Didenko adds to the old film script a new plot, elegantly

arranging the story in the universal timeframe: the story can
easily be taking place in the 1930s, in the 1950s, nowadays

or, as the narrator tells us, in a distant future. Ingeborga
Dapkunaite is not just playing Marion Dixon, but also Lyubov
Orlova, the great Soviet film star of the famous film. The
director of the Circus is given the appearance and burr of the

Revolution leader Vladimir Lenin, and the action is driven

by the space dogs Belka and
Strelka, which have not yet
flown into space. The Circus

is turned into the Russian
Space Research Centre, which
is opposed to the US in the
struggle for the leading position
in space exploration. The set
designer Maria Tregubova
invents the world, flawless in
its blue colour. The world is
united by two circles. One is
tilted to the auditorium and
represents a circus arena, the
Earth and a children’s luminous
toy. The other circle, hanging
over the first one, is the screen
that shows documentary footage
of the old and futuristic Moscow and online video. Altogether
it turns the performance into a silent movie accompanied by
music.

The composer Ivan Kushnir has previously collaborated with
Didenko on his other productions. In this one he uses the song
from the old movie bravely sung by Ingeborga Dapkunaite
while she dances, performs circus stunts and flies in the
harness like a real universal Broadway diva. Kushnir is also
experimenting with the popular Soviet-time song “Vast is my
country” composed for the film “Circus”. Without changing

a word, he transforms it musically so that one can only

vaguely catch the familiar tune. In the production it acquires

a phantasmagoric character, as it does in the movie, turning
into its emblem. The same idea is supported by the sarcastic,
grotesque stage movement image, developed by choreographer
Vladimir Varnava.

In The Circus Didenko allows the “Kremlin dreamer” (as
Vladimir Lenin was nicknamed by the famous American writer
Herbert Wells) to beat the Americans in getting to the Moon
first. Marion Dixon flies there with her beloved Petrovich and
Jimmy who all of a sudden becomes a grown-up black man.

In the flight they are accompanied by the broken and nervous
music composed by Kushnir instead of the naive and bright

tune by Dunaevsky (composer of the movie).

— Vedomosti newspaper

EUGENE VAKHTANGOV THEATRE

Alexander Pushkin

Rimas Tuminas
Adomas Jacovskis
Maria Danilova
Faustas Latenas
Angelica Cholina
Maya Shavdatuashvili
Tatiana Agayeva

Sergeiy Makovetsky, Aleksei Guskov,
Victor Dobronravov (Yevgeni Onegin

Larina), Katerina Kramzina (Domrali gezgin 21 KASIM NOVEMBER
Wanderer with domra), Lyudmila Maksakova
(Dadi, dans hocasi Nanny, dancing master), 22 KASIM NOVEMBER
Pavel Tekheda — Kardenas (Dans sinifi

egitmeni Tutor of the dancing classes),

Olga Borovskaya, Adelina Gizatullina,

Maria Shastina, Ekaterina Simonova, Irina

Smirnova, Yana Sobolevskaya, Alexandra

Streltsina, Natalia Vinokurova, Maria Volkova

(Dans sinifindaki kizlar Girls the dancing

class), Olga Borovskaya, Yana Sobolevskaya

(Anisya, hizmetgi Anisya, housekeeper), Elena

Melnikova, Alexey Kuznetsov (Larin’in esi

Larin spouses), Sergey Bataev, Yuriy Kraskov,

Artem Parhomenko, Valery Ushakov

(Larin ailesinin komsulan Neighbours of

Larin family), Artem Parhomenko (Ulan),

Maria Rival (“Bunny”), Elena Sotnikova

(Moskova’daki kuzen Moscow cousin), Liubov

Korneva (Kuzen Cousin), Yury Shlykov (Prens

Eugene Onegin), Artur Ivanov (Emekli Prince)
Hussar Retired Hussar), Oleg Makarov,
Vasily Simonov (Vladimir Lensky), Eugenia
Kregzhde (Tatyana Larina), Irina Kupchenko
(“Tatyana’nin Diisii” “Tatyana’s Dream”),
Maria Volkova, Natalia Vinokurova (Olga
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YEVGEN|i ONEGIN | EUGENE ONEGIN

Rimas Tuminas, Yevgeni Onegin prodiiksiyonunda Puskin’in

romaninin tam bir uyarlamasina girismekten ziyade, ana tema
olarak Tatyana’nin Onegin’e duydugu ve bir prologu ve epilogu
olan bir hikéyeyi seciyor.

Performans, Puskin’in karakterlerinin bellegi ve imgeleminde
gozler 6niine seriliyor. Onegin’in sayfiye malikanesindeki
odasindan Larin’in hemen yakindaki evine, oradan Moskova'ya
ve son olarak da yine Onegin’in odasina gegiyoruz. Olaylarin
capi strekli degisiyor: tantanali kutlamalardan gézden uzak
tefekkiir anlarina, kalabalik sahnelerden tek basina anilara
dalma sahnelerine, hepsi Tatyana’nin gercevelenip Onegin’in
koltugunun yanindaki duvara asilmis olan ask mektubunun
parcalari gibi gegmisten cekilip alinmis.

Bellekteki imgeler gegmisle gelecek, gercekle imgelem arasinda
bélinmus durumda. Bundan dolayr sahnede de iki Onegin var:
biri yirmi bes yil sonra olan biteni hatirlayan olgun bir adam,
digeri de bu olup bitende yer alan geng Onegin. Benzer sekilde
iki tane de Lensky var: biri tiim olaylar sirasinda orada olan ve
bir diielloda yasamini yitiren geng Lensky, digeri de éldiiriilmese
Onegin’in yoldasi olacak kir sagh, hayali bir Lensky. Bir de
Puskin’in yazmadigi, tipki Onegin gibi yaglanmis ve Puskin’in
gencliginden, Rus kiiltirtiniin altin cagindan, ¢ikip gelmis gibi
duran bir karakter daha var. Bu, havali ama savasta sakatlanmis,
zeki ama bezmis, aklina gelen her seyi kuran emekli bir stivari.
Yazarin sesi ve “aklin donuk imalari ile aci geken bir yiiregin
tuttugu kayitlan” séylemek icin miidahale etme hakki da bu

karaktere verilmis.

Yevgeni Onegin 19. ylizyilda “Rus yasaminin bir ansiklopedisi”
olarak géruliiyordu: baskentteki Ruslarin giinliik yasamindan
sahneler, fikirleri, ruh halleri ve aliskanliklari Pugkin’in

ana temalarinda kendini buluyordu. Rimas Tuminas’in
prodiiksiyonu ana hikayenin de &tesine geciyor. Ornegin,
Tatyana’'nin isim yortusu kutlamasi melankoliye boguluyor: bu
Tatyana’nin sevgilisine duydugu 6zlemin yani sira varolussal
bir “Rus melankolisi”. Bu durumu kederli, derin bir nostaljiye
bogulmus ve en saf haliyle bir Rus halietiruhiyesi olarak géren
pek ¢ok sair ve felsefeciye derin bir diisiince malzemesi olmus
bir hal bu.

Performansin sinirlari alabildigince agik: ana olay rgiisiine iki
yan 8ykui eslik ediyor. Yevgeni Onegin'in ana karakterlerinin yani
sira Puskin déneminde baskentte, kirsalda ve hatta ormanda
yasayan karakterlerden olusan bir “koro” da bulunuyor. Yorucu
Moskova yolculugu sirasinda Larinlerin arabasinin éniinden
bir beyaz tavsan gecer; bu yorgun yolcularin akillarinin oynadig
bir oyun ya da gercekten yabani bir hayvan olabilir. O dénemin
Rusya’sinda yolda bu hayvana rastlamak kétiiye alamet olarak
yorulurdu (giiniimuizde kara kedide oldugu gibi). Bir séylentiye
gore 1825 Aralik'inda cara karsi bir ayaklanmaya katiimak tizere
St Petersburg’a giderken Puskin’in 6niinden de bir beyaz tavsan
gecmis. Bunun tizerine geri dénen Puskin, stirgiin ve belki de
Sltim cezasindan kurtulmus. Bu olayin anisina, o yola tizerinde
bir tavsan resmi ve “Senato Meydani’nda 416 kilometre” yazili bir
tabela dikilmis...

DEGERLI ISBIRLIGIYLE
THE KIND

COLLABORATION OF

Mﬂ)/—lﬂ%

{ocypcrsenmbin

AKAEMIECKH
TEATP

FBIBAXTAHIOBA

ACKNOWLEDGING

Rimas Tuminas in his production of Eugene Onegin does not
aim at a full scenic adaptation of Pushkin’s novel in verse. For
his main theme he chooses a story of Tatyana’s love for Onegin,
a story with prologue and epilogue.

The performance unfolds in the memory and imagination of
Pushkin’s characters. We are transferred from Onegin’s room
into his country estate, then into the Larin’s house nearby,
then to Moscow — and finally back to his room. The scale of
events constantly changes: from noisy celebrations to secluded
contemplation, from crowd scenes to lonely recollections, all of
which are drawn together from the past just like the fragments
of Tatyana’s love letter, framed and hung on the wall next to
Onegin’s arm-chair.

The images in memory are split between past and present,
between reality and imagination. Therefore, there are two
Onegins on stage: the mature one recalling the events a
quarter of century later and the second, younger one who
takes part in them. There are two Lenskys on stage as well:

the very young one as he was during the events, which led

to his death in a duel and the second an imaginary white-

YEVGENi ONEGIN | EUGENE ONEGIN

haired companion of Onegin,
the one whom Lensky could
have become if he had not
been killed. There is another
character, not written by
Pushkin but as if transported
from the times of Pushkin’s
young years, from the golden
age of the Russian culture —
and aged just like Onegin. This
is a retired hussar, dashing

but crippled by war, intelligent
but down-and-out, a drunkard
reasoning about everything. He
is granted the author’s voice
and the right to intervene in
the action in order to deliver “..
reason’s icy intimations, and
records of a heart in pain”.
Eugene Onegin was called “an
encyclopedia of Russian life” in
the XIX century: the scenes of
everyday life, ideas, moods and
habits of the Russian people in
the capital and provinces are
seen through Pushkin’s main
storylines. Rimas Tuminas’
production also reaches out
beyond the main plot. For
instance, Tatiana’s name day
celebration is enveloped in
melancholy: it is Tatiana’s
longing for her beloved as

well as existential “Russian melancholy”, the subject of deep
reflection for many poets and philosophers who perceived it

as an expression of a sad, deeply nostalgic and purely Russian
state of mind.

The horizons of the show are as wide as possible; the main plot
is accompanied by the side storylines; and next to the main
characters of Eugene Onegin there is a “chorus” created out of
characters of the Pushkin epoch, the inhabitants of the capital,
the countryside and even ... the forest. During the exhausting
journey to Moscow, a white hare crosses the path of the Larins’
carriage, either an apparition in the mind of the weary travelers
or a real wild animal. To meet it on the road was considered a
bad omen in Russia (just like a black cat nowadays). According
to legend, a hare like this one ran across the road in front

of Pushkin himself when he was going in a carriage to St
Petersburg in December of 1825 to take part in the uprising
against the tsar. Pushkin turned back, and by doing so avoided
exile or even the death sentence. In memory of this event a road
post was erected with the depiction of a hare on it and a sign

reading “416 miles to the Senate Square”...

33



34

THEATRE OF NATIONS

Ivan Vyrypaev

Viktor Ryzhakov

Nikolay Simonov

Viktor Ryzhakov, Anna
Khrustalyova

Maxim Biryukov

Yan Kuzmichyov

Vladimir Gusyev

Vladimir Bolshov (Philip
Rasmusen, Prof., Kopenhag
Universitesi Uluslararasi iliskiler
Boliim Baskani, Beseri Bilimler
Anabilim Dali Professor

and Chair of International

Oyun Sonrasi After the Play:

Relations at the University

of Copenhagen, Division

of the Humanities), 1gor
Gordin (Daniel Christensen,
Prof., Aarhus Universitesi,
Beseri Bilimler; Avrupa islam
Hareketi aktivisti Professor of
the Humanities at Aarhus
University; activist of European
Islam, an international
movement), llya Isaev (Oliver
Larsen, Prof., Kopenhag
Universitesi, ilahiyat Professor
of Theology at the University
of Copenhagen), Alexei
Vertkov (Magnus Thomsen,
Politik analist, giinliik gazete
Politiken'de yazar Political
analyst, staff writer at
Politiken, a daily newspaper),
Marina Drovosekova (Astrid
Petersen, Bagimsiz gazeteci,

kiiresel sicak noktalar uzmanlk

Yonetmen ile soylesi. Q & A with the director Viktor Ryzhakov.

alani Freelance journalist

who covers global hot spots),
Svetlana Ivanova-Sergeeva
(Emma Schmidt-Poulsen,
Danimarka Basbakaninin Esi;
uluslararasi bir yardim kurulusu
olan InterAction’in baskani.
Gegmiste, taninmis bir TV
sunucusu Wife of the Prime
Minister of Denmark; president
of InterAction, an international
charity. In the past, a well-
known TV host), Ravshana
Kurkova (Shirin Shirazi,

[ranli sair ve taninmus kisi,
Nobel Edebiyat Odiilii sahibi
Iranian poet and public figure;
laureate of the Nobel Prize in
Literature), Andrey Kuzichev
(Gustav Jensen, Danimarkali
yazar ve felsefeci Danish
author and philosopher), Igor
Khripunov (Father Augustine,

23 KASIM NOVEMBER

Danimarka Evanjelik Liiteriyen
Kilisesi rahibi. Prof., Kopenhag
Universitesi, ilahiyat Priest

of the Evangelical Lutheran
Church in Denmark. Professor
of Theology at the University
of Copenhagen), Veniamin
Smekhov (Pascual Andersen,
Danimarka Ulusal Senfoni
Orkestrasi siirekli sefi Principal
Conductor Emeritus at the
Danish National Symphony
Orchestra)
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ivan Vyrypaev'in fran Konferansi oyunu, asagi yukar
Shakespeare’in Elsinore’sininki ile ayni Danimarka'da geciyor.
Yénetmen Viktor Ryzhakov yazarin ima ettigi seyin pesinden
giderek olaylar baglamadan énce Hamlet'ten bazi dizeleri
ekrana yansitiyor. Alintilanmis veya alintilanmarmis tim dizeler
arasinda en uygunu herhalde “Kelimeler, kelimeler, kelimeler”
olurdu. Vyrypaev'in karakterleri konusmayi pek seviyorlar; hatta
kelimelerden baska bir seye sahip olmadiklari da séylenebilir.
Zaman zaman kisaltilmis bir diyaloga déntisen on monolog
dinliyoruz. Mikrofon basina gegen herkes “iran sorununu”
konusmak istese de, neredeyse hemencecik kendi sorunlariyla
ilgili konusur buluyoruz onlari. Agzi siki bir islam alimi epey
ileri giderek kendi “i¢ matrisi”nden s6z ederken, bugiin
tilkenin baskaninin esi olan goz alici bir eski gazeteci tlkesinde
yasayanlarin mutluluk hissinden uzak olduklarini séyltyor. Atesli
bir aktivist gezegende yasayan herkesin dort temel hakkinin
taninmasini talep ediyor. Tatli dilli bir rahip Tanri ve dinin
insanlara ne gibi kisitlamalar getirdigini acikliyor digerlerine.
Bir yazar, mustehzi bir ifadeyle olup bitene daha rahat bakmak
gerektigini soyliiyor. Siirsel ve biraz umut kirici konusmasina
baslamak icin digerlerinden ¢ok daha fazla beklemek zorunda
kalan bir konuk adi kalip kendisi olmayan bir problemi, neredeyse
cocuksu dizeleri ytiziinden yirmi yil ev hapsinde tutulan iranli bir
kadin sairi ele aliyor.
Oyunun dramaturjisi sadece olaylar degil, sonsuza dek tekrar
tekrar tretilebilecek i¢ zitlagmalari da kapsiyor: kisisel korkular,
bozulmalar, 6nyargilar ve nevrozlara sahip kisiler insanlar ve
uygarliklarin kaderiyle ilgili dustincelerin icinde boguluyor. Viktor

Ryzhakov yénetimindeki performansta her monolog duyarli bir

iRAN KONFERANSI | IRAN CONFERENCE

portreye déniisiiyor; bunu basarmak igin de ydnetmen sadece
parlak bir oyuncu toplulugu degil, adeta bir oyuncular galaksisini
bir araya getirmis. Her karakterin ge¢cmisi dosdogru ve detayli;
tipler ve kisilikler hemen taninabiliyor. iran Konferansi, kelimenin
tam anlamuyla, bir oyuncunun iki saatlik saf bir teatral mutluluk
veren performansi diyebiliriz. Ancak asil avantaji, ekipteki

her oyuncunun bunun bir grup portresi oldugunun ve genel
kompozisyonun, her ne kadar diinya ile uyumsuz olsa da, siirekli
olarak bu diinyadaki yeri tizerine diisiinen giiniimiiz insaninin
kolektif bir imge ya da kolektif bir dramindan olustugunun
farkinda olmasi.

Kendini metinlerinden ayirmakta ustalasmis olan Vyrypaev,
kahramanlari hakkinda ne diistindtugiini anlamamiza yardimei
olabilecek higbir ipucu ya da isaret vermiyor bize. Bunlar

bir nevrotikler, ikiytizliler ve demagoglar takimi mi, yoksa
zamanimizin yaralari tizerine ciddi ciddi konusan insanlar mi?
Ayri ayri ve dikkatle dinlediginizde, her karakterin konusmasi
kendi icinde 6zgiin bir kliseler biituinii, bir kamuoyu tartismasinin
sahnedeki devami olarak gériilebilir. islam mensuplarinin inang
anlayisi, Bati diinyasininkinden farkli: herkes ayni haklara sahip.
Bati’nin bireysel 6zguirliik anlayisi aldatici: fakir zenginden

daha mutlu olabilir; ask her zaman galip gelir. Samimiyetle
bakildiginda, bunlar ne yeni ne de bilgece sézler. Oyuncular,
Theatre of Nations prodiiksiyonunda enerjileri ve cazibelerini
Sylesine ustaca kullaniyorlar ki, en az bir dakikaligina hakli ya da
en azindan kayitsiz sartsiz ikna edici olduklarina inaniyorsunuz.
izleyici de saskinlikla onaylayip bir sonraki monologa gecerken,
yenisinin bir 6ncekiyle gelistigini fark etmiyor bile. Viktor

Ryzhakov'un iran Konferansi bize diinyanin kalkinma kurallarinin
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bireysel dogru ve yanliglarin bir sonucu olmadigini anlatiyor. Ama
bunun da 6tesinde, gergek bir oyuncunun bizi sadece askin her
seye kadir olduguna degil, gékytziintin de yesil olduguna ikna
edebilecegini gdsteriyor. Bu da duyulmamis bir sey degil, ama her

haliikarda, insan émriintin sonuna kadar tiyatroya gidebilir.
— Olga Fedyanina, Kommersant

Iran Conference by Ivan Vyrypaev is set in Denmark, this
is roughly the same imaginary Denmark as Shakespeare’s
Elsinore. Director Viktor Ryzhakov follows this author’s
connotation: before the action starts, the lines from Hamlet
flash on the screen. Of all the lines, quoted and non-quoted, the
most appropriate here would be sacramental: “Words, words,
words.” Vyrypaev’s characters are wordy, or rather they have
nothing apart from words. Before us there are ten monologues,
only occasionally turning into a reduced dialogue. Everyone
going to the microphone intends to discuss the “Iranian
problem”, but from the first words he stumbles upon his own.
A reserved Islamic scholar goes overboard, talking about his
“inner matrix”, a radiant former journalist, now the country’s
first lady, states that she and her fellow citizens lack sensation
of happiness, a fierce activist demands recognition for every
inhabitant of the planet of four basic rights, a smooth tongued
priest explains to others what restrictions God and religion

impose on a person, a cynical writer insists on looking at things

more easily. The guest, who waits for her entry — both poetic
and discouraging — longer than the rest literally embodies the
very titular “problem”: the Iranian poetess, who spent 20 years
under house arrest for her almost childish verses.

The dramaturgy here does not consist of events, but of an
infinitely reproducible internal contradiction: people consisting
of personal fears, deformations, prejudices and neuroses,

are immersed in thoughts about the fate of peoples and
civilizations. Each monologue in the performance by Viktor
Ryzhakov turns into a delicate portrait, and for the sake of this
he assembled not just a brilliant acting ensemble, but an entire
galaxy of actors. All registers of each character work accurately
and in detail, types and personalities are instantly recognizable.
Iran Conference is an actor’s performance in a good meaning
of the word, two hours of pure theatrical joy. But its main
advantage is that all the cast members know that this is a group
portrait and the overall composition is formed into a collective
image - or a collective drama - of a modern person who
constantly reflects on his place in the world, still being fatally
disproportionate to this world.

Vyrypaev, who mastered the ability to remove himself from his
texts, diligently avoids any sign that would make us understand
what he, in fact, considers his heroes: a bunch of neurotics,
hypocrites and demagogues, or people who seriously speak
out the sore points of our time. The speeches of each of the
characters, if one takes them separately and listens closely,
sound like a more or less originally packaged collection of
clichés, a continuation of a public debate of a certain kind on
the stage. People in Islam have a different concept of faith
than in the Western world, all people have the same rights,

the Western world’s personal freedom is illusory, poor people
can be happier than the rich, love always wins - all of this,
hand on heart, is no news, and not great wisdom. In the
Theatre of Nations production, the actors so generously share
their energy and charm with the characters that each of them
turns out to be right for at least one minute throughout the
performance. Or, at least, unconditionally convincing. And

the spectators bewilderedly nod to the next monologue, not
noticing that it contradicts the previous one. Iran Conference
by Viktor Ryzhakov is a story telling us that the laws of world
development do not result from individual right or wrong. But
first of all, that a real actor can convince you of anything: not
only that love is omnipotent, but that the sky is green. This
truth is also not very original, but for the sake of it, in any case,

one can go to the theatre all one’s life.

— Olga Fedyanina, Kommersant



ONEMLI NOT: Fransa Baskonsoloslugu’nun karari uyarinca bilet alan seyircilerimizin gosteri
tarihinden en geg bir hafta éncesine kadar rezervasyon.iksv.org/tiyatrofestivalizo19 adresinden
kendileri ve eslikgileri igin kayit yaptirarak adlarini konuk listesine ekletmeleri gerekmektedir.
Girisler sirasinda seyircilerimizden biletleriyle birlikte fotografli kimlik belgelerini géstermeleri
istenecek ve sadece adi konuk listesinde bulunan seyirciler mekdna girebilecektir. Web sitesi
iizerinden rezervasyon islemini tamamlamayan seyircilerimiz, biletleri olsa dahi mekéana
giremeyecek ve bilet iadesi miimkiin olmayacaktir.

IMPORTANT NOTICE: In accordance with the order issued by the French Consulate General,
viewers are required to register their names and the names of their companions on the guest list at
rezervasyon.iksv.org/tiyatrofestivali2o19 at least one week before the show. Audiences will be asked
to show their tickets and a photo identification during the entrance of the event. Only viewers
on the guest list will be granted admission to the venue. Audiences who have not completed the
reservation process on the website will not be admitted even if they hold tickets, and their tickets
will not be refunded.
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Francais

insan gibi bazen toplumlar da kirlir, egilir-biikiiliir, béliniir ve
hatta parcalanir. Her toplumu farkli derecede etkileyen toplumsal
olaylar, bazen bir yikintidan yeniden ve baska bir sekilde doguma
da olanak saglar. Riboulet ve Boucheron’nun Prendre Dates adli
kitabi iste bu toplumsal kriz anlarina, bu anlarin éncesine ve
sonrasina egiliyor. Gergekleri kaydetmek, tarihe bir kayit diigsmek
amaciyla yazilan Prendre Dates’tan yola ¢ikarak yénetmen
Delphine Ciavaldini, tarihin ve tiyatronun diyalog halinde oldugu
Tarihe Not Diismek’i sahneye koydu. Tiyatro giincel olanin
kaydini nasil tutar? Gergek ve giincel olanla iliskisinin sinirlar
nelerdir? Bu sorulari tartismak, farkli agilardan bakmak ve yeni
anlamlar yakalamak icin iki disiplinin, tiyatro ve tarihin karsilastig

Tarihe Not Diismek sizleri bekliyor.

Sometimes societies, like human beings, break, bend,
divide and even shatter. Social events that influence each
society at a different level, sometimes also enable a revival
or rebirth from devastation. Riboulet and Boucheron’s book,
Prendre Dates, focuses on these moments of social crisis, and
the moments before and after. Director Delphine Ciavaldini
based Taking Stock, a play in which history and theatre are in
dialogue, on Prendre Dates, which was written to document the
facts and to make a record in history. How does theatre keep
a record of current events? What are the limits of theatre’s
relationship with the real and the current? Taking Stock,
where two disciplines —theatre and history— meet, is waiting
for its audience to discuss these questions, look at them from

different perspectives and discover new meanings.

TARIHE NOT DUSMEK

TAKING STOCK

39



40

ULTIMA VEZ

KVs (BRUKSEL BRUSSELS) & C-MINE (GENK)

Wim Vandekeybus

Maria Kolegova, Tanja Matrin
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Mufutau Yusuf

Pieter De Buysser

Wim Vandekeybus &
Pieter De Buysser

Trixie Whitley & Phoenician
Drive

* Higbir hayvan zarar gérmemistir. No animals were harmed.
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Isabelle Lhoas

Lieve Meeussen

Davy Deschepper

Bram Moriau
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Kadim ruhlar. Yeni Mitler.

Giinu gelir de, bugiiniin kiiresel diinyasina dair mitler gelecekte
yaziya dokilecek olursa, buytik olasilikla konu; insantistu gorevler
ustlenen yalniz kahramanlarla karanlk ormanlarda ya da issiz
¢ollerde degil, yogun niifuslu kentlerde gececek. Zamanimizin
miicadeleleri giderek daha siradan ve gercekgi hale geldi. Ugtincii
binyilin baglangicinda “kent hali”ne daha da bagli hale gelen
insanoglunun biiyiik bir gogunlugu sehirlerde yasiyor artik.
Amerikali kent sosyologu Lewis Mumford’un bilindik sézlerini
yineleyecek olursak, medeniyetimiz sehirlerde sekillenmekle
kalmiyor sadece, ayni zamanda sinaniyor da. Bu nedenle de tiir
olarak gelecegimiz, kentin kaderine kosut olarak tehlikede.
Cesitlilige ve cokkulturliiliige sahip mega kentlerimiz; bugtine
degin cografi, tarihi, irksal ve etnik kékenler gibi ayrimlarla
birbirinden farklilagan birey ve kiiltiirlerin, giice dayali ve
esitlikten yoksun iliskiler icerisinde bir arada yagsamaya mecbur
birakildigi, diinyanin temas bélgeleri haline geldi. Bir kentin
sakinleri artik ayni éykiileri, gecmisi, gelenekleri, dili ve dini
paylasmiyor. Suriye’deki savastan kagan bir miiltecinin yasadig
savas ve catisma temelli travmatik deneyimle, Kuzey Afrika’dan
ekonomik nedenlerle gécen bir gsgmenin karsilastigi ayrnimciligin
aci dykiisii; Belgika'da dogan ve yetisen birinin yasantisiyla
nasil karsilastinlabilir? Paylastiklari tek sey ayni mekén, kent
ve bir de gelecek 6zlemi. Bu anlamda da kent, simdiye degin
oldugundan daha fazla laboratuvar haline gelmis durumda;
farkhliklarin bir arada yasamak zorunda oldugu, basarisizlikla da

sonuglanabilecek bir deney.

TRAPTOWN

Wim Vandekeybus bir grup dinamiginden hareketle; bir grubu

bir arada tutan ve dagilmasina neden olan etkenlerle, bir
grubun kendisiyle nasil uzlastigi ve bunun sonucu olarak yaptig
fedakarliklar konusu etrafinda ilk defa ifade etmiyor kendisini.
Bunu daha énce bir toplulugun korkularini, arzularini, bilingaltini
ve i¢sel siddetini konu alan Puur (2006) Menske (2007) ve
Mockumentary of a Contemporary Saviour (2017) adli yapimlarinda
gergeklestirmisti. Vandekeybus TrapTown’un senaryosunu
yazmasi igin yazar Pieter De Buysser’i davet etti, De Buysser

de giiniimiiz toplumunda mevcut gerginliklerin adi konmadan
hissedilebilir hale geldigi, mitik boyutu da olan bir fabl kaleme
aldi. Bu fabl, esere bir diistin muzipligini, biiyiileyiciligini ve
uguculugunu kazandiran yogun kelime oyunlari, hareketler,
imgeler ve seslerle 6riili. Italo Calvino’nun Gériinmez Kentler'i,
kentler ve diisler arasinda carpici bir karsilagtirma yapar;
“Kentlerle iliskimiz rityalarla oldugu gibidir: hayal edilebilen her
sey ayni zamanda duislenebilir, oysa en beklenmedik riiyalar bile
bir arzuyu, ya da arzunun tersi, bir korkuyu gizleyen resimli bir
bilmecedir. Kentleri de ruiyalar gibi arzular veya korkular kurar;
soylediklerinin ana hatti gizli, kurallari sagma, verdigi umutlar
aldatici, her sey, baska bir seyi gizliyor olsa da.” Belki bu da
TrapTown'un anlamlarindan biridir, bir riiyada da oldugu gibi
tuzaga diisebileceginiz bir kent.

Vandekeybus’un bireyler ve gruplar arasindaki gerginliklerin
fiziksel tezahiirii olan koreografisi; performans, film imgeleri ve
canli muzik arasindaki baglantilarin omurgasini olusturur.

Vandekeybus miizikler icin Trixie Whitley ve Phoenican Drive’la

istanbul Tiyatro Festivali, Belgika merkezli Platform oo9o ve Flaman Kiiltiir Bakanligi arasindaki isbirligi bu yil da siiriiyor.

Flaman Kiiltiir Bakanhgi, bu festivalde Ultima Vez ve Voetvolk dans topluluklar ile Begiim Erciyas’in islerini destekliyor.

The collaboration between the Istanbul Theatre Festival, Belgium-based Platform oo9o and the Flemish Ministry of Culture

continues in 2019. Flemish Ministry of Culture is contributing to the festival this year by supporting the dance companies Ultima

Vez and Voetvolk, and the work of Begiim Erciyas.
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calisiyor. Bu baglamda, Trixie Whitley'in miizigi daha tinsel bir

boyutu temsil ederken, Phoenician Drive'in miizigi ise Orta
Dogu, Kuzey Afrika ve Balkan geleneklerinin kesistigi cok kiiltiirli
bir kavsakta duruyor. Yapimin iki ana temasi miizikte bulusuyor:
bagimsizlik ve 6zgiirlitk arzusuyla kiltiirlerin karsi karsiya gelisi.
Kent insan varolusunun ufkudur; bu metaforun TrapTown’da
kelime anlamiyla anlasiimasi gerekiyor. Kentin 6tesinde bir sey
yok, basligin da sezdirdigi gibi, bu ufuk burada bir hapishaneye
donusmis durumda. Kent cikisi olmayan dev bir labirenttir,
¢oziilemeyen resimli bir bilmece. Labirentin disarisinda higbir
sey yok ve kentte yasayanlar birbirleriyle yasamaya mahkumlar.
Birlikte yasamanin baska bir yolu ve kentten baska bir secenek
yok. Tek agiklik yukari, gége, gokyuiziine, kuslarin 6zgiirligiine
dogru. Vandekeybus, mimar ikili Gijs Van Vaerenbergh'in
Genk’te hala yerinde duran, C-Mine'in onuncu yildénimii igin
yarattiklari labirentte film cekimleri yapti. Ayrica bu ikiliden sahne
tasarimlarini yapmasini istedi. Onlar da farkli yiiksekliklerde
cesitli platformlardan olusan, tizerine yansitilan film imgeleriyle
oynama yani sira sahnedeki danscilarin filmdeki karakterlerle
etkilesime girmesine de olanak taniyan bir fon insa ettiler.
Vandekeybus kontrastlarla oynuyor: yatay/dikey, yiiksek/alcak,
biiyuik/kuguik, canli/dijital ve digerleri... Bu gerilimleri kullanarak
performansin kelime dagarcigini ve sézdizimini olustururken,
karakterler perdeden sahneye ve geri perdeye atliyor. Oykui
“sinirlar” tizerine olmasina karsin anlatidaki ortamlar arasi
sinirlar akiskan ve ritmik hareketlerle siirekli olarak asiliyor.

Bir gecis doneminde yasiyoruz; belirli anlarda, bu déneme eslik
eden belirsizlik ve korku bir kiyamet tonu kazaniyor. Bu his daha
cok, diinya ve kendi diinyamiza dair anlattigimiz 6ykiiler birbiriyle
uyusmamaya basladiginda ortaya cikiyor. Kiiresellesme dedigimiz
olgu ve etkileri, diinyayi temelden degistirdi; ancak 6ziimsemeyi
bir yana birakalim daha bu degisimleri anlatabilen éykiilerimiz
bile yok. Hayatta olmak &ykiilerle yagsamak anlamina geliyor. Ne
bireyler ne de topluluk olarak éykiiler olmadan var olamayz.
Gegmiste, birlik ve anlam saglayan dykiiler; gecmisi gelecege
bagliyor ve yasanilan ana yén veriyorlar, topluluklari bir arada
tutuyorlardi. Kékenlerini ve gelisimini anlatiyorlardi topluluklara,
her bir bireye bir yer ve her olaya bir anlam kazandiriyorlardi.

Bu gecis déneminin karmasasinda yalniz catismalarin ve
gerilemenin oykiilerini anlatabiliyoruz sadece; yeni dedigimiz,

yalniz eskinin parcalanmasiyla somutlasabiliyor.

Wim Vandekeybus ve Pieter De Buysser TrapTown igin bu

gecis dénemine dair mitos bir 6ykii yazdi. Askeville kentinde

iki “kabile” yasar: Odinese ve Mythricianlar. Bu isimler antik
Yunan ve iskandinav mitlerini amigtirir, oysa pekala Ursula
LeGuin’in bir bilim-kurgu romanindan da ¢ikmis olabilirler. Bu iki
kabile, siit ve bal tizerinden yasanan bir catismanin tarihi olan,
Odineselerin hakimiyeti ele gecirerek Mythricianlari bastirdiklari
ve kolelestirdikleri dort bin yillik ortak bir gegmisi paylasir.
Vandekeybus ve De Buysser ¢agdas bir kentin ya da toplumsal,
etnik ve dini gerilimlerin giiniimiizde gecen bir 6ykiisiini

tercih etmedi. Mit ve fablin mesafeliligini sectiler. Bir varmis bir
yokmus... uzun zaman evvel... ve ¢ok uzak bir diyarda... ya da
gliniin birinde... bir zamanlar... gelecekte bir giin... Bu mesafe
hayal giicline ve birden fazla yoruma yer agiyor. Catisma nasil
basladi? Tam olarak nereden ¢ikti? Hangi noktada farklilik
esitsizlige ve baskiya déniistii? Tam tersi de olamaz miydi? Ciinku
bu arada iki kabile birbirine karismis ve safliktan séz etmek artik
olanaksiz hale gelmis olabilir. Mitin giicti yalinhgidir, derinlik
bigimini alan bir yalinlik. Giintimiiziin politik, ekonomik ve
toplumsal catismalari, asirlik 6riintiilere demirlemis zamansiz bir
derinlikte yatar.

Askeville, Vali Lars Oncré tarafindan yonetilir, kendisi Odinese'dir.
Kentin tarihini bilmekle kalmaz Mythricianlara yénelik tarihi
adaletsizligin de farkindadir. Annesi Mythrician olan oglu
Marduk, agiktan agiga ezilenlerin tarafini tutar; Mythicianlarin
6zgurlesmesiicin kendi kimliginden vazge¢cmeye hazirdir. Babasi
bir pragmatist ayrica nihilist (“Higbir canlinin tartisilmaz haklari
yoktur. / Yalniz 6ltim ve sessizlik gercektir ve sadece 6lumiin ve
sessizligin haklari vardir.”). Oglu ise enternasyonalist ve idealist
(“Adalet yoksa baris yok... Sivil itaatsizlik ahlaki gérevimdir”).
Arkaik bir ériintii gibi; ogul babasina, yeni diinya eskisine kafa
tutar. Modern toplumumuzun gatlak ve aci meseleleri; baba ve
ogul arasindaki konusmalarda duyulur, gorulir hale gelir. Biz
(Avrupalilar, batililar) baski, ayrimcilik ve somiirgecilik tarihimizle
nasil hesaplasabiliriz? Atalarimizin acimasiz eylemleri, bizi

ne kadar suglu kilar? Kendi “beyaz kimligimizin” elestirisinde

ne kadar ileri gitmeli ve ezilenlerle nasil gercek bir dayanisma
sergilemeliyiz?

Marduk, Mythricianlarla dayanismasini ilan etmek ister ancak
ona yabanci gibi davranirlar; Odineseler ise onu bir vatan haini

olarak gérurler. Olumi kaginilmazdir, sonsuz gel git déngtisiinde

baskalarinin yolunu acacagini anladigi bir 6lim. “Tamam, o
zaman, yer acayim da ¢ark dénmeye devam etsin.”

Hem babanin hem de ogulun, onlari kendileri disina ¢ikaran bir
boyutu vardir; Marduk, Trixie Whitley’in canlandirdigi Themis’e
asiktir. Ama o gercekten bir karakter midir? icindeki bir ses

degil midir? Secimler yapmasi icin onu yiireklendiren bir ses?
Olagantustui anlarda baba bir kartala dontisur. Hayvanlar ve
hayvan dogasi Vandekeybus'un ¢alismalarina yabanci degildir.
insanin ve yapabilecegi secimlerin siniri olarak, calismalarinda
doga; kiltiiriin ¢ékiistiniin karsisinda sinir olmustur her zaman.
Vandekeybus icinde kendi ¢okiisiinii barindiran bir diinya yaratti.
iki kabilenin karsilikli olarak birbirlerini ortadan kaldirmasi
olasiligiyla degil, ylizeyde ansizin belirerek yakinlarindaki her seyi
yutan agiklanamaz deliklerle. Bunlar gercekligin kagis noktalaridir.
Bu Askeville’in nihai kaderidir.

— Erwin Jans

Ancient souls. New myths.

If new myths about our present globalised world are written
in the future, there is a considerable chance that they will be
set in densely populated cities and no longer in dark forests
or inhospitable deserts with solitary heroes and superhuman
tasks. The challenges of our times have become more ordinary
and down to earth. At the start of this third millennium, the
human condition has become increasingly dependent on the
‘urban condition’. The vast majority of mankind now lives
in cities. In the city, human civilisation is both shaped and
put to the test, to use once again the familiar words of Lewis
Mumford, the American sociologist of the city. Our future as
humans is thus at stake in parallel with the city.

Our multicultural and highly diverse cities have become the
world’s contact zones, in which cultures and people that have
until now been separated have been forced by geography,
history, race, ethnicity etc. to live together in the same space,
always in the context of power and uneven relations. The
inhabitants of a city no longer share the same stories, the same
history, the same traditions, the same language, the same
religion. In fact it’s rather the contrary: how can the traumatic
experiences of a refugee from the war in Syria, the painful story

of exclusion of an economic migrant from North Africa and

the life of someone born and bred in Belgium be compared to
each other? What they share is the same space. The city. And
the longing for a future. In this sense, the city is more of a
laboratory than ever. An experiment in living together, with the
differences. An experiment that may also fail.

It is not the first time that Wim Vandekeybus explains himself
through the dynamic of a group, with what ties the group
together and what divides it, with what a group reconciles
itself with and what sacrifices have to be made as a result. He
has previously done this in Mockumentary of a Contemporary
Saviour (2017), Menske (2007) and Puur (2006), productions
that portrayed the fears and desires, the unconscious and the
internal violence of a community. For TrapTown, Vandekeybus
invited the author Pieter De Buysser to write a script. De
Buysser wrote a fable with a mythical dimension in which the
tensions of contemporary society are palpable without being
named. This fable is interwoven with an intense interplay

of words, movement, images and sounds, which gives the
whole piece the whimsicality, fascination and elusiveness of

a dream. In The Invisible Cities, Italo Calvino makes a striking
comparison between cities and dreams: “With cities, it is as
with dreams: everything imaginable can be dreamed, but even
the most unexpected dream is a rebus that conceals a desire or,
its reverse, a fear. Cities, like dreams, are made of desires and
fears, even if the thread of their discourse is secret, their rules
are absurd, their perspectives deceitful, and everything conceals
something else.” Perhaps this is also one of the meanings of
TrapTown. A city where, as in a dream, you can walk into a trap.
Vandekeybus’ choreography — the physical manifestation of the
tensions between individuals and groups — is the backbone of
the performance and the link between the film images and the
live performance. For the music, Vandekeybus is collaborating
with Trixie Whitley and Phoenician Drive. In this context,
Trixie Whitley’s music represents a more spiritual dimension,
while the music of Phoenician Drive stands at the multicultural
crossroads of Middle-Eastern, North-African and Balkan
traditions. The two main themes of the production meet in

the music: the desire for emancipation and freedom and the
confrontation of cultures.

The city is the horizon of human existence. In TrapTown, this

metaphor has to be taken literally. There is nothing beyond the
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city. As the title already suggests, this horizon has here become
a prison. The city is a gigantic labyrinth with no exit. A rebus
that cannot be resolved. Outside the labyrinth there is nothing.
The people who live in the city are condemned to live with each
other. There is no alternative way of living together. There is no
alternative to the city. The only opening is upwards, to the sky,
the heavens, to the freedom of the birds. Vandekeybus filmed
in the labyrinth that the architect duo Gijs Van Vaerenbergh
created for the tenth anniversary of C-mine in Genk and which
is still in place. He also asked this duo for the stage design.
They built a backdrop with various platforms at different
heights, which makes it possible to play ingeniously with the
film images projected onto it, as well as an interaction between
the characters in the film and the live dancers. Vandekeybus
plays with contrasts: vertical/ horizontal, high/low, large/
small, live/digital and so on. He builds up the vocabulary and
syntax of the performance using these tensions. Characters
leap out of the cloth onto the stage and back. Live characters
speak with characters in the film. Although the story is about
‘boundaries’, in its narration the boundaries between the media
are constantly crossed in a fluid, rhythmical movement.

We are living in a transitional period. At certain moments,

the uncertainty and fear that go with it assume an apocalyptic
tone. This feeling arises when the world and the stories we

tell about our own world no longer correspond. What we call
globalisation, and its many effects, have profoundly changed
the world. But we do not yet have the right stories for these
changes, let alone assimilate them. Living means living with
stories. Without stories we do not exist. Neither as individuals
nor as a group. In the past, stories provided cohesion and
meaning. They linked the past to the future and gave direction
to the present. They kept a community together. They told of
its origins and development. They gave each individual a place
and every event a meaning. In the confusion of a transitional
period, we can only tell stories of conflicts and decline. The new
becomes tangible only in the smashing of the old.

For TrapTown, Wim Vandekeybus and Pieter De Buysser
wrote a mythical story about this transitional period. The city
of Askeville is inhabited by two ‘tribes”: the Odinese and the
Mythricians. These names are reminiscent of ancient Greek
and Norse myths, but they might equally be names from a
science-fiction novel by Ursula Le Guin. The two tribes share

a long history of four thousand years, a history of conflict

over milk and honey whereby the Odinese gained dominion
and oppressed the Mythricians, making slaves of them.
Vandekeybus and De Buysser did not opt for a contemporary
city and a present-day story of social, ethnic and religious
tensions. They have chosen the detachment of myth and fable.
Once upon a time... long ago... and far away... or one day... at
some time... somewhere in the future... This distancing leaves
room for the imagination and for several interpretations. How
did the conflict start? What exactly was it all about? At what

point did the difference turn into inequality and oppression?

And could it not just as well have been the other way round?
Because in the meantime the two tribes have intermingled and
it may no longer be possible to talk about purity. The power

of the myth is its simplicity. A simplicity that takes the form

of depth. The countless current political, economic and social
conflicts lie at a timeless depth, anchored in age-old patterns.
Askeville is governed by Lars Oncré, the mayor. He is Odinese.
He knows the history of the city and is aware that a historical
injustice has taken place with regard to the Mythricians. His
son Marduk, whose mother is Mythrician, openly takes the side
of the oppressed. He is prepared to give up his own identity for
the emancipation of the Mythricians. His father is a pragmatist,
but also a nihilist (‘No living creature has any unambiguous right.
/ Only death and silence are right, and only death and silence

have rights’), while the son is a universalist and an idealist (‘No
Justice, no peace. ... Civil disobedience is my moral duty’). The son
takes a stand against the father. The new world against the old.
It is a classic conflict. An archaic pattern. But the fault lines
and painful issues of our contemporary society also become
audible and visible in the conversations between father and
son. How can we (Europeans, westerners) deal with a history
of oppression, exclusion and colonisation? How guilty are we
of the deeds of our ancestors? How far should we go in the
criticism of our ‘white identity’? How can we show genuine
solidarity with the oppressed?

Marduk wants to declare his solidarity with the Mythricians,
but they treat him as an outsider. The Odinese see him as a
traitor. His death is inevitable. A death which in the end he
understands as making way for others in the eternal cycle of
coming and going: ‘Well, here, I'll make space, so the wheel
can keep going.’

Both the father and the son have a dimension that takes them
outside themselves. Marduk is in love with Themis, played

by Trixie Whitley. But is she actually a character? Isn’t she a
voice inside him? A voice that exhorts him to make choices?

At extreme moments, the father in his turn transforms into an
eagle. Animals and animality are never far off in Vandekeybus’
work. As a limit to man and the choices he can make. In his
work, nature has always been the limit in the face of which
culture breaks down. Vandekeybus has created a world that
already bears within it its own downfall. Not in the possibility of
the total mutual destruction of the two tribes, but in the form
of inexplicable holes that suddenly appear in the surface, which
suck into the ground everything in the vicinity. These are the
vanishing points of reality. That is the ultimate fate of Askeville.
The city vanishes. There are forces and catastrophes that lie

beyond any human scale.

— Erwin Jans

ONEMLI NoT: Gésteri birbirinden bagimsiz tek kisilik girislerden olusmaktadir. Toplamda

30 dakika siirecek gosteri igin belirtilen zaman araliklari igerisinden 10 dakikada bir igeriye 1 (bir)
seyirci alinir. Gosteri tek kisiliktir ve ayakta izlenir. Gosteriye kesinlikle geg giris yapilmaz;
seyircilerimiz mekdna gosterinin baslangig saatinden en ge¢ yanm saat énce gelmelidir. Geg gelen
seyircilerimizin igeriye girmesi miimkiin olmayacak ve bilet iadesi yapilmayacaktir. Seyircilerimizin
gosteriye gelirken yanlarinda biiyiik ganta getirmemelerini rica eder ve mont ya da paltolanni
vestiyere birakmalari gerekecegini Gnemle hatirlatiriz.

IMPORTANT NOTICE: The show consists of independent single-person entries. Only 1 person will
be admitted every 10 minutes at specified intervals to the show that lasts 30 minutes in total.

The show is for one person and will be viewed standing. Late arrivals will not be accepted;
audiences should arrive at the venue no later than thirty minutes before the show. Audiences who
arrive late will not be admitted and tickets will not be refunded. We would like to remind our
audience not to bring large bags, and that they will be asked to leave their coats in the cloakroom.
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Begiim Erciyas’in Seslenen Parcalar’i inanilmaz bir deneyim.
Birkag basit metni kendi sesinizden size dinletirken, diinyanizi da
tepetakla ediyor.

Kafanizi ici bos bir seye ti¢c kez sokuyorsunuz. ilki kaba saba bir
meteor pargasina, ikincisi buyiik bir keseye, ticiinciisii de uzun
bacaly, fiitristik bir firina benziyor. Her birinde kulakliginiza bagli
bir mikrofona okumaniz gereken bir metin var.

Bu kulakliktan, séylediginiz ve baglamini yavas yavas ¢ézeceginiz
s6zcuikler ve ctimleleri kendi sesinizden duyuyorsunuz. Bu haliyle
performans okuma eylemine ¢ok benziyor: gozleriniz harfler ve
satirlari tararken bir seyler gérmeye basliyor ve giderek kendinizi
dykiiniin icinde kaybediyor ve sonra tekrar buluyorsunuz.

Bu performansin en hayret verici tarafi okuma deneyimini
yogunlastirmasi. Sesiniz bazen belli belirsiz, bazen kontrollii,
bazen de carpitilmis bir sekilde duyuluyor. Zaten sesinizin bir
kaydini dinlemek yeterince tuhafken, tekrar tekrar sesiniz kadar
sizden ve size ait bir seyin gercekte ne kadar yabanci olabilecegini

fark ediyorsunuz.

Sarhos Bir Yazar Gibi Mirldanmak

Ne kadar ici disi bir birisiniz? Bu karmasa hissi iste bu noktada
cigirindan cikiyor. ilk istasyonda durum kontroliiniiz altinda; bir
kitabin sayfalarini evirip basit ciimleler okuyorsunuz. Bir nevi
yankilama efekti ses testi gibi.

ikinci istasyonda metinler otomatik olarak gériiniip yok oluyor.
Ama artik ritmin kontrolii sizde olmadigi igin is zorlasiyor.
Tekrar tekrar birden sekize kadar sayan sesinizi dinlerken

ritme yeni sézciikler eklemeniz gerekiyor. Bilmediginiz bir
notayi seslendirmek gibi... Sonunda da sesiniz kendinizi

icinde kaybedeceginiz bir kalabaliga déniistiyor. Son istasyona
geldiginizde ise tamamen kaybolmus bir durumdasiniz. Bicare
bir sarhos yazar hakkinda bir seyler okurken sesiniz zayifliyor

ve gevelemeye basliyorsunuz. Biitiin diinyayi sarmalayan bir
sesin vahsi tasavvuruna kapilip heyecanla bu parganin nasil da
kendisinin bir yansimasi oldugu distincesiyle sona variyorsunuz.
Sadece yarim saat siirse de, bu uzun bir yolculuk ve nihayetinde
sizi kendinize, kendi sesinize déndiiriiyor, bir daha asla ayni

sekilde duyulmamak uizere... Buyiileyici!

— Pieter T'Jonck

[stanbul Tiyatro Festivali, Belgika merkezli Platform oogo ve Flaman Kiiltir Bakanligi arasindaki isbirligi bu yil da siiriyor.

Flaman Kiiltiir Bakanhgi, bu festivalde Ultima Vez ve Voetvolk dans topluluklari ile Begiim Erciyas’in islerini destekliyor.

The collaboration between the Istanbul Theatre Festival, Belgium-based Platform oogo and the Flemish Ministry of Culture

continues in 2019. Flemish Ministry of Culture is contributing to the festival this year by supporting the dance companies Ultima

Vez and Voetvolk, and the work of Begiim Erciyas.

Voicing Pieces by Begiim Erciyas is an incredible experience.
It lets you listen to your own narration of a few simple texts,

briefly turning your world upside down.

You stick your head into a hollow space three times. The

first space resembles a rough meteorite, the second a large
pouch, the third a futuristic oven with a tall chimney. In each
space there is a text you just have to read out, speaking into a
microphone attached to your headset.

Through this headset you can hear yourself saying words and
sentences, the context of which you only discover little by little.
In this respect, the performance is very similar to the act of
reading: As you let your eyes glide over the letters and lines,
you start seeing things, and you gradually lose yourself in the
story — until you find yourself again.

The amazing thing about the performance is that it intensifies
the reading experience. The rendering of your voice is
sometimes imperceptible, sometimes controlled and distorted.
Hearing a recording of your own voice is strange enough as it
is: You realize, over and over again, that something as familiar

and intimate as your voice sounds very strange in reality.

Babbling Like a Drunk Writer

Just which heart are you wearing on your sleeve then? This
feeling of confusion is driven to its head here. At the first stop,
you still have control of the situation. You yourself turn the
pages of a book and read simple sentences — a voice test with
echo effects of sorts.

In the second hollow space, the texts appear and disappear
automatically. But just as you no longer determine the rhythm
yourself, you are being challenged even more. While you hear
your own voice counting from one to eight over and over

again, you have to add words to the rhythm. It’s like singing an
unknown score. In the end, your own voice becomes a crowd in
which you gradually lose yourself.

By the time you reach the last station you are completely lost.
Your voice drops and babbles as you read about an inconsolable
drunk writer. You are caught up in a wild vision of a voice
which encompasses the world, and, all worked up, you end up
in a reflection on how this piece was an echo of itself.

It is a long journey, although it lasts only half an hour, which
eventually brings you back home to yourself, to your own voice.

And it will never sound the same again. Magical.

— Pieter T’Jonck

SESLENEN PARGCALAR | VOICING PIECES
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BiLET ALMADAN ONCE OKUNMASI GEREKEN ONEMLi NOTLAR

IMPORTANT NOTES TO BE READ BEFORE BUYING A TICKET

20 KASIM NOVEMBER

« Oyuna katilim igin Android veya iOS tabanli akilli bir telefona sahip olmalisiniz. Uygulama

21 KASIM NOVEMBER

sizden kisisel verilerinizi kullanmayi ve e-posta adresinizi talep edecektir. To participate in the |

game you need an Android or iOS based smartphone. The application will ask you to use your 22 KASIM NOVEMBER

personal data and your e-mail adress.

« Oyuna katilmadan 6nce liitfen telefonunuzun sarjini kontrol ediniz; performansinizin kesintiye

ugramamasi igin telefonunuzun sarji %80'in tizerinde dolu; telefonunuzun internet baglantisi

23 KASIM NOVEMBER

24 KASIM NOVEMBER

ise 3G veya 4G olmalidir. Katilimcilanmiz, oyunda kaldiklan siire boyunca telefonlanindaki

internet paketini (5 MB) kullanacaklar ve telefonlarina oyun igin haricen bir internet paketi

tanimlanmayacaktir. Before you participate in the game please check your smartphone’s battery

level; in order to avoid interruptions during the game your battery should be charged over 80% and

your internet connection should be 3G or 4G. Our participants will be using their own internet

package (5 MB) during the game and no other internet packages will be provided for the play.

« Oyuna katilabilmek igin oyun giinii etkinlik mekdnina gelmeden 6nce mutlaka Google Play ya

da AppStore'dan Enter Mephisto isimli uygulamayi telefonunuza indirmeniz gerekmektedir.

In order to participate in the game, you need to download the Enter Mephisto app beforehand

either from Google Play or App Store.

« Katilimeilanimiz, kayit islemleri iin etkinligimizin baslama saatinden en geg yanim saat

oncesinde mekdnda bulunmalidir. Participants should be present at the venue at least half an

hour before the event starts for registry purposes.

« Oyunda oturma diizeni yoktur; her katilimci oyunu ayakta ve mekdnin iginde dolasarak

oynayabilir. There is no seating arrangement; each participant may play the game either

standing or walking around in the venue.
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TASARLAYAN CREATED BY:
GOETHE INSTITUT & NOLGONG

Johann Wolfgang von Goethe’nin Faust’'undan uyarlanmistir.
Based on Johann Wolfgang von Goethe’s drama Faust.

Benjamin von Blomberg
Peter Lee
Yigit Ozsener (Mr. M.)

— Sizce tiyatronun 6zii/ruhu nedir? Cagdas tiyatroyu bugiin nasil
tanimlarsiniz?

Peter Lee: Geleneksel olarak tiyatro, bir merak alanini temsil eder.
Baska bir deyisle, tiyatro, giindelik olmayani deneyimleyebileceginiz
bir alandir. Sinemanin daha giiglii bir etkiye sahip oldugu bu dijital
cagda bile, tiyatro dramatik ve tematik bir alan olarak kendine 6zgii
6zelliklerini koruyor. Bunun tiyatronun ruhu olduguna inaniyorum.
Onun kendi kimligi. Cagdas tiyatroya gelince, degeri 6ziinde

ayni. Bununla birlikte, tiyatro sinirli erisilebilirligi ile karsi karsiya
kal. Cesitli medyalar, baskalarina ulasma kapasiteleri sayesinde
glic kazaniyorlar ancak tiyatronun fiziksel bir mekén olarak sahip
oldugu kendine has ézelligi onun giictinii sinirliyor. Dramatik

deneyim ve gosteri mekaninin degeri degismez.

— Sanatin dénustiiriict giictine inaniyor musunuz? Nasil?

Peter Lee: Evet. Sanat, bireyin kendini ifade eden dogasini
bigimlendirir. Bu, bireylere kendilerini déntistiirmeleri igin bir
firsat saglamaya yardimci olur. Ote yandan, sanat cok kisisel bir
deneyimdir. Sanatsal bir baglanti saglandiginda, sanat aktif olarak

insanlarla etkilesime girer ve onlari belirli bir yéne dogru iter.

— Diinyanin mevcut durumunu her anlamda g6z éniinde
bulundurdugunuzda, bir sanatgi olarak sizin icin en 6nemli ve
acil sorun nedir?

Peter Lee: Artan siyasi gerilimler, miilteciler, ABD-Meksika siniri
gibi ulusal ihtilaflar, Brexit meselesi, iklim degisiklikleri; tim
duinyada karsilastigimiz sayisiz sorun var. Son zamanlarda,
segye-in (Korece “diinya vatandasi”) yerine jigu-in (Korece “diinya
insani”) kelimesini kullanma fikrinden ilham aldim. Bunun
nedeni, “diinya vatandasi” teriminin, birbirinden ayristirlmis
uluslari ima etmesi, oysa karsilastigimiz sorunlar bizim uluslar-
Stesi bir eyleme gecmemizi gerektiriyor. Ancak aramizda gesitli
duvarlar var; bazilar nefret veya korkudan, bazilari da elde edilen
kazanglar korumak icin olusturulmus. Kolektif bir uluslar-6tesi
eylem icin, kirllmis duygularin bu duvarlarini ytkmaya yénelik bir

calismaya éncelik taninmali.

— Biryapit tizerinde calisirken, hangi kaynaklar size ilham
veriyor? Ruyalariniz islerinizde rol oynuyor mu?

Peter Lee: Her sey ilham verici. Genellikle bir projeye
odaklanirken, ya o proje hakkinda riiyalar gériiriim ya da hig

uyumam. (Giltyor)

BEING FAUST — ENTER MEPHISTO

— Eger zaten halihazirda bir adi yoksa, tizerinde calismis

oldugunuz bir yapita adini vermeye ne zaman karar veriyorsunuz?
Peter Lee: Genelde bir projeye belli bir baslikla baslarim. Bir
projenin gercekten tasarlanmis ve planlanmis, éngériilen bir
vizyonu vardir ve bu vizyon bashg ile birlikte ortaya cikar. Tabii ki
de basliklar son iiriinle birlikte degisirler, ancak bir isin her zaman

bir basligi vardir.

— Bu gosterideki favori repliginiz veya aniniz hangisi ve neden?
Peter Lee: “Verweile doch! du bist so schén!” (Bir siire kal!

Gok giizelsin!) Bu replik, orijinal hikdyenin ve ayni zamanda
performansin en énemli kismi. Hikdyede bu, Faust’'un tamamen
tatmin oldugu ve seytanla, yani Mefisto’yla olan sézlesmesini
bitirmeye karar verdigi an. Aslinda Faust s6zlesmeyi sona
erdirme kararini alan kisi ve bu kararin 6znesi. Performansta, bu
6znellik ani iki kez ortaya ¢ikiyor; oyunu oynayan oyuncu en el
ustiinde tutulan degerleri sectiginde ve 6nemsedigi arkadaslarini
satisa ¢ikardiginda. Her iki durumunda 6zneleri, vazgectikleri
seylerin karsihginda ne alacaklarina karar veriyorlar. Secimin

ne anlama geldigini ve onun agirligini fark edip kabul ediyorlar.
Soyut duygularla fiziksel eylemlerin her ikisinin de znel bir karar

neticesinde kavrandigi an bu.

— Being Faust - Enter Mephisto ayni zamanda interaktif bir mobil
uygulamasi olarak da tanimlaniyor, ancak hangi 6zelligi onu bir
performans kiliyor?

Peter Lee: Being Faust - Enter Mephisto mobil cihazlarla
gerceklesen etkilesimleri kullanan bir performans. interaktif
mobil deneyim sayesinde izleyiciler sahne tizerindeki oyunculara,
secimlerle hareketler de tematik sahnelerdeki ifadelere
dénustiyorlar. Mephisto&co’da insanlar degerleri arayip,
birbirleriyle etkilesime geciyorlar. Bu eylemler, duygularin ifade
edildigi bir performansa dénusuyor. Bu performans nihayetinde
sahneyi tamamliyor Mephisto&co’yu. Oyuncular yokken sahnede
sadece bir monolog var. Ancak simdi, Mefisto’nun (Mefistofeles)
bir muadili olan seyirci konusuyor ve Mefisto(feles) geri cevap

veriyor.

— Bu yapimda hangi sanal 6geler kullaniliyor?
Peter Lee: Bu yapimda mobil teknoloji, dijital arayiiz ve oyun/
game deneyiminin hepsi bir arada kullaniliyor. Ancak bu karma

yapim, temsili veya sanal degil; gériinmez fakat yine de gercek.
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ENTER MEPHISTO

Oyun boyunca ortaya gikan ve ifade edilen, deneyimlenmemis
duygular da gercek. Baska bir deyisle, oyun gercek bir secimler

yapma ani sagliyor; gercekligin temsil edilen anlarini degil.

— Dijital cagda Mefisto kim?

Peter Lee: Mefisto bir seytan, ama yine de iyi ve kétii, onu
tanimlamakta yetersiz. Mefisto sadece farkli yasam bigimleri

ve secimlere dair bir sorgulama. Aslinda, dijital cagda, her

turld dijital hizmet bizi sayisiz segimi yararak ilerletiyor. Ve bu
secimlerin de ayrica iyiyle ve kotiiyle ilgisi yok. Diyelim ki dijital
Mefisto’larla gevriliyiz; arzularimizi yerine getirmek icin ne kadar

ileri gidebiliriz?

— Insanlara bu gésteriyi ggrmeden 6nce séylemek istediginiz
herhangi bir sey var mi? istanbul izleyicisine sdylemek istediginiz
Szel bir sey var mi?

Peter Lee: Ne arzuluyorsunuz? Ne pahasina olursa olsun bedelini
6demeye hazir misiniz? Faust bize tiim arzularin bir bedeli
oldugunu sdyler. Biz de bu fikir tizerinde diisiinmek icin sizlere

bir deneyim sunmayi umuyoruz.

Séylesi: Ayse Draz ve Mehmet Kerem Ozel
Unlimited Publications tarafindan 25 Ekim 2019’da unlimitedrag.
com tizerinde yayinlanmustr.

Ceviren: Ayse Draz

— What is the spirit of theatre in your opinion? How do you
define contemporary theatre today?

Peter Lee: Traditionally, theatre represents a space of wonder. In
other words, theatre is a space where you can experience non-
dailiness. Even in this digital era, in which the cinema wields
a stronger influence, the theatre still maintains its own unique
characteristics as a dramatic and thematic space. I believe that
is the spirit of the theatre. Its very own identity. Regarding the
contemporary theatre, the value in itself remains. However,
the theatre is challenged by its limited accessibility. Various
media are gaining strength through the power to reach,

but the theatre’s particular trait as a physical space limits its
power. The value of dramatic experience and spectacle space is

unchanging.

— Do you believe in the transformative power of art? How?

Peter Lee: Yes. Art formalizes an expressive nature of oneself.

2

This helps to provide an opportunity to individuals to
transform themselves. On the other hand, art is a very personal
experience. When an artistic connection is achieved, art actively
engages with people and pushes them towards a certain
direction.

— When you consider the current state of the world in every
sense, what is the most important and urgent issue for you as
an artist?

Peter Lee: Rising political tensions, refugees, national conflicts
like the US-Mexican border, the Brexit issue, climate changes;
there are numerous issues we face around the whole world.
Recently, I was inspired by the idea of using the word “jigu-
in” (Korean meaning people of the earth) instead of the word
“segye-in” (Korean meaning citizen of the world). The reason
was that the term “citizen of the world” implies separated
nationalities, while the problems we face calls for a trans-
national action. However, there are various walls between us;
some of them are formed from hatred or fear, some of them
are formed to protect the gains. For a collective trans-national
action, a work to tear down these walls of broken emotions

must be preceded.

— When you are working on a piece, what sources inspire you?
Do dreams play a role in your works?

Peter Lee: Everything is inspirational. Usually when focusing
on a project, I whether dream about that project, or don’t sleep
at all. (laughs)

— When do you decide to give a title to a work you are working
on if it already does not have one?

Peter Lee: I usually start a project with a title. A project literally
has a projected vision, and the vision comes up with the title.
Of course, titles change with the final product, but there is

always a title to a work.

— What's your favourite line or moment in this performance,
and why?

Peter Lee: “Verweile doch! du bist so schon!” (Stay awhile! You
are so beautiful!) The line is the most important part of the
original story, and the performance as well. In the story, this is
the moment at which Faust is fully satisfied and is determined

to expire the contract with the devil, Mephisto. In fact, Faust is

BEING FAUST — ENTER MEPHISTO

the subject one deciding to end the contract. In the performance,
this moment of subjective-ness occurs twice; when the player
selects the most cherished values and when the player puts the
player’s cared friends on sale. The subjects of both situations
decide what to take, in return for what they have decided to give
up. They acknowledge what the choice means and how much the
choice weighs. It is the moment in which abstract emotions and

physical actions are both perceived through a subjective decision.

— Being Faust - Enter Mephisto is defined also as an interactive
mobile application but what element makes it also a
performance?

Peter Lee: Being Faust - Enter Mephisto is a performance that
utilizes interactions through mobile devices. Through the
interactive mobile experience, the audience becomes the
performer on stage, and the choices and movements become
expressions in the thematic scenes. At the Mephisto&co.,
people look for values and interact with one another. These
actions become a performance in which emotions are
expressed. This performance eventually completes the stage,
Mephisto&co. Without the players, there is only a monologue
on stage. However, now, the audience as a counterpart of

Mephisto(pheles) speaks, and Mephisto(pheles) answers back.

— What virtual elements does this production make use of?
Peter Lee: In the production, mobile technology, digital
interface, and game experience are all combined. However, the
combined production is not representational or virtual; it is
invisible and yet real. Unexperienced emotions emerged and
expressed throughout the game are real as well. In other words,
the game provides a real moment of choices; not a represented

moment of reality.

— Who is Mephisto in the digital age?

Peter Lee: Mephisto is a devil, and yet good and evil is
insufficient in defining him. Mephisto is merely a challenge to
different paths and choices. In fact, in the digital age, all kinds
of digital services push us through numerous choices. These
choices also have nothing to do with good and evil. Say that we
are surrounded by digital Mephistos; how far would we go to

satisfy our desires?

— Is there anything in particular you want to tell people before
they see this show? Is there anything particular you would like
to tell the Istanbul audience?

Peter Lee: What do you desire? Are you prepared to pay
whatever cost? Faust tells us that all desires have a cost. We

hope to present an experience to ponder on this idea.

Interview: Ayse Draz & Mehmet Kerem Ozel
Turkish version was published by Unlimited Publications on
October 25, 2019 on unlimitedrag.com, and for English version

please visit danzon2ory.blogspot.com.
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THEATRE DE LA VILLE, PARIS

Based on texts by Eugéne lonesco’nun metinlerinden uyarlama
Emmanuel Demarcy-Mota

Christophe Lemaire

Jefferson Lembeye, Walter N’Guyen

Yves Collet

Fanny Brouste

Charles-Roger Bour, Céline Carreére, Jauris Casanova, Sandra
Faure, Stéphane Krihenbiihl, Walter N’Guyen, Gérald Maillet
Makyaj Make-up: Catherine Nicolas

Alix Descieux-Read

Julie Peigné

22 Kasim’daki gosterinin ardindan Emmanuel Demarcy-Mota’ya
Onur Odiilii sunulacaktir.

Emmanuel Demarcy-Mota will be presented with the Honorary
Award after the performance in 22 November.

22 KASIM NOVEMBER

23 KASIM NOVEMBER

Emmanuel Demarcy-Mota, ¢ok biiyiik sahneler icin tasarlanmis
olan Gergedan, Love’s Labor’s Lost ve Alti Kisi Yazarini Ariyor
gibi bir dizi calismayi yonettikten kisa bir siire sonra biitiin
oyuncularini lonesco metinlerini okumak tizere Reims’da bir
araya getirdi. Bir masanin etrafinda sagl sollu dagilan oyuncular
burada metinleri okudu, dogaglama yapti ve sectikleri satirlari
paylasti. Bense &ylece oturup onlari dinledim, metinlerin her
birini tekrar kesfetmenin tadini ¢ikardim ve o giin hicbir amacim,
sahne icin acilen bir is tasarlama zorunlulugum veya bir acilis
telasim olmadan hayranlikla izledim olan biteni. Bunun tizerine
Emmanuel Demarcy-Mota bu deneye devam edip lonesco
etrafinda dénen ve her oyuncunun kendi duygulari ve hayal
guictini gelistirmesini saglayacak bir arastirma baslatmaya karar
verdi. Oyuncularin seyirciyle yakin temasta olabilecegi bir tasarim
éngoriiyordu. Ben de onlari yakindan seyretmek, aralarina

sizmak, seyirciyi aramizda hayal etmek, herkesin 6zgiirce

3225
2828
EEa PRANEAL [_MAIRIE DE PARIS
8572 PRANCAIs [l MAIRIE DE PARIS Q)
2E =
g 2
a o

N
w
a
=
<
2
@
w
e
2
5)
o
=
2
<
w

© AGATHE POUPENEY

deneylere girismesini saglamak, éngériilemeyen ve benzersizi
yakalamaya kalkismak, asla kendilerine teklif edilemeyebilecek bir
rol igin ellerinden geleni yapmalarini izlemek istiyordum.

Baska bir cinsiyet, yas ve diinyadan birilerini canlandirmakta
serbesttiler. Bu da bizi sasirtmalarina, onlardan daha énce
gérmedigimiz ve hatta oldugunu diistinmedigimiz seyleri
gostermelerine firsat sagladi. $6yle demistim onlara: énerin,
hayal edin; form arkasindan gelir. Sonugta aragtirmamiz bir
performansin malzemesi ve sahneye kondugunda da bir
toplagmanin nesnesi haline geldi. lonesco Dosyasi alti saat
suirebilirdi. Bazi temalar secildi: burada farkli yemeklerle temsil
edilen sosyal bulusmalar (aile, diigiin, dogum giinii), var

olma, birlikte olma, yalniz olma, konusma, birbirini duymama
korkusu... Bunlarin hepsi bizi yénlendiren adimlar oldu ve
sonunda ilk versiyonu ortaya ¢ikardik ve tabii ki digerlerini. Su an
besinci versiyon lizerinde ¢alisiyoruz ve hila degisiyor, gelisiyor.
lonesco Dosyasi Emmanuel Demarcy-Mota’nin on yili askin
stiredir birlikte calistigi toplulugun bir kismini bir araya getiriyor.
Cogu 1998'de Shakespeare’in Love’s Labor’s Lost’'unda yer aliyordu
ve hemen hepsi Pirandello, Brecht, Horvath, Vitrac veya Melquiot

yapimlarinda rol almisti.
— Colette Godard

Shortly after having directed Rhinoceros, Love’s Labor’s Lost,
and Six Characters in Search of an Author—a series of works
designed for very large stages—Emmanuel Demarcy-Mota
brought together all his actors in Reims to read texts by
Ionesco. The actors were seated around a table, some chairs
right and left, reading, improvising, sharing lines; I just sat
listening, watching them and taking pleasure in rediscovering
each one of them, letting myself be fascinated and loving them,

with no particular goal that day, no obligation to immediately

produce a work for the stage, no scheduled opening. Emmanuel

Demarcy-Mota then decided to continue this experiment and
launch a research process around Ionesco, through which
each actor could develop their own feelings and imagination.
He suggested a design in which the actors would be in close
contact with the audience. I wanted to watch them closely, to
become intimate, to imagine the audience amongst us, and

to let everyone experiment freely, dare the unforeseen and the
unprecedented, experiment in the part which they might never
be offered.

They were free to play another sex, another age, another world.
This allowed each one of them to surprise us, to show things
we had never seen in them, that we didn’t suspect. I told them:
suggest, dream, the form will follow in due time. In the end
our research became the very material for a performance and
once put on stage, the object of public gathering. Ionesco Suite
could have lasted six hours. Some themes were selected: Social
conventions, which are here connected with different meals
(family, wedding, birthday), the fear of being, of being together,
alone, of speaking, of not hearing one another... all this guided
our steps, one after the other, until we put together a first
version, then another and yet another. We have reached the
fifth version which is still evolving.

Ionesco Suite has brought together a part of the company which
Emmanuel Demarcy-Mota has been working with for over 10
years. Many of them were part of the staging of Shakespeare’s
Love’s Labors Lost in 1998, almost all have taken part in his

productions of Pirandello, Brecht, Horvath, Vitrac, or Melquiot.

— Colette Godard
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ARENA ENSEMBLE

28 KASIM NOVEMBER

S. LUIZ TEATRO MUNICIPAL, LISBOA; TEATRO NACIONAL S. JOAO, PORTO; CENTRO
CULTURAL VILA FLOR, GUIMARAES; CINE-TEATRO LOULETANO, LOULE

Marco Martins (With)
Beatriz Batarda & Romeu Rita Quelhas
Runa (ile) From texts by
Sophie Calle, Siri Hustvedt,
Franz Kafka, Edouard Louis, Hélder Guimaraes
Peter Kubelka, George
Oppen, Richard Tuttle,
Sylvia Plath, Philip

Roth, Sophocles,

Marinela Mangueira

William Shakespeare’in
metinlerinden Mariana Branddo
yararlanarak
Artworks

Tiago Cerqueira
Fernando Ribeiro dVIR/CAPa, Faro; Cine-
Teatro Louletano, Loulé;
CENTQUATRE, PARIS;

O Espacgo do Tempo,

Nuno Meira

Montemor-o-Novo
Ricardo Campos

Pro.Danca, Ministério dos
Sérgio Milhano Filmes, Pro.Danca, Sara
Pereira da Silva

Tomé Silva

“Tek bir insan onu bir katedral olarak kafasinda canlandirdiginda,
bir tas yigini tas yigini olmaktan ¢ikar.”

— Antoine de Saint-Exupéry

iki oyuncu bilinmeyen bir seyircinin huzurunda.
Bilingli ve bilingdisi bir yigin diistincenin birbirine gectigi bir
anilar deposu olarak iki beden. Cocukluk anilari ve ebeveynlikle
iliskilerini dramaturjik yapinin merkezine alan oyuncular, birgok
karakteri, “ben”leri buinyelerinde toplayarak alisiimadik iligkiler ve
képruler kuruyorlar.
Cikis noktalari ehlilestirilebilir ve ehlilestirilemez olan arasindaki
gerilim sonucu ortaya ¢ikan mekanlar, zamanlar ve ruh hallerinin
kendini gésterdigi bir insaat alani ve arena olarak aile yagamu.
Performans, aile yasamini ele almak igin evlat olma durumu,
toplumsal cinsiyet, gercek ve kurgunun temsili arasindaki sinirlar
ve kesisen dilleri mercek altina aliyor.
Beatriz Batarda ve Romeu Runa’nin kisisel anilari ile onlarin
yolculuklariyla bir rezonansa giren ya da yolculuklarini zorlastiran
metinleri bir araya getiren Marco Martins, belirgin karakterleri
veya mekanlari olmayan zamansiz bir drama insa ediyor. Tanimlari
reddeden bir insan, bir kadin, bir erkek, bir baba veya bir baba

olmanin anlami ve sorunlulugu tizerine derin dustinceler denebilir.
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Bu, gercekten kalpten soyliyorum, benim hatam olmali. Ama bu
durumu, meselenin tamamini gok utang verici buluyorum. Son

derece utancg verici. Benim hatam. [...]

“Bir insanin olgunlugunu itiraf etmeyi reddetmesinde goriiriim.
Yetiskin olmak belli bazi seyleri baskalariyla paylasmamaktir.”

— George Steiner

Teatral performans formlari tizerindeki arayisini stirdiiren
yénetmen, oyunculari ¢cocukluk anilari, bunlarin nasil algilandiklari
ve soy anlayisimiz ve deneyimimizi nasil sinirlandirdiklar tizerine
duistinen bir oyun kurmak tizere kullaniyor.

Marco Martins, bir savas alani olarak evden ¢ikip bedenler ve
hareketlerin muhtelif insan ve hayvan formlar aldigi, pek de
dogrusal olmayan bir belgesel kurguluyor.

Odak noktasi evin fiziksel mekani: degerlerin aktarildig), soy, siilale
ve evlat olmanin gizli anlamlarinin sorgulandigi bir duygulanim
alani olarak ev. Ev oyun icinde déniistiikce ve biyografik veriler,
guinliiklere yazilanlar ve bircok yazarin (Kafka’dan Edouard
Louis’ye, Sylvia Plath’tan Gene Kelly'ye, David Lynch’ten Jean-Luc
Godard’a, George Steiner’dan Saint-Exupéry’ye) yapitlari ekseninde
sekillendirilip, yikilip, yeniden insa edildikge, glinimiizde her

ikisi de birer ebeveyn olan oyuncular da hem kendileri hem de

baskalarinin cocuklugunu birer cocuk olarak yasiyor.

“Zamanlann en iyisi, zamanlarn en kétiisiiydii,

akil ¢agi, ahmaklik gagiydi, inang dénemiydi, aydinligin meysimi,
karanligin mevsimiydi, umudun bahar, umutsuzlugun kisiyd:.”
— Charles Dickens, ki Sehrin Hikayesi

KAYIP KiMLiK | PROFIL PERDU

Marco Martins, cocukluk anilarimizin yasandigi, gerceklik
ve kurgu arasindaki puslu sinirlari yeniden kesfetmek igin
film, tiyatro, dans gibi farkh disiplinleri bir araya getirdigi yeni

oyununda, bizi bugtiniin duygusal diinyasina davet ediyor.

“A Pile of Rocks ceases to be a rock pile when somebody contemplates
itwith the idea of a Cathedral in Mind”
— Antoine de Saint-Exupéry

Two actors stand before an unknown audience.
The body as a repository of memories, where a multitude of
conscious and unconscious reflections intermingle. With their
childhood memories and their relationship with parenthood
as the dramaturgical nucleus, both actors embody the path
of various characters, other selves, creating unexpected
relationships and bridges.
Their starting point is domesticity, as a building yard and arena
in which spaces, times, and states made of the tension between
what is domesticable and what is untameable come into play,
the show explores issues of filiation, gender and the boundaries
of representation between reality and fiction, intersecting
languages to address family life issues.
By engaging the flow of Beatriz Batarda and Romeu Runa’s
personal memories and texts that resonate and confront their
journeys — which form the matrix of the play —, Marco Martins
builds a timeless drama, one without defined characters or
spaces. These are reflections on the meaning and responsibility
of being a person, a woman, a man, a father or a mother that

defy definitions.
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KAYIP KiMLiK | PROFIL PERDU
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It must be, and I mean this from the heart, my fault but I find this
deeply embarrassing, the whole occasion.

Deeply embarrassing. My fault. [...]

I judge the maturity of a human being, by the refuse to confess.

To be grown up is not to share certain things with others.

— George Steiner

Continuing his exploration of forms of theatrical performance,
the director uses these two actors to devise a play that reflects
on childhood memories, how they are perceived and how they
limit our notions and experiences of lineage.

Marco Martins departs from the house as a battle field to build
a sort of non-linear documentary collage, in which the bodies
and actions take on various human and animal forms.

The focal point is the physical space of the house: the house

as a place of affection, where values are passed on and where
ancestry, lineage and the meanings implicit in filiation are
questioned. As the house is transformed throughout the play,
while also being shaped, destroyed and built also through
biographical data, diary entries and works by various authors
(from Kafka to Edouard Louis; Sylvia Plath to Gene Kelly,
David Lynch to Jean-Luc Godard, George Steiner to Saint-
Exupéry, among others), the actors go through their (and other)
childhoods as children, in the present day, in which both are

parents.

“It was the best of times, it was the worst of times, it was the age of
wisdom, it was the age of foolishness, it was the epoch of belief, it was
the epoch of incredulity, it was the season of Light, it was the season
of Darkness, it was the spring of hope, it was the winter of despair.”
— Charles Dickens in A Tale of Two Cities

In this new play, the first residency period of which took place
in November 2018, Marco Martins uses several mechanisms
(film, theatre and dance) to explore the hazy boundaries
between fiction and reality, of which our filial memories are
made, by simultaneously addressing and stepping into the

emotional and affective landscape of the contemporary world.

VOETVOLK VZW

w
o
w
=
prr
o
o
w
o
%
=1
o

29 KASIM NOVEMBER

GRAND THEATER GRONINGEN, TROUBLEYN/]AN FABRE, THEATER IM PUMPENHAUS

AND ANDWHATBESIDE(S)DEATH

Lisbeth Gruwez

Maarten Van Cauwenberghe

Veronique Branquinho

Bart Meuleman

Harry Cole & Caroline Mathieu

Caroline Mathieu

Anita Boels

Province of West Flanders, Province of Antwerp,

Flemish Community, Arcadi ile-de-France/Dispositif
d’accompagnements

30 KASIM NOVEMBER

Dar beyaz bir gémlek ve gri bir pantolon giymis olan Lisbeth
sahneye girer. Saclari arkada toplanmis ve dudaginda tuhaf
bir guliimseme var. One dogru ilerler, durur, gozleri 6niindeki
manzarayi seyreder. Giiglii durusu ve atletik yapisi bana avini
gdzetleyen bir kaplani hatirlatiyor. ilk hareketi, elini net ve
dosdogru éne uzatisi: alanini kesin bir sekilde belirlerken bize
de sanki susmamiz icin isaret veriyor. Kontrol tamamen onda.
Mesum bir sesle cevrelenen gériintisi heniiz tam olarak nereye
gidecegini anlatmiyor.
Performansin temasi programda agik segik izah edilmis:
gozlerimin éniinde bir konusmanin nereye varacagini gérecegim.
O hayli ciddi ve agirbasl agilisin ardindan hem ses hem de
hareketler anlaminda performansin capi genisledikce adeta
tutsagi oluyorum: kalbim kit kiit atiyor, nefes alip verisim
siklagiyor, cenem kilitleniyor... Hiddet. Hiddet olabilir mi bu?
Siradisi bir dansciyi seyrettigim koltugumda giivende hissetsem

de, bedenim yenilmez ve bilinmeyen bir diismanin tsttine
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DAHA DA BETER VE BETER VE BETER OLACAK ARKADASIM IT'S GOING TO GET WORSE AND WORSE AND WORSE, MY FRIEND

f—~—

atilmaya hazirlaniyor gibi. Otuz dakikadan kisa bir siirede, Lisbeth

tiim alana yayilan keskin hareketleri ve beklenmedik sekilde
yiitkselen sesle birlikte en kiigiik bir tahrikte size saldirmaya hazir
bir askere déniisiiyor adeta.

Lisbeth ve ses tasarimcisi, beden dilinin ustaca manipiilasyonu
ve canli bir sesin temel duygulari nasil da tetikleyip insan usunun
en korunakli alanlarina nasil girilebilecegini gésteriyor seyirciye.
Ama parca burada bitmiyor; Lisbeth siniri daha da zorlayarak
bizi gizlenen baska bir seye gotiiriiyor. Onun viicudu titreyip
sallandikga, bastigim zemin ve sonra da bedenim sarsiliyor. Yere
¢okiip kaldiginda ici bos gibi goriiniiyor, sanki her seyini vermisi
titketmis gibi. O boslugu ben de hissediyorum. Yine de i¢inde
daha ¢ok, daha biiyiik bir sey var, tasavvur edebilecegimden cok
daha biyuk.

— Nadia Riterman

Wearing a tight white-collar shirt and grey pants, Lisbeth
enters the stage, her hair pulled back, her lips fashioned in a
curious smile. She marches towards the front, stops, her eyes
taking in the view in front of her. Her powerful stance and
athletic figure remind me of a tiger surveying his prey. Her
first movement is of a steady hand, gliding horizontally in front

her, creating a clear boundary, as if she is signalling us to quiet

down: she is now in control. Her presence shrouded in an
ominous sound, not yet clearly denied.

The theme is stated clearly in the program; I am about to watch
the power of a speech unfold in front me. And as the craftily
demure opening gradually begins to grow in dimension, both
in sound and movement, I begin to feel my body as captive;
heart — pounding, breath — shallow, jaw clenching. Rage. Can it
possibly be rage? I am safe in my seat, watching an exceptional
dancer, yet my body prepares to pounce on an invincible and
unknown enemy. In less than 30 minutes, through sharp,
overarching movement and sound unexpectedly growing
louder, Lisbeth creates a soldier that can attack on slightest
provocation.

Lisbeth and her sound partner clearly demonstrate how skilful
manipulation of body language and exhilarating loud sound can
trigger basic emotions, overriding the stronghold of a human
intellect. But she doesn’t end the piece there, she takes it further
and further to the edge, and there, something else is lurking.
And as her body shakes, gradually the floor underneath me
shakes, and then my body shakes. When she collapses, she
appears empty, as though she has given it all — All of herself. The
emptiness is mine as well. And yet within it there is something
more, something much bigger, bigger than I can imagine.

— Nadia Riterman

Istanbul Tiyatro Festivali, Belgika merkezli Platform oo9o ve Flaman Kiiltiir Bakanligi arasindaki isbirligi bu yil da siiriiyor.

Flaman Kiiltiir Bakanhgi, bu festivalde Ultima Vez ve Voetvolk dans topluluklari ile Begiim Erciyas’in islerini destekliyor.

The collaboration between the Istanbul Theatre Festival, Belgium-based Platform oogo and the Flemish Ministry of Culture

continues in 2019. Flemish Ministry of Culture is contributing to the festival this year by supporting the dance companies Ultima

Vez and Voetvolk, and the work of Begiim Erciyas.
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EUROPOLY PROJECT: ONASSIS STEGI-ATHENS & GOETHE-INSTITUT

ONASSIS STEGI & GOETHE-INSTITUT, EUROPOLY projesi kapsaminda in the context

of EUROPOLY project Turne

Anestis Azas & Prodromos Tsinikoris

Margarita Tsomou

Eleni Stroulia

Zaira Falirea, Andreas Andreou
Eliza Alexandropoulou
Panagiotis Manouilidis

Nikos Pastras

Oyun Sonrasi After the Play:

30 KASIM NOVEMBER

1 ARALIK DECEMBER
loanna Valsamidou, Liana Taousiani
Vasilis Chrysanthopoulos
Yiannis Katranitsas
Nelly Kambouri
Mabel Matshidiso Mosana, Rositsa

Pandalieva, Fredalyn Resurreccion Hellrung,
Drita Shehi, Valentina Ursache

Onassis STEGI

Yonetmenler ve oyunculann katihmi ile séylesi. Q & A with directors and performers. (30 Kasim November)
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TEMIiZ SEHIR | CLEAN CITY

Temiz Sehir Yunanistan'da temizlikgi olarak ¢alisan gé¢cmenlerin

gtinliik yasamini kayit altina alan gergek bir prodiiksiyonun
tiyatrosu. Sahneye “gercek insanlar” tasiyor.

Bu projenin ¢ikis noktasi, birkag yil 6nce, ekonomik kriz
doruga ulasmisken, “ortaligi temizlemek” sloganiyla Yunan
toplumunun guinah kegisi arayan bir kisminin tlkede yasayan
yabancilar, gs¢gmenler ve miiltecileri hedef almasi oldu.

Yunan toplumunda son dénemde gériillen muhafazakarliga

kayis, halihazirda ulkedeki
azinliklarin yasadigi baskiyi

daha da artirdi.

Bu performansi, “temizlik” ve
tekilik kavramlarindan yola
cikarak, otuz yili askin stredir bir
sekilde Yunanistan'da temizlikgi
olarak ¢alisan kadinlarin yasam
oykdleri tizerine kurguladik.
Yunanistan'daki gégmenler
gelisen orta sinifin evlerinden
tren istasyonlari ve vagonlarina
varincaya kadar tlkenin dért bir
yanindaki o kimsenin istemedigi
temizlik isini yapageldiler.

Peki kimdir bu evlerimizin en
mahrem alanlarini ve giinliik yasamlarimizi emanet ettigimiz bu
kadinlar ve bunca yil sonra Yunanistan'i nasil gériiyorlar? Mevcut
ekonomik krizden nasil etkilendiler? Yunan toplumu iginde ne
Slcude asimile oldular ve ne élgiide hla yabancilar? Bu insanlarin
yasam oykulerinde gizli kalan hikayeler ne? Bireysel anlatilari
diinya tarihinin kargasa ve karmasasiyla nerelerde kesisiyor? Azas
ve Tsinikoris'in énceki yapitlarinda da oldugu gibi, bu performans
da belli bireyler, onlarin toplumsal rolleri ve yagam &éykiilerini
konu aliyor. Sahnede duyulan sézlere ses ve gériintii kayitlari eslik
ediyor. Bes oyuncu Yunanistan'da yasayan farkli kusaklar “temsil
edecek” ve glinimiiz Yunanistan'inin toplumsal gercekleri

icinde yasadiklari farkli diinyalara dair deneyimlerini aktaracak.
Yunanistan'a geldigi giinden bu yana Ekali’de (Atina'nin zengin
bir banliyssii) calismis Filipinli bir kadin; 1990’larda buraya

gelip orada burada ¢alismis Moldovyali bir soprano; Yunan
felsefesi ve kiilturii tizerine egitim almaya gelen, daha sonra

esini ve iki cocugunu Yunanistan’a kagiran bir Arnavut kadin; bir
Yunanla evlenip buraya gelmis Giiney Afrikali bir kadin; Onassis
Merkezi'nde calisan pek ¢ok temizlikgiden biri olan Bulgar bir
kadin...

Disaridan baslayip is¢i sinifinin sembolii olarak gériilebilecek
olan temizlik isinin i¢ine dalan Azas ve Tsinikoris son

yillarda Yunanistan'in istihdam kanunlarinda meydana gelen
degisiklikler ve bunlarin tlkenin isci kesimi tizerinde etkilerine

de isik tutuyor.

Clean City is a theatre of the real production which
documents the everyday life of immigrants who work as
cleaners in Greece. It puts “real people” on stage.

The idea for this project arose a few years ago, when at the
peak of the economic crisis sounded the slogan “to clean up the

place” and a part of Greek society, which needed scapegoats,

EUROPOLY, Avrupa’da bulunan Goethe Enstitiilerinin Miinchner Kammerspiele, Onassis STEGI, Sirenos — Vilnius Uluslararas

Tiyatro Festivali, Teatro Maria Matos Lizbon ve Tiger Dublin Fringe ile isbirligi iginde yiirtittiigii bir projedir.

EUROPOLY is a project of the Goethe-Institutes in Europe in cooperation with the Miinchner Kammerspiele, Onassis STEGI,

Sirenos -Vilnius International Theatre Festival, Teatro Maria Matos Lisbon and Tiger Dublin Fringe.

targeted foreigners, immigrants
or refugees who live in our
country. A shift towards the
conservative in Greek society
has further compounded the
already huge pressures facing
the country’s minorities.
Taking notions of ‘cleanliness’
and the condition of Otherness
as our starting point, the
performance is based on the
life stories of women who have
worked in Greece as cleaners
of one sort or other over the
last thirty years. Greece’s
immigrants have always
undertaken the dirty job of cleaning the country everywhere
from the homes of the up-and-coming middle class to the
natinon’s railway stations and trains.

But who are these people to whom we have entrusted access

to our most private spaces, and how do they view Greece after
so many years? To what extent have they been affected by the
current financial crisis? How far have they been assimilated
into Greek society, and to what degree do they remain aliens?
What stories lie hidden behind the biographical facts of these
people’s lives, and at what points do their personal narratives
intersect with the tumult of world history? As in the previous
works of Azas and Tsinikoris, the performance is rooted in

the specific individuals, their actual social roles and their life
stories. The words delivered on stage are supplemented by
audio and video recordings; On stage, five performers will
‘represent’ different generations of immigrants who live in
Greece and can convey their lived experience of different worlds
within the social realities of modern Greece. A Filipino woman
who came to Greece to work in Ekali (Athens’ wealthy suburb)
ever since; A Moldavian soprano who arrived in the 199os

and worked here and there as a cleaner; An Albanian woman
who came to study Greek philosphy and culture and later on
smuggled her husband and her two kids into Greece; A South-
African woman who came to Greece because of her marriage
with her Greek husband; A Bulgarian woman who is one of the
many cleaners who work at the Onassis Centre.

Working outwards from their research into cleaning jobs,
which could be seen as symbolizing the working class, Azas
and Tsinikoris are also interested in shedding light on the
radical changes that have occurred in Greek employment law
in recent years and their impact on the working people of

Greece.

TEMiZ $EHIR | CLEAN CITY
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STUDIO OYUNCULARI
13 KASIM NOVEMBER

Sahika Tekand 30 KASIM NOVEMBER
Gizem Bilgen (Bia), Deniz Karaoglu (Kratos),
Gokhan Kiigiik (Hermes), Yigit Ozsener
Esat Tekand (Prometheus), Sahika Tekand (/o)
Sahika Tekand

Anil Dogan Albayrak, Huriye Aliefendioglu,
Verda Habif Selinay Duman, Aren Findik, Mehmet
Bahattin Geng, Verda Habif, Altay icimsoy,
Bilal Yigit inal, Betiil ingin, Seda Kandemir,
Gizem Bilgen Buket Koyuncu, Nilgiin Kurtar, Gokhan
Ozcan, Can Ozmen, Cihat Parilti, Bulut B.
Nilgiin Kurtar Sezer, Burcu Bacanak $ahin, Onur Tanyeri,
Gizem Tileylioglu, Nazli Deniz Mercan,
Murat Ersan Burak Zafer
Melike Durukan

Verda Habif, Nilgiin Kurtar

Hilal Altintas, Emre Denizoglu, Betiil ingin
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Sahika Tekand, mitolojiyi baska bir ele alisla yeniden okudugu
tragedyasi lo araciligiyla, Olympos ve Zeus'la hesaplasiyor. Oyun,
bugiin de hitkmiinii siirdiiren ataerkil diinya diizeni, hafizasi ve
sorgulama yetisini gittikce daha cok terk eden giiniimiiz modern
insaninin tragedyasini, siirsel bir aksiyon diizeni ile seyirci
karsisina getiriyor.

Zeus ve Hera tarafindan topraklarindan kovularak, diinyay
dolagmak zorunda birakilan lo; Prometheus’un kehanetlerinin
gerceklesecegi ve Zeus'un bir giin hesap verecegi umuduyla zorlu
bir yasam siirdiirmistiir. Kehanetler bir tiirlii gerceklesmeyince,
lo; zorlu hayatinin sonunda hig degilse topraklarinda élebilmek
adina kendi sehrine geri déner. Sehrinin insanlariyla karsilasan
lo, kendi hikdyesinin bu insanlar tarafindan tamamen yanhs
bilindigini gorur. Halk, gercegi bilmek yerine, kendilerine
anlatilanlarla ve verilen kadari ile huzurlu bir hayata
kavusacaklarina inanmaktadir. Kendisi ile ilgili dogrular
anlatmak ve 6lmeden énce adinin éniine eklenmis sifatlari
temizlemek lizere orada kalmak arzusundadir; ancak Zeus,
lo’nun bu isteginin gerceklesmesine, insanligin unuttugu
gecmisin hatirlanmasina ve sorgulanmasina neden olacag icin
izin vermeyecektir. Zeus’un temsilcileri ve lo arasinda giderek
tansiyonu yiikselen bir tartisma yasanir. insanlar bu tartismaya
taniklik ederken karar vermek zorunda birakilir. lo’nun, kendisi
suclu oldugu halde biitiin sugu ve cezayi lo’ya yiikleyen Zeus'la
hesaplagmasini konu alan bu cagdas tragedyada, gtiniimiiz
diinyasi ve cagdas insaninin hafizasizigi sorgulanir. lo ve
Zeus'un temsilcileri olarak karsimiza ¢ikan mitolojik karakterler
arasinda gegen zorlu tartisma ve koronun buna verdigi tepki,
oyun metnindeki gerilimi var ederken, sahne tizerinde ve simdiki
zamanda fiilen gérunurlik ve isitilebilirlik miicadelesine déniisen
sahne performansi da bu gerilimi “simdiki zaman” gercekligine
donustarar.

Isik, ses ve hareketin dinamik ve gerilimli birlikteligi ile ytirtiyen
oyunda, hareket diizeni hareketin muizigini géruintir kilarken,
konusma diizeni de dilin muzigini esas alarak muizikal bir dinleti

niteligi kazanr.

Interpreting mythology, Sahika Tekand reckons with
Olympos and Zeus through Io in her new tragedy. With a poetic
arrangement, she presents the prevailing patriarchal world
order and the tragedy of mankind who gradually abandon their
memory and ability to question.

Banished and forced to roam around the world by Zeus and
Hera, Io led a difficult life in the hope that the prophecies

of Prometheus would come true and Zeus would be held
accountable one day for what he did. Prophecies have never
been fulfilled. At the end of her tough life, Io returns to Argos
to die in her homeland. Here, she first encounters the people
of her city. Io realizes that her story was mistold and the people
of Argos prefer to believe what’s been told to them and live in
peace, instead of finding out about the truth. Upon this, she
wants to stay in Argos to tell the truth about herself and clear

her name before she dies. However, Zeus does not allow it, as

10

it would lead to the remembrance and questioning of the past
that humanity has forgotten. This leads to a heated debate

between the representatives of Zeus and Io. Witnessing this
argument, the people are forced to make decisions.

In this contemporary tragedy about Io’s reckoning with Zeus,
the lost memory of modern man and today’s world is being
questioned. The controversy between Io and the mythological
characters that emerge as the representatives of Zeus, and

the reaction of the chorus to the heated debate portrays the
tension of the text. Stage performance that turns into a battle of
visibility and audibility transforms this tension into a “present
time” reality.

With the dynamic and tense combination of light, sound and
movement of the play, the arrangement of movement makes
the music of the movement visible, while the arrangement

of speech acquires a musical quality as it is grounded on the

music of the language.
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TUSBA KENT TiYATROSU

Ozen Yula

Adnan Ténel

Banu Ayten Akin

Isil Celik

Tezcan Altug

Necip Cetin

Mehmet Kinik (Baglama)

Abdullah Karabacak (Erbane)

Sercan Yilmaz

Gonca Akyel Yilmaz (Ahten), Bang Oker (Emre Bey Mr. Emre),
Hekim Aslan / Sercan Yilmaz (Usta Master Workman), Fulya
Ozben (Rana), Buket Tamis (Sena), ilknur Besinci (Melek

Angel), Elif Ozek (Yasl Kadin Elderly Woman)

Sibel Tartut, Berrin Bozyigit, Basak Kayacelebi

14 KASIM NOVEMBER

15 KASIM NOVEMBER

Dogu Anadolu Kalkinma Ajansi (DAKA) ve IKSV isbirligiyle
yuriitiilen proje kapsaminda; Van'da, bir yil boyunca tiyatro
egitimi alan bolge genglerinin katilimiyla Tusba Kent Tiyatrosu
hayata gegirildi. Topluluk, Ozen Yula'nin yazdigi Diinyanin
Ortasinda Bir Yer adli oyununu sahneye tasiyor.

Diinyanin ortasinda bir yer... Yer, gok, su ve atesin duru

bicimde algilandigi, insanin dogayla anlamlandirldigi

zamandan; ataerkinin kadini erkegin zulmii ve hiikmii altinda
konumlandirdigi zamana kadar anlatilan tim séylenceler var bu
oyunda. Bir cinayetin ardindan zorla es edilen, sabri catlayana
dek askinin pesinde kosan, kendini buna adayan kadinlarin
yazgisi koro ve bir korobasinin kurdugu oyun diizeninde seyirciyle
bulusuyor. Suyun hafizasi, zulimden ve 8liimden kagmaya
cahisirken kaginilmaz erkek silahiyla kusanmak durumunda kalan
kadinlari bir bir dskiiyor sahneye. Anlatilari dile getiren ekip

Van'da tiyatro yapmanin heyecaninin yani sira, o sdylenceleri

THE KIND

COLLABORATION OF

DEGERLI iSBIRLIGIYLE
ACKNOWLEDGING

DUNYANIN ORTASINDA BiR YER | SOMEWHERE IN THE MIDDLE OF THE WORLD

doguran topraklarin, bir baska deyisle diinyanin orta yerlerinden
bir yerlerin, sesini duyurma istegiyle sahneye cikiyor. Van,

Tusba'dan; kilavuzu tiyatro olan bir seslenis bu...

Tugba City Theatre was brought to life with the participation
of local youth who went through theatre training for a year as a
part of the project organised with the collaboration of Eastern
Anatolia Development Agency (DAKA) and IKSV. The company
opens its curtains with a new adaptation of the play Somewhere
in The Middle of the World by Ozen Yula.

Somewhere in the middle of the world... This play contains all
the tales starting from the times when people were defined by
nature and could sense earth, air, water and fire with clarity,

to the times when patriarchy forced women into men’s rule.
One by one, the memory of water reveals the stories of women
who had to inevitably arm themselves with masculine weapons
while escaping oppression and death. The team depicting these
tales take the stage with the excitement of making theatre in
Van, as well as the desire to make the voice of the lands that
bore those myths heard. This is a call guided by theatre from
Tugba, Van...
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TiYATRO PERA

Yiicel Erten

Fatma Oztiirk Dénmez

Nesrin Kazankaya

Zeynep Ozden

Pinar Demir

Muhammet Saki

Lara Orhon, Ugurtan Denizalti

Aydin Sigali, Alican Yilmaz, Melih Diizenli, Selin Sevdar,
Nursin Durmaz, Doruk Akgicek, Gékge Burcu Ziimriit,
Nazmi Karaman, Vakur Pehlivan, Ege Gritcu

Dramaturjisi Yiicel Erten’e ait olan Barakalar ve Saraylar, Aiman
yazar Georg Biichner'in 1834 yilinda, Fransiz Devrimi'nden
etkilenerek kaleme aldig1 Hessenli Ky Postacisi bashkl
bildiriyle, 1835 yilinda yazdig1 Leonce ile Lena adli oyunun i ice
gecmesinden olusmus 6zgiin bir diizenleme.

Barakalara Baris! Saraylara Savas! tist bashgini tagiyan bildiri,
sémiirii diizeni ve mutlak monarsiye agir bir elestiri getirir. Politik
bir manifesto karakterini tasiyan bildiri, Biichner’in yayimci
arkadasi Weidig tarafindan Temmuz 1834’te 150 adet basilir. Ancak
Buichner'in arkadaslar bildirileri dagitamadan tutuklanirlar, hapse

girip, iskenceden gegerler. Biichner tilkesini terk eder.

15 KASIM NOVEMBER
16 KASIM NOVEMBER

17 KASIM NOVEMBER

Eger bildiriler dagitilabilseydi ve bir yil sonra yazilan Leonce ile
Lena oyunundaki insanlarla bulusabilseydi acaba neler olurdu?
Popo tilkesinin krali, oglu Leonce’yi komsu Pipi tilkesinin
prensesi Lena ile siyaset geregi evlendirmek ister. Kral mutlak
guic ve yetkisini evlilikle birlikte ogluna birakacaktir. Varolusunu
sorgulayip cani sikilan, yasam amacini bulamadig igin nihilizm
kiyilarina vuran Leonce, gareyi yardimcisi ve akil hocasi Valerio ile
kagmakta bulur. Leonce ile evlendirilmek istenen prenses Lena
da zorla evlendirilecegi icin mutsuzdur ve o da careyi dadisiyla
kagmakta bulur. Leonce ve Lena rastlanti sonucu karsilagirlar

ve kim olduklarini bilmeksizin birbirlerine &sik olurlar. Diizenin
istedigi evlilik bir yazg gibi gercege doniisiir. Bu sirada tilkenin dort
bir yaninda bir bildiri elden ele dolasmaktadir. Krallarin agir vergi
yuktyle halki nasil aglik ve yoksulluga mahktm ettigini; soylularin
refah icinde yasayabilmeleri icin kéylulerin nasil sémurildugini
anlatan, haksiz vergileri ve devlet israfini somut sayilarla agiklayan
bildiri, sosyal devrim 6zlemini dile getirir. Bu yazilar, yoksul
insanlardan saray erkanina hatta krala dek ulasmakta ve herkesi
bir bigcimde kusatip etkisi altina almaktadir. Devletin dnlemi agik
ve kesindir: Bildiri her kimin tizerinde bulunursa idam edilecektir.
Oyun mutlu bir evlilikle sonlansa da, mutlak monarsinin

golgesinde herkes icin bir mutlu son olabilecek midir?
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BARAKALAR VE SARAYLAR (LEONCE iLE LENA UZERINE BiR GALISMA) | SHACKS AND PALACES (A RE-WORKING OF LEONCE AND LENA)

Biichner, Leonce ile Lena oyunuyla ¢caginin éniinde giden

modern ve cesur bir dramaturji sergilemekle kalmaz, oyunun
bazi bolimleriyle 100 yili agan bir siire 6ncesinden absurt
tiyatro akimina énciiluik etmektedir. Oyun, siyasal vurgularini
komedi ve masalimsi bir atmosfer icinde aktarmakla

birlikte, modern trajikomik oyunlarin yapisal ézelligini de
tagimaktadir.

Yiicel Erten’in, absiirt sinirlarda dolasan bir komedi
yaklasimiyla ve canli miizik esliginde sahneledigi oyun,
seyirciyi, bir yol hikayesinin yolcularindan biri olmaya davet

ediyor.

Shacks and Palaces is an original arrangement by Yiicel
Erten of two Georg Biichner scripts; the declaration inspired
by the French Revolution titled Der hessische Landbote (The
Hessian Courier) written in 1834, and the play titled Leonce
and Lena written in 1835. The declaration published with
the main heading Peace to the shacks! War on the palaces!
severely criticised the system of exploitation and absolute
monarchy. 150 copies of the declaration, which was also
a political manifest in nature, were printed by Biichner’s
publisher friend Weidig in July 1834. Biichner’s fellows were
not only apprehended but also jailed and brutally tortured
before they could even distribute the pamphlets. Biichner
had to flee his country.

What would have happened if the pamphlets could have
been distributed and could have met the people in the play
Leonce and Lena written a year later? The king of the land
of Popo wants to arrange a political marriage between his
son Leonce, and Lena, the princes of the land of Pipi. This
is not an ordinary wedding, with the marriage the king will
pass down his absolute power and authority to his son.

Opposed to the ambitions of his father, Leonce, who is

bored, stranded on the shores of nihilism upon questioning
his existence and failing to find a reason to live, finds resort
in running away with his companion and mentor Valerio.
Meanwhile, Leonce’s bride to be Lena is extremely upset that
she is going to be wed against her will and escapes with her
governess. Leonce and Lena meet by chance and fall in love,
unaware of each other’s identities. As if fated, the marriage
desired by the system turns into reality. Meanwhile, a
declaration that started as a whisper and turned into an
avalanche spreads around from hand to hand all over the
country. This declaration describes how kings condemn

the people to hunger and poverty through heavy taxes and
how peasants are exploited so that the nobles could live in
prosperity. The declaration explains the unjust taxes and
wastefulness of the state in concrete numbers and voices
the necessity and longing for a social revolution. Debates
revolving around the declaration somehow envelopes
everybody in and takes hold of them, reaching from the
poor to palace courtiers, and even the king himself. The
palace intervention comes without delay, measures of the
state are swift and severe; all those who bear the declaration
are to be executed. Even though the play concludes with a
happy wedding, could there be a happy ending for everyone
under the shadow of absolute monarchy?

Leonce and Lena not only exhibits a modern and brave
dramaturgy ahead of its time, but with some sections of the
play, Biichner pioneers the absurd theatre movement over
100 years before its arrival. While conveying his emphasis
on the political in a funny and fairy tale atmosphere,

the script also bears the structural features of modern
tragicomic plays. With Yiicel Erten’s staging, live music

and attitude bordering on the absurd, the play invites the

audience to become one of the passengers in a road story.
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MODA SAHNESI

Andreas Sauter, Bernhard Studlar
Kemal Aydogan, Caglar Yalginkaya
Giilen ipek Abali, Ayse Giilsiim Ozel
Bengi Giinay

irfan Varl

Mustafa Ava

Deniz Elmas

Cansu Koksal, Burak Giinay

Siireyya Giizel, Oner Ates, Mehmet Solmaz, Cihat Siivarioglu, Ali Biiyiikkartal,
Zeynep Giingérenler, Elif Gizem Aykul

15 KASIM NOVEMBER

16 KASIM NOVEMBER

17 KASIM NOVEMBER
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VER PARAYI! | GELD-HER DAMIT

Ver Parayi; seyirciyi hayli tanidik anlarla bulusturan ironik ve

carpici bir ekonomik kriz oyunu... Uzun galisma saatleri, ug uca
eklenen kredi borglari, iki alana bir bedava kampanyalari, ameliyat
sirasi bekleyen yaslilar, seks isciligi yapan 6grenciler, telefonun
ucundaki dolandiricilar, milyon dolarlik futbolcular, gs¢gmenler,

enflasyon ve issizlik, kit kanaat geginen ve hizla yoksullasan orta

sinif; 6te yanda halk hizla yoksullagirken krizin hep teget gectigi
stiper zenginler. Kimi liiks cipini satarak bulur ekonomik dengeyi,
digeri dogalgazi ve yemegini kisarak... Adaletsiz gelir dagiliminin
da yardimiyla, denge iyice sasar ve kriz kocaman bir canavar gibi
halki agzinda ¢ignemeye baslar. Almanya’nin geng kusak oyun
yazarlarindan Andreas Sauter ve Bernhard Studlar, bu son derece
canli fotograftan detaylarla kaleme aldiklari oyunda; toplumun
farkli kesimlerine ait hayatlari ekonomik bir darbogazda
bulusturuyor. Ekonomik krizin olumsuz etkileri dalga dalga biitiin
topluma yayilirken beliren o rahatsiz edici soru, simdi: Ask mi

yoksa para mi, sansiniz hangisine agik olsun?

Geld-Her Damit is an ironic and impressive play about
the economic crisis which brings familiar moments to the
audience. Long working hours, credit debt piling up, two for
one sales campaigns, the elderly on waiting lists for surgery,
students prostituting themselves, swindlers, million-dollar
football players, migrants, inflation and unemployment, an
increasingly impoverished middle class; on the other hand,
the super-rich who are always only slightly touched by the by
crisis while the people get poorer with each passing day. Some
balance their budget by selling their luxurious four-wheel
drives, while others cut down on heating and food... With the
unjust distribution of wealth making things even worse, the
balance is completely lost and the crisis starts to chew people
like a gigantic monster. This striking image is penned with
vivid detail by the new generation German playwrights Andreas
Sauter and Bernar Studlar, in a play that brings the lives of
people from different layers of society together in an economic
bottleneck. As the negative effects of the economic crisis spread
over the whole society in waves, an uneasy question arises,
now: Love or Money, which one would you like your fortune to
favour?
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YASAMAYA DAIR
ON LIVING

Genco Erkal
Fazil Say, Ziilfui Livaneli,
Cem Karaca, Tarik Ocal, Edip

Akbayram, Tolga Cebi, Nadir
Goktiirk, Timur Selcuk

Yigit Ozatalay
Ozlem Kaya
Yiiksel Aymaz
Sernaz Demirel
Yigit Ozatalay

Deniz Dogangiin

MERHABA

Cagdas Engin

Genco Erkal, Tiilay Giinal

BiR DELININ
HATIRA DEFTERI
THE DIARY OF A MADMAN

Nikolay Gogol Genco Erkal

Fazil Say, Kurt Weill,

Coskun Tunctan Yigit Ozatalay, Arif Erkin,
Selim Atakan

Genco Erkal
Yigit Ozatalay

Mete Sakpinar

Cagdas Engin
Duygu Sagiroglu

Cihan Asar
Ozlem Kaya

Ozlem Kaya

YASAMAYA DAIR
ON LIVING:
16 KASIM NOVEMBER

BiR DELININ HATIRA DEFTERi
THE DIARY OF A MADMAN:
18 KASIM NOVEMBER

MERHABA:
19 KASIM NOVEMBER

Hakan Ozipek
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istanbul Tiyatro Festivali; tiyatromuzun ulu ¢inari, bu
yil 60. sanat yilini kutlayan buytik usta Genco Erkal’i ve
50. kurulus yilini kutlayan Dostlar Tiyatrosu’nu saygiyla
selamliyor... 1959’da basladigi sanat yasaminda, bugiine dek;
yazar, oyuncu ve yénetmen olarak sayisiz oyunu sahneye
tasiyan Erkal; senfonik konserlerde ise bircok eseri anlatici
olarak seslendirdi. Odiillui filmlerin yani sira TV projelerinde
de gérev alan sanatgl, cesitli tarihlerde sayisiz 6diile deger
goruldu.
Genco Erkal rehberliginde sarsici bir Nazim Hikmet
uyarlamasi olan Yasamaya Dair, bilyiik ozanin Bursa
Cezaevi’ndeki yasami, esi Piraye Hanim’a olan tutkusu,
stirgiin yillari ve vatan hasretine odaklaniyor. Nazim
Hikmet'in ayni adli destansi siiri Yasamaya Dair bir kez daha
hayat bulurken, sahnede Genco Erkal’a, o unutulmaz ve ice
isleyen sesiyle Tulay Giinal eslik ediyor. Gogol’un en sevilen
eserlerinden biri olan Bir Delinin Hatira Defteri, Turkiye’nin
ilk tek kisilik oyunu olarak Genco Erkal tarafindan 1965'te
Ankara Sanat Tiyatrosu’nda oynanmisti. Oyun Turkiye'de,
meddah gelenegi disinda, batili anlamda metne dayali olarak
sahnelenen ilk tek kisilik oyun olmasi anlaminda da 6nemli bir
yere sahip. Gogol'un tinlti kahramani Popriscin’i ve onun hayal
diinyasina ait bittin karakterleri canlandiran Genco Erkal;
sahnedeki tiikenmeyen enerjisi ve muhtesem performansiyla
seyirciyi bir kez daha biiyuliiyor. Aziz Nesin, Bertolt
Brecht, Can Yiicel, Ndzim Hikmet ve William Shakespeare
yapitlarindan olusan Merhaba ise, Genco Erkal’in uyarlayip
yonettigi tek kisilik unutulmaz bir muzikli gésteri. Yillar
dncesinden seyirciye seslenen bu tinlii yazarlar, diinyanin ve
tilkemizin halleri tizerine kimi zaman guldirtcu, kimi zaman
hiiziinlii kimi zaman ise 6fkeli gézlemleriyle; umutsuzluga
kapildigimiz zamanlarimiza isik tutuyorlar. Seyirciyi, edebiyat
diinyasinin bes buyiik ismi esliginde buytik bir yolculuga

cikaran bu muizikli oyun ilk kez New York’ta sahnelendi.
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Istanbul Theatre Festival salutes one of the greatest names
of our theatre, Genco Erkal, who is celebrating his Goth year
in art, and Dostlar Theatre celebrating its 5oth anniversary.
Erkal, who has staged countless plays as an actor, scriptwriter
and director throughout his career that began in 1959, has
also narrated numerous pieces at symphonic concerts. Besides
acting in award-winning films and taking part in television
projects, throughout his career Erkal has been granted
numerous awards.

The striking Nazim Hikmet adaption On Living directed by
Genco Erkal focuses on the great poet’s years at the Bursa
Prison, his passion for his wife Piraye Hanim, his years in
exile and homesickness. As Nazim Hikmet'’s epic poem On
Living comes to life once again, Tiilay Giinal accompanies
Genco Erkal on stage with her unforgettable and moving voice.
One of Gogol’s most admired works, The Diary of a Madman
was performed by Genco Erkal as the first one-man play ever
staged in Turkey at Ankara Sanat Tiyatrosu in 1965. The play
is also significant for being the first script-based one-man
performance staged in Turkey outside of the meddah tradition.
As the actor who brought Gogol’s famous Poprishchin and

all his imaginary characters to life, Genco Erkal once again
fascinates the audience with his inexhaustible energy and
spectacular performance. Merhaba, compiled from works of
Aziz Nesin, Bertolt Brecht, Can Yiicel, NAzim Hikmet and
William Shakespeare is an unforgettable one-man musical
show adapted and directed by Genco Erkal. In the show,

these great writers call out to the audience from ages past

to illuminate our moments of despair with their sometimes
humorous, sometimes sorrowful and sometimes furious
observations on the state of our world and country. This
musical play, which takes the audience on a grand journey in
the company of five great names from literature, premiered in

New York.
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@ KUZGUNCUK iSKELESI

ONEMLI NOT: Oyun yer yer ayakta dolasarak izlenecektir. Mekdn, merdiven ¢ikip-inmeyi

gerektirir. Mekdnin mimarisine 6zgti nedenlerle, karanlik korkusu olan seyircilerin dikkatli olmasi

tavsiye olunur.

IMPORTANT NOTICE: The play occasionally will be viewed standing and walking within the
venue. The venue requires walking up and down stairs. Due to reasons specific to the venue’s

16 KASIM NOVEMBER

17 KASIM NOVEMBER

18 KASIM NOVEMBER

architecture, viewers with a fear of the darkness are advised to observe caution. ‘

PROJE DiFUZYON & YOGUNLUK

Ozgiil Akinai

Ozgiil Akinci, Zinnure Tiire, ismail Egler, Elif Tekir
Zinnure Tiire, Oya Bacak, Sedat Can Giiveng, Ozgiil Akinci
Yogunluk

Yogunluk

Ulkii Sahin

Edanur Késeli, Yagmur Ruken Kahraman, Ayda Akkaya

Zinnure Tiire, Oya Bacak, Sedat Can Giiveng

Tesekkiirler Thanks to
Tiirkiye Tasarim Vakfi, Ayse Umur, Kadikéy Theatron,
[stanbul Biiyiiksehir Belediyesi, IBB Sehir Hatlari

20 KASIM NOVEMBER
30 KASIM NOVEMBER

1 ARALIK DECEMBER

Kadar, William Shakespeare’in Kral Lear adli oyunundan
esinlenen mekénsal bir performans. Performans ve tiyatro
sanatlari platformu Proje Difiizyon ve sanat inisiyatifi Yogunluk
isbirligi ile hayat bulan oyun; mimari, cagdas sanat ve performans
gibi farkli disiplinlerin bir araya geldigi, Istanbul’un tarihi
iskelelerinden Kuzguncuk Iskele Binasi’na 6zgii bir is olarak
gerceklesiyor. Ozgil Akincr’nin yénetmenligini tistlendigi
projenin, oyunculuk ve dramaturji ayagini Proje Diftizyon; ses,
1stk, gériintii gibi unsurlar mekéna aranje etmeyi (skenografi) ise
Yogunluk sanat kolektifi iistleniyor.

1608 tarihinde yazilan Kral Lear, birgok arastirmaci tarafindan
Shakespeare’in en zorlayici metinlerinden biri olarak gériilr.
Sadece dilsel, anlamsal ve simgesel derinligi agisindan degil,

ayni zamanda icerdigi hareketlilik agisindan da sahnede zorlayici

bir metin. Bunun yaninda, prodiiksiyon tarihindeki cesitliligin de

gosterdigi gibi; eserin felsefi derinligi disiplinlerarasi sanatsal
yaratimlar igin biiyiik bir hazine sunar. Béyle mekansal bir
performans icin bu eseri segmemizin en dnemli nedeni insan

algi ve idrakinin sinirlarina dair sonsuz ¢cagrisim ve zenginlik
barindiriyor olmasi diyebiliriz. Eserin igerdigi duygusal ve tensel
deneyim yelpazesi, mekansal bir performansta amacladigimiz
bitiinsel algi deneyimi icin bulunmaz bir kaynak oldu. Ayrica,
insanlari birbirine sorumlu kilan baglarin hem kurgusal dogasini
hem de baglayici etigini sorgulamaya agan yaniyla da Kral Lear;
oyunculuk dramaturjisi calismalarimizda temel esin kaynagi
olarak yer ald.

Ses, 151k, oyunculuk gibi atmosferi kuran tim 6gelere ayni derecede
6nem veren, mekansal deneyimi buttnliiklu bir algi iginde
kurmaya cabalayan bir performans olarak Kadar; hem esin kaynag)
Kral Lear'a hem de Kuzguncuk Iskele Binasi’na 6zgii yaratimlar
iceriyor. Performans sirasinda farkli dolayimlayici araglarla ziyaretci
algisi; mekan icerisinde 360 derecelik gériis, mekan tarafindan
kapsanma, bir kulaklik vasitasiyla duyma kapasitesinin artirilmasi
ve degisik hareket kombinasyonlari ile cogaltilacak. Bu esnada
oyuncular, mekéansal ve dilsel gercekligi kuran birer anlatici olarak
ziyaretgilere eslik edecekler. Ziyaretciler, yaklasik bir saatlik bu
performansa mekan icinde dolasarak ve farkli noktalarda farkli seyir
deneyimi icinden taniklik edecekler. Her seferinde on ziyaretgi ile
gergeklesecek performans, béylelikle mekan deneyimi kalitesini her
ziyaretgi igin 6zel kilmayr amagliyor.

Kadar, ziyaretgiye performans, cagdas sanat ve mimari
disiplinlerinin arakesitinde gériilebilecek mekéana 6zgii,

bituinlestirici ve kapsayici bir deneyim yasatmayr amagliyor.

As Much is a site-specific performance inspired by William
Shakespeare’s King Lear.
Produced in collaboration between performance and theatre
arts platform Proje Difiizyon and the art initiative Yogunluk,
the play is uniquely located at the Kuzguncuk Pier Building,
one of the historical piers of Istanbul, and combines different
disciplines including architecture, contemporary art and
performance. The project is directed by Ozgiil Akinci, Project
Diffusion is responsible for acting and dramaturgy, and
sound, light, image elements such as arranging the space
(scenography) is undertaken by the art collective Yogunluk.
King Lear, written in 1608, is regarded by many researchers

as one of Shakespeare’s most challenging scripts. Challenging

KADAR | AS MUCH

not only for its linguistic, semantic and symbolic depth but also

for the on-stage action it contains. Yet, as the diversity in the
history of its production indicates, the philosophical depth of
the work presents a treasure trove for interdisciplinary artistic
creations. We could say the most important reason we chose
this play for such a site-specific performance is that it contains
inexhaustible associations and an abundance on the limits of
human perception and cognisance. The range of emotional
and corporeal experience the play holds has been a rare source
for the wholesome perceptual experience we intended for this
site-specific performance. King Lear has been the fundamental
source of inspiration for our actor’s dramaturgy for its aspects
of questioning both the fictional nature and the binding ethics
of the bonds that make people responsible for each other.

As a performance that places equal importance to all elements
that establish the atmosphere such as sound, light and acting,
and endeavours to establish an integrated perception of the
spatial experience; it contains creations unique to both King
Lear and Kuzguncuk Pier Building. During the performance,
the visitors’ perception will be enhanced using multimedia
devices, a 360° view of the site, being immersed in the

space, amplified hearing capacity with headphones and
various movement combinations. Meanwhile, the actors will
accompany the visitors as narrators who construct spatial and
linguistic reality. Visitors will witness this performance, which
lasts approximately an hour, by walking around the place and
seeing different points with differing viewing experiences. With
the aim of maximising the quality of the spatial experience, the
performance will take place with ten admitted visitors at a time.
As Much aims to give the visitor a site-specific, integrative and
inclusive experience that can be observed in the intersection of

performance, contemporary art and architecture.
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. Lol L Siradan bir ciftin, trpertici derecede yogun iliskilerinin bir
KUSURLU ISLER & IKINCIKAT

kesitine stiziiltiyoruz. Yogun imgelem diinyasi ve cizgisel olmayan
20 KASIM NOVEMBER

kurgusuyla Narin Napalm:; siirsel, vahsi ve yer yer komik anlarla

Philip Ridley 21 KASIM NOVEMBER dolu bir askin dehlizlerine aliyor seyirciyi. iceride, bir tiir riiya
zamanda; kadinla erkegin hayal giiciinii, gegmisini, en saf, en

Eyiip Emre Ucaray hirgin, en savunmasiz hallerini gériiyoruz. Kendi kiyametlerini
yasadilar, aktaracaklari sarsici bir éykiileri var! Philip Ridley’in

Fulya Peker cagin yikici siddetini, bir ¢iftin iliskisine yerlestirdigi siirsel
motifler ve zekice bir kurguyla ele aldigi oyun, Tiirkiye'de ilk kez

Gokee Uygun sahneleniyor.

Gokge Rastikg We descend into a cross-section of the eerily intense

relationship of an ordinary couple. Tender Napalm takes the
Mehmet Bilge Aslan, Fulya Peker audience into the passages of a love affair full of poetic, savage
and at times comical moments. On the inside, in a sort of
dream time, we see the imagination, personal history, the most
cantankerous, pure, vulnerable states of the woman and the
man. They have lived through their apocalypse, and have a
shocking story to tell! Philip Ridley’s subtly constructed play
where he approaches the destructive violence of the period by
the poetic motifs he places in the relationship of a couple will

be staged in Turkey for the first time.
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ALTIDAN SONRA TiYATRO

Mustafa Kemal Emirel (davul ve glockenspiel

Basar Sabuncu
Yigit Sertdemir
Aylin Aliveren
Yigit Ozatalay

Biisra Firidin

Giilhan Kadim

23 KASIM NOVEMBER

drum & glockenspiel)

24 KASIM NOVEMBER

Elif Agéren, Veli Cetin, Ozge Acu

Dilay Ekmekgioglu

Aytek Sayan, Burcu Halagoglu, Can Deniz

Erzaim, Levend Yilmaz, Ozan Erd6nmez,

Yigit Sertdemir
Cem Yilmazer
Ozlem Kaya

Mutlu Odemis (akordeon, keman ve
ukulele accordion, violin & ukulele), Giines
Bulak (klarnet, alto saksofon clarinet, alto
saxophone), Sarper Kaynak (piyano piano),
Dogan Dogangiin (kontrbas doublebass),

Tesekkiirler Thanks to
Genco Erkal, Segkin Selvi, Candan Sabuncu, Asu Maro,
Dilek Oztiirk, Burcu Yetis, Volkan Gokemre

Tiilay Giinal, Yesim San

Sokaklarda dogmus, buytimiis, yetismis ve sokaktan hig
kopmadan diinyanin en tepesine gikmayi basarmis biiyiik sanatgi
bir Edith Piaf. Biiyiik bir hayranlikla dinledigimiz o muhtesem
sesini bunca sicak ve erisilir kilan da, bizim de arsinladigimiz o
kaldirimlarla olan bag. Edith Piaf evrensel anlamda i¢imizden biri
ve icimizden biri olmaktan da hig vazgegmemis. Cazibesinin sirri
en ¢ok da burada.

Basar Sabuncu’nun 1982'de kaleme aldigi bu hayat hikayesi,
Gulriz Sururi énciiltigiinde cok basarili bir ekiple sahnelendiginde
seyircinin kalbini fethetmisti. Piaf’in diinyaca tinlii sansonlarina
yazilmis sahane Turkge sézlerin de bu etkide payi biiyiik.

Oyun ¢ok katmanli, farkli anlatim olanaklarina imkén veren

yapisi ile hala heyecan verici. Zamaninda ¢ok kalabalik bir oyuncu
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kadrosu ile sahnelenmis olmasina karsin Kaldinm Sergesi bugiin,

“anlatic1” yedi oyuncunun hikayenin aktarimini sirtlandigi,
oyunsu olanin gergegi aktarmakta 6n plana ¢iktigi bir baska
anlayisla karsinizda. Edith Piaf’in hi¢ kopmadigi sokagi ve oradaki
yasantiyl merkezine alan; bu ciissesi ufak, hangeresi genis
kadinin kisacik bir smre sigdirdig biiyiik bir tutkuyla diinyayi nasil

salladigini izlemeye davetlisiniz. Hos geldiniz ve iyi seyirler.

Edith Piaf is a great artist who was born, grew up, raised on
the streets, and managed to climb to the very top of the world
without ever abandoning the streets. What makes her great
voice, which we listen to with great admiration, so warm and
accessible is its connection to the sidewalks, that we too have
walked. Edith Piaf is one of us in a universal sense and has
never given up being one of us. This is mostly where the secret
to her charm lies.

This life story written by Basar Sabuncu in 1982 conquered

the hearts of the audience when staged by a great team led by
Giilriz Sururi. The wonderful Turkish lyrics written for Piaf’s
world-famous chansons also had a big share in this success.
The play is still exciting for its multi-layered structure which
presents different narrative possibilities. Although it was staged
with a very crowded cast at the time, The Sidewalk Sparrow
appears before us with a different adaptation where seven

“narrating” actors convey the story, and where the theatrical

KALDIRIM SER(;ESi THE SIDEWALK SPARROW

comes to the fore to express the truth. In this play which
centres on the streets and life on the streets, Edith Piaf never
abandoned; you are invited to watch how this petite woman
with a great voice shook the world with the enormous passion

she fit into her brief life. Welcome, and enjoy the show.
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Dans Performans

Talin Biiyiikkiirkciyan

Hazal Déleneken, Tolga Tiiziin
Utku Kara

Tolga Tiiziin

Elif Keskinkili¢

Evrim Zeybek

Tesekkiirler Thanks to

[stanbul Bilgi Universitesi Sahne Sanatlari ve Miizik
Béliimlerine, Cati Cagdas Dans Sanatgilan Dernegi, Omer
Uysal, Mine Nisanyan, Nurhan Biiyiikkiirkciyan, Seref Aktep,
Shoukoufeh Azari, Sule Ates

23 KASIM NOVEMBER

24 KASIM NOVEMBER

“Bak Sen!” ti¢ sanatginin kendi yarattiklari masallardan yola
cikarak; 6nceden kurguladiklar gergek disi evrende; dans, ses ve
gorsel sanatlar kullanarak anda etkilestikleri koreografik temelli bir
dogaclama. Talin Buytkkiirkciyan ve Tolga Tuiziin'tin bu diinyada
bugiin yasamanin ne demek oldugu fikri tizerine yazdigi yedi
soyut masaldan olusan “Bak Sen!”; seyirciler igin, gercekiistiiniin

gerceklikteki yerini sorgulayacaklari bir deneyime dénustiyor.

Yedi Masal

1- Kiigiik bir tirtil varmus. Ortalik toprak kokuyormus. Topragi
delerek yol alan tirtil sert bir duvarla karsilasmis. Duvarin sahibi
varmis. Her duvarin sahibi varmis. Késtebek “ne var” diye
sormus. Tirtil “her sey var, hicbir sey yok” demis. “Hatta her sey
yok hicbir sey var”. “Hicbir sey burada yok” demis késtebek. “Ama
duvar var” demis tirtil.

2- Ambulans sesiyle uyandi. Saat 6gleden sonra iki idi. Kopegi

gezdirmem lazim diye dusuindii. Képek evde yoktu. Elindeki iki
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saati kirk metre kare dairede képegi arayarak gecirdi. iki saat

sonra ev arkadagindan bir telefon geldi. “ilaglarini aldin mi”
diye soruyordu. Képegi o almisti arkadasinin uyumasi igin.
ilaclarini aldi, banyoya gitti, aynada kendine bakti. Aynada bir sey
goéremedi. Ayna bozulmustu, daginik bir yiiz. iki saattir kopek
havliyordu!

3- Tas duvarlarin arasindan ytrlytip insanlari iterek koyu ahsap
kapil ofisine ulasti. Kapiyi iterek igeri girdi. Asistani saat altidan
beri calisiyordu. Giinaydin dedi. “Kag kisi var bugiin” diye
sordu. “Otuz sekiz efendim” dedi. “Bir an 6nce baslayalim.
Ogle yemeginde Harbiye Naziri ile bulusacagim” dedi. “Aksama
sevgilinizle yemege cikacaktiniz ama saninm iptal etmek
zorundayiz” diye devam etti. ismini otuz sekiz kisilik listenin
icinde gordu.

4-1673'ten kalma evinin merdivenlerinden asagiya indi. Asagiya
vardiginda 1573’e gelmisti. Kapidan cikip at arabasina bindi.
Arabacisi onu yarim saattir disarida bekliyordu. Parke taslarinin
tizerinde araba hareket etmeye basladi. Sehir les gibi kokuyordu.
Meydana geldiginde arabadan indi ve 6ylece durdu. Trento
sehrinin meydanina dar agaclar kurulmaktayd:. Giizel bir giin
diye dustindii.

5- Sala zor tutunarak deniz tizerinde siiriikleniyordu. Yukariya
bakti. Bulutlarin arasindan giines cikti, gikacakti. Son bir cabayla
bacaklarini yukariya cekmeyi basardi ve salin tizerine yatti.
Dalgalar durulmaya baslamisti. Riizgar kesildi. “Birisi beni
bulacak” diye dustindii. Kag saat gegtigini bilmeden dylece yatt.
Gozlerini tekrar agtiginda ¢oktan aksam olmustu. Degisik renkte
lic ay tepede parliyordu. “Birisi beni bulacak” diye diisiindi.

6- Elleriyle yapraklari, dallari agmaya calisarak kendine yol
buluyordu. Nefes nefese ilerlerken arada sirada durup etrafi
dinliyordu. Bir ses duydu, yanina bakti. Cok yasli bir kaplumbaga
yavas adimlarla ytrtiyordu. Kaplumbagaya doéntip “Buralara sik

gelir misin?” diye sordu. Ona sordugu sorunun sagmaligina

BAK SEN! | HOW DO YOU LIKE THAT!

inanamadi. Kaplumbaga déniip “Evet, cok sik” dedi fakat bizimki
duymadi. Kaplumbaga “Bunlar kaba oluyor” diye diisiindii.

7- Yatagin Steki tarafina dogru uzanip sigara paketine elini

atti. Paketin iginde sigara kalmamisti. Kalkmaya ¢ok tisendi.
Hem kalksa da evde sigara olmadigini biliyordu. Yanindakine
dénuip bakti. Sigara icecek bir tipe benzemiyordu. ismi neydi
diye diistindii. Nasil gelmisti buraya? En son ne olmustu,
hatirlamiyordu. ismini birak cinsini bile hatirlamadigini diistindii
ama olanlardan kimsenin sikayetci oldugunu diistinmiiyordu. Bir

de sigara olsayd.
— Tolga Tiiziin, Talin Biiyiikkiirkciyan

How Do You Like That!is a choreography based improvisation
where dance, sound and visual arts interact in an unreal
universe conceived by the self-created tales of three artists. How
Do You Like That! is based on seven abstract stories written by
Talin Biiyiikkiirk¢iyan and Tolga Tiiziin on the concept of what
it means to be alive in the world of today. For the audience, it
turns into an experience that will lead them to question the

place of the surreal in reality.

Seven Tales

1- There was a small caterpillar. The air smelled of dirt. The
caterpillar burrowing through the dirt ran into a solid wall.
The wall had an owner, all walls had owners. The mole asked,
“what’s wrong?” The caterpillar answered, “everything’s good,
nothing’s wrong”. “In fact, everything is not, and nothing is”.
“There’s not nothing here” said the mole. “But there is the
wall,” said the caterpillar.

2- He woke up to the sirens of an ambulance. It was 2 o'clock
past noon. I have to walk the dog he thought. The dog wasn’t
at home. He spent two hours looking for the dog in the forty
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square meter apartment. Two hours later he received a call
from his roommate. “Have you taken your medicine?” he was
asking. His roommate had taken the dog away for him to sleep.
He took his pills, went to the bathroom, looked himself in the
mirror. He couldn’t see anything in the mirror. The mirror
wasn’t working. His face was a mess. The dog was barking for
two hours straight!

3- He walked beside stone walls, shoving people to the sides
and reached his office door made of dark wood. He pushed
the door and went in. His assistant has been working since
six o'clock in the morning. He said good morning. “How
many people are there today?” he asked. “Thirty-eight, sir” his
assistant replied. He said, “Let’s get to it right away. I have a

” w

meeting with the Minister of War at lunch.” “You were going
to have dinner with your lover in the evening, but I think we’ll
have to cancel that” he continued. He saw his name on the list
of thirty eight-people.

4- He went down the stairs of his house that was built in

1673. When he had reached the bottom, it was 1573. He went
outside and got on his carriage. His coachman was waiting for
him outside for half an hour. The carriage started to move on
cobblestones. The city reeked of death. When he arrived at the
square, he went down the carriage and just stood there. Gallows
were being built at the centre of the city of Trento. It’s a fine
day, he thought.

5- She was drifting across the sea, barely holding onto the raft.
She looked above. The sun was just about to come out of the
clouds. With a final effort, she managed to pull her legs up and
lay down on the raft. The waves have started to calm down. The
wind stopped. “Someone is going to find me,” she thought.
She lay there not knowing how many hours had passed. It was
evening when she opened her eyes again. Three moons in
different colours were shining above. “Someone is going to find
me,” she thought.

6- He trying to find his way by pushing leaves and branches
aside. As he was moving with bated breath, he stopped once in
a while to listen to the surroundings. He heard a sound, looked
to his side. A very old turtle was walking slowly. He turned
towards the turtle and asked, “Do you come here often?” He
couldn’t believe the absurdity of his question. The turtle turned
and said “Yes, quite often” but he didn’t hear. “How rude,”
thought the turtle.

7- S/he reached over to the other side of the bed and grabbed
the pack of cigarettes. The pack was empty. S/he felt too lazy to
get up. Even if s/he got up, s/he knew there were no cigarettes
in the house. S/he looked at the person laying by her/his side.
Didn’t look like the smoking type. S/he couldn’t remember
her/his name. How did he/she even get here? S/he didn’t
remember what happened last. S/he didn’t even remember
her/his gender let alone her/his name, not that anyone was

complaining. If only there were a cigarette.

— Tolga Tiiziin, Talin Biiyiikkiirkciyan

biriken

BiRIKEN, WIENER FESTWOCHEN, ISTANBUL THEATRE FESTIVAL

Ozen Yula

biriken (Melis Tezkan, Okan Urun)

Cem Yilmazer

Omer Sanigedik

Unal Bostanci

Meral Cetinkaya, Ozan Giiclii, Yusuf Sefaoglu,

Semi Sirtikkizil, Zeynep Su Topal, Ertugrul Aytac Usun,
Cem Baza
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26 KASIM NOVEMBER

29 KASIM NOVEMBER

Buiyuik bir kentin ortasinda bir park. Hava kararinca gizli
degis tokuslarin merkezi haline gelen, kendine gére kurallari,
yetkilileri, deneyimlileri ve miisterileri olan... Ekonomik ¢ikmaz
ve go¢ gercegiile zorunlu olarak bigimlenen hayatlara sahip olan
genglerin, gézetleme toplumu ve siddetin siradanligi arasina
kistirildigi; arzu aligverislerinin ise ikiytizli ahlak anlayisindan
pek kopamadan yasandigi bir park burasi... Bu parkin i¢indeki,
birbirini tamamlayan alti kisinin hikéyelerinden olusuyor
Sahibinden Kiralik.

Bir taraftan kendilerini pazarlayan kisiler; iliski, cinsellik ve agk
arasinda devamli olarak sinirlar ¢cizmeye calisarak baskalarinin
onlara bakisini da diistinmeden edemezler. Clinkii hep “herkes
bize bakiyor”dur. Parka yeni gelenlerden Adnan ile geng Simay
arasinda bir ask dogar. Yalanlar, hayaller, gii¢ savaslarinin eslik
ettigi, parktakilerin varligindan da bagimsiz yasanamayan ¢ok

kisa bir iligki olur bu. Adnan’in atesli arzusu, Simay’'in agklarini
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Yesilcam filmleri kurgusuyla yasama istegiyle carpisir; cinayet,
6¢ alma ve 6te diinyaya kadar siiren bir aci cekisle arabesk

bir kavusamayan 4sik efsanesi dogar. Hayatlari gibi eksik,
gérkemden uzak, sadece kendilerinin bildikleri bir efsane
olacaktir bu.

Simay’in da soyledigi gibi “gece geg vakit televizyonda izlenen
siyah beyaz eski bir film gibi” gecemeyen bir hayati konu alan
Sahibinden Kiralik; kisa, gercekei diyaloglardan yola ¢ikip zaman
algisiyla oynayan monologlara eviriliyor. Oyunda kadrajin icinde

ve disinda; park mezara dénusiiyor, bir mezarin tstiine bir park

insa ediliyor. Sadece yer verdigi sinema referanslari ile degil yazim

uslubuyla da sinematografik bir yapiyi cagristiran Sahibinden
Kiralik'i calisirken; bu yapiyr sahnede yaratmak igin sinema
illizyonu ile yarismak yerine gorselligin ve temsilin analizini
sahnede gerceklestirip, teatraliteyi ve alanini yeniden diisiinme
yolunu sectik. Sinemanin siyah beyaz diinyasini; toplumun

nesillerdir icinden ¢ikamadigi “biri bizi gozetliyor” ve daha genis

anlamda reality tv kiltiiriinii cagristiran Sahibinden Kiralik'ta rape

and revenge filmlerinin beklenmedik “girl power” kurgusunu ve
Gore’un sinirsiz 6lgusuyle trajikomik hale gelen siddet “sosunu”

bulmak miimkiin.

A park in the middle of a large city. A park, which becomes
a hub for shady deals when it gets dark, that has its own rules,
authorities, veterans and clients... This is a park where the
economic crisis and reality of migration have forcefully shaped
the lives of young people that are trapped between a society
of snoops and the mundaneness of violence; where the trade
of sexual desire can’t escape moral hypocrisy... For Rent is
composed of the stories of six people in this park that complete
each other.
The people who prostitute themselves, on one hand,
continuously attempt to set boundaries between relationships,
sexuality and love, they cannot but think how others see them.
Because “everyone’s looking at us” all the time. Love flourishes
between newcomers of the park, Adnan and young Simay.
Accompanied by lies, dreams and power struggles, and unable
to be experienced independently from the others in the park,
it becomes a very short-lived relationship. Adnan’s fiery desire
clashes with Simay’s wish to experience love in the style of
Yesilcam movies. An arabesque unfulfilled love story legend
is born, complete with murder, revenge and transcendental
suffering. This legend will turn out to be just like their lives;
incomplete, far from grandeur, and only known to them. Based
on life that, in Simay’s words, can’t be like “a black and white
movie you watch on TV late at night” For Rent starts with brief,
realistic dialogues and evolves with time warping monologues.
In the play, in and out of the frame, the park becomes a
graveyard, and a park is built on a graveyard. For Rent bears
similarities to a cinematographic structure not only for the
references to cinema it contains but also for its style of writing.
While working on For Rent we decided not to compete with the

cinematic illusion to create this structure on the stage, instead,

we chose to rethink theatricality and its space, and create an
analysis of visuality and representation on the stage. For Rent
evokes the black & white world of cinema, the generation-
spanning feeling “someone is watching us”, and reality TV

culture in a wider sense. It is possible to find the unexpected

“gir]l power” fiction of rape and revenge movies and a “splash”

of violence which hilariously pale in comparison to the limitless

measure of the Gore genre.
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Emre Feza Soysal

Meral Kaya
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Bir insanlik Tarihi

Wajdi Mouawad, Vaatlerin Kani adini tasiyan dortlemesinin

ikinci parcasi olan Yanginlar' bundan on alti yil 6nce, dértlemenin
ilk solugu olan Kiyr'dan alti yil sonra kaleme aldi. Vaatlerin Kani,

o giinden bugtine uzanan yaklasik yirmi yillik stirede, sesini

tim diinya sahnelerinde duyurdu. Mouawad'in dértlemesi, Bati
tiyatrosunun son dénemine ruhunu veren, dramatik yazinda yeni
bir akisa yon saglayan, G. Apollinaire’in ifadesiyle “isaret fisegi”
vazifesi géren yaratilarin baginda geliyor.

Vaatlerin Kani'ni ve bir adim éne ¢ikan pargasi Yanginlar', bugiin
hemen her cografyada yanki bulan, sarsici, buyileyici, ilham verici
bir sese dénustiiren nedir? Yanginlarin metinsel giicii, bana gére
ve bu sinirli satirlarda ifade edebilecegim kadariyla, yaziya ve
sahneye dair unsurlarinin muazzam uyumunda hayat buluyor.
Mouawad, Kiyr'da, denize ulasmaya calisan insanlar vasitasiyla,
bircok defa “yollarin kesistigi yerden” bahseder. Yanginlar, sanki
Mouawad'in isaret ettigi bu bulusma yerine, zihinde ilk piriltisini
buldugu andan, sahnede seyircinin bakisina sunuldugu ana kadar
gecen siireyi kapsayan “tiyatro olayini” olusturan -6ykiiniin, akisin,
monologun, diyalogun, dramatik teknigin, katmanlarin, kisilerin,
kurmacanin, kurgu evreninin, tizuntuyt, giilmeyi, sasirmayi,
isyani, 6fkeyi tetikleyen anlarin, cagrilan kavramlarin, sorularin,
varsayimlarin ve daha nicesinin- tiim bu “yollarin” kesistigi bir
noktaya, bir uyum ve tamamlanma mekéanina karsilik geliyor.
Lubnan asilli Kanadali yazar Wajdi Mouawad, dértlemenin

diger parcalarinda oldugu gibi, Yanginlarda da, okurunu ve
seyircisini, diinyalarinin disina ¢ikmakla yazgili insanlarin somut
ve soyut arayislarina ortak ediyor. Kisiler arayisi tercih etmiyor,
arayis, zamani geldiginde, kisileri mecbur birakiyor. Nawal'in
cocuklarinin arayisi, onlari harekete gecmeye, bilmediklerini
Sgrenmeye, duymadiklarini duymaya mecbur birakan bir éykiintn
ilerleyisi. Yanginlar'in trajedisine iste bu mecburiyet sekil veriyor.

Ortadogu’'nun zamansiz, éliimciil, masalsi topraklarinda, yola

¢tkmak zorunda kalan, zorunda birakilan insanlarin 6ykiileri
kesisiyor. Yasama tutunmak, nefes almak, éldiirtilmemek icin,
tarihine kavusmak, kimligini insa etmek, adini mezar tasina
kaziyabilmek icin, verilmis bir s6zui tutmak, ihanet etmemek
icin, yalnizhigina son vermek, yeni yarinlara can vermek icin ve
ayni zamanda 6ldiirmek icin, can yakmak igin, kan dskmek icin
yola ¢ikanlarin 6ykiilerini anlatiyor Mouawad. Kahkahayla acinin
sira kapmak igin firsat kolladigi bu éykiilere, dogmus oldugu
topraklarin anlati geleneginden beslenen yazarin masalsi siddeti,
siirsel dili eslik ediyor. Sadece “nereden baslayacagini bilmek”
isteyen Jeanne’in simsiki tutunacagi bu dil, hakim kiinmak
istenen sessizligi yikacak olan, sessizligin sesini duymamiza
vesile olacak olan, bizleri aciya, 6fkeye, umuda ve saskinliga tanik
birakacak olan dildir. Hayatlar pahasina yaziya dékiilen dil.

Bir Avrupa metropoliinden, mechul topraklarda, yalniz bir

kéye uzanan yolda kesisen kiigiik yagamlarin tekil dykiilerine,
hemen her cografyada, her dilde yanki bulacak kadar evrensel

bir boyut kazandirmayi basarmis olan Mouawad’in Yanginlar',
Ortadogu’nun “bilindik” tarihinden bir kesit sunmakla yetinmiyor,
fisildadigr cighgr duyurabilecek kadar yakinimiza sokuluyor.
Yanginlar'n sirri, kanli -yine de umutlu- bir insanlik tarihini, ufak

bir muzik kutusuna sigdirip, éniimiize koymasidir belki de.

— Ayberk Erkay

A History of Humanity

Wajdi Mouawad wrote the second piece of his Le Sang des
Promesses (The Blood of Promises) quadrilogy around sixteen
years ago, six years after the first piece of the cycle Littoral
(Tideline). Le Sang des Promesses has been staged in major art
centers around the world during a period of almost twenty
years. His quadrilogy is considered among works which serve

as a “flare”, as Guillaume Apollinaire once coined the term,

which determined the director of western theater’s latest period
and paved the way for a new approach to drama-writing.

What is it that puts Le Sang des Promesses and its most favored
piece Incendies in the forefront in all parts of the world, that
makes it unsettling, captivating, and inspiring? To me, the
power of Incendies’ text comes from the perfect harmony

of the playtext and the stage elements. In Littoral Mouawad
speaks about the intersection of paths through people trying

to reach the sea. And it is as if Incendies corresponds to this
point of meeting, the intersection point of all these “paths”
which comprise the “theatrical event”—the story, the course,
the monologue, the dialogue, the drama technique, the layers,
the characters, the fictional, the fictive universe, the concepts,
questions, assumptions and many more things that are

recalled as well as the moments that trigger sadness, laughter,
astonishment, rebellion, and rage, —that encompasses the
period from the moment the thought appears in your mind
until the moment it is presented to the audience onstage, in
other words, a space of harmony and completion.
Lebanese-Canadian playwright Wajdi Mouawad, just as with the
other pieces of the quadrilogy, engages his reader and audience
in Incendies in the abstract and material searches of the people
who are doomed to leave their worlds. These people do not
choose for a search, the search forces itself upon them when

the time comes. The search of Nawal’s children is a story which
forces them to take action, learn what they don’t know and hear
what they don’t have to. It is this obligation which shapes the
tragedy of Incendies. The stories of people, who have to or are
forced to go on a journey, intersect in the timeless, deathly, tale-
like Middle Eastern geography. Mouawad tells the story of those
who set out on a journey to cling to life, to breathe, to avoid being
killed, to reunite with their history, to build their identity, to
inscribe their names on a tombstone, to keep a promise made, to
not betray, to end their loneliness, to give birth to a new future,
but also to kill, to hurt, to shed blood. Laughter and pain coexist
in these stories which is accompanied by the epic violence and
poetic language of the playwright who takes inspiration from
narrative traditions of his motherland. This language that Jeanne,
who just wants “to know where to start”, will cling to, is the
language which will destroy the silence which is imposed upon,
which will help us hear the sound of silence, and which will
expose us to sadness, rage, hope, and astonishment. A language
that is put into writing at the cost of many lives.

Mouawad’s Incendies gives individual stories of ordinary lives that
intersect on the way from a European metropolis to unknown
lands, a remote village a universal dimension which would be
welcome in almost any geography or language. The play not only
offers a section of Middle East’s “known” history, but also comes
so close to us to make us hear the whisper it screams. Maybe the
secret of Incendies lies in its ability to fit a bloody, yet hopeful,

history of humanity into a music box and put it in front of us.

— Ayberk Erkay

YANGINLAR INCENDIES
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Omer Sarigedik

ilker Ergin, Halit Can Unal
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Ceren Ercan’in énceki yillarda Turkiye disinda sahnelenen iki
kisa oyunu, Oyle Durdum Bekliyordum Gegmeyenler Képriisiinde
ve Kagmis Evlatlar Ormani; dogu-bati, aidiyet ve gog gibi yazarin
diger oyunlarinda da izine rastladigimiz ortak temalar ekseninde
yan yana gelerek, Tuirkiye'de ilk kez seyirci ile bulusuyor.

Kagmus Evlatlar Ormani Almanya'da gerceklesen Macbeth Over
Europe isimli proje kapsaminda 2016 yilinda kaleme alind..
Rusya, Ukrayna, Macaristan, Fransa ve Turkiye'den projeye
katilan oyun yazarlari, diinyada yiikselen baskici rejimler

tizerine tartistiklari ve Macbeth’i de bu dramaturjik yaklasimla
inceledikleri bir atélye gergeklestirdiler. Bunun ardindan ise
Macbeth'ten hareketle yazilan kisa oyunlar sahnelenerek seyirci ile
bulustu. Ercan, bu oyunda; intikamin dénguselligi 6nermesinden
yola gikarak Macbeth metninde tek bir sahnede yer alan
Banquo’nun kiigiik oglu Fleance’a odaklaniyor. Banquo en yakin
dostu olan Macbeth’in adamlari tarafindan ¢lduriiliirken yaninda
oglu da vardir. Fleance cinayet sirasinda kagarak ormanin ve
metnin iginde izini kaybettirir. Bu kisa oyun, Fleance'in pesinden
ormana dalarak onun izini stirmeyi deniyor. Bugtiniin gélgesi
ormana vururken Shakespeare’in sessiz oyun kisisi karanlik bir
masalin diliyle konugmaya baslyor.

Oyle Durdum Bekliyordum Gegmeyenler Kopriisiinde, 2010 yilinda;
Barcelona'da yer alan Avrupa’nin sayili oyun yazarligi odakl
tiyatrolarindan biri olan Sala Beckett Tiyatrosu igin yazild.

ingiliz yazar Simon Stephens’in ge¢misten gelecege baslikli
Snermesi ekseninde sekillenen bir seckinin pargasi olarak Grec
Festivali kapsaminda seyirci karsisina ¢ikti. Otobiyografik geler
tasiyan oyun Izlanda'da gerceklesen volkanik patlama nedeniyle
Barcelona Havaalani’nda ii¢ giin boyunca mahsur kalan geng

bir sanatgi kadinin ekseninde ilerliyor. Pasaport kontroliinden
gecen kadinin sikistigi ara alanda sergi i¢in yaninda bulunan ses
kayitlar araciligi ile kskleriyle yasadigi yiizlesmeye odaklaniyor.
Bir stire 6nce kaybettigi babaannesi ile iletisim kurmanin yolunu
ararken yok olan topraklari tizerine cocuklugundan beri duydugu
hikayeleri ilk kez isitmeyi deniyor. Oyun, yersiz yurtsuzlugun koke
dénustigii yerde gegmisle bugtin arasinda bir képrii kurmanin
imkanini sorguluyor. Barcelona’da sahne igin 6zgin bir “coming
out” olarak yorumlanan oyun, halen Universitat Autbnoma

de Barcelona'da yazarlik dersi miifredatinda yer alan metinler

arasinda.

XXXXXXXXXXXXXXXXX

Ceren Ercan’s two short plays which were staged outside
Turkey in previous years, come side by side in the axis of the
common themes such as “East-west”, “belonging”, “migration”
that we find from writer’s other plays, meets the audience in
Turkey for the first time.

Forest of Fled Sons was written in 2016 as part of the “Macbeth
Over Europe” project in Germany. Playwrights from Russia,
Ukraine, Hungary, France and Turkey held a workshop where
they discussed the increasing repressive regimes in the world
and reviewed Macbeth with this dramaturgical approach.
Afterwards, the short plays written from Macbeth were staged
and met with the audience.

In that play, based on his premise of “the cyclicality of revenge”,
Ercan focuses on Banquo’s youngest son, Fleance, who appears
only at a single scene in the Macbeth text. Banquo gets killed
Dby his best friend Macbeth’s men while his son was with him at
that moment. Fleance escapes during the murder and removes
his trace in the forest and in the text. This short play tries to
track down Fleance by diving into the woods. As today’s shadow
hits the forest, Shakespeare’s silent play character begins to
speak with the language of a dark tale.

I've Stood Like That, Waiting, On the Bridge of No-Passers was
written in 2010 for Sala Beckett Theatre in Barcelona, one of
Europe’s top playwriting-oriented theatres. The play, as part of
a selection shaped by British writer Simon Stephens’s proposal
entitled “Using the past to predict the future”, met with the
audience at Grec Festival.

The play, which carries autobiographical elements, is on the
axis of a young artist woman stranded at Barcelona Airport

for three days due to a volcanic eruption in Iceland. It focuses
on the confrontation the women have with her roots through
the audio recordings she has with her for the exhibition, after
when she passes through passport control and gets in the
“intermediate area” where she is trapped. As she seeks a way
to communicate with her grand mother, whom she recently
lost, she tries to hear for the first time the stories on the lost
land, those that she has heard since his childhood. The play
questions the possibility of building a bridge between the past
and the present where the deterritorialisation becomes the root
itself. The play, which is interpreted as an “original coming
out” for the stage” in Barcelona, is still among the texts in the
curriculum for writing courses at Universitat Autonoma de

Barcelona.
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“bir sey” “a thing”

Ekin Tunceli

Ekin Tunceli, Eda Er
Utku Kara

irem Nalca

Tesekkiirler Thanks to Melih Kirag, Can Ozmen, Bedirhan Dehmen, Berrin Saide Tungeli

kedi kedi kitty kitty

Evrim Akyay
Su Giizey, Evrim Akyay*

Tesekkiirler Thanks to Akbank Sanat, MDTistanbul, Canan Aydogan, Cagla Demiralp,
Tugrul Savasgi

* MDTistanbul dansgisi. MDTistanbul dancers.
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“bir sey”

Uretim siireci ve sabitlenmis bir yapi yerine; sahnede var
edilecek bir yapi arayisinin sonucunda ortaya ¢ikan “bir sey”, ne
yapacagini bilmeme halini ve ona karsi tutunulacak sezgisel
tavri kucakliyor. “Her performansta tekrar var edilen sabun
képugiinden bir heykel gibi. Sabitleyip saklamak imkénsiz ama
nasil yapilacagini cok iyi c6zmek gerekli. isin ilging tarafi giintin
sonunda en iyi bildigim sey ne yapacagimi bilmemek olacak.”
MSGSU Cagdas Dans ASD Lisans Bitirme Projesi (2018) olarak
baslayan “bir sey”in ilk versiyonu 1. Cermodern Uluslararasi Solo
Dans Festivali’'nde sergilendi. Ayrin Erséz mentérliigiindeki iKSV
Koreografik Mentorliik ve Guy Cools mentérligiindeki Impulstanz
ATLAS programlariyla arastirma stireci devam eden eser, iki yillik
arastirma siirecinin sonunda, uzun versiyonuyla ilk kez festivalde
seyirci karsisina ¢ikacak. Zihin ve beden iligkisini arama hali
tizerinden kuran “bir sey”, konusan, dikte eden, sorgulayan analitik
zihin ve duyularla, zaman ve mekénla iletisim ve temas halinde
olan sezgisel zihnin arasindaki catigsma tizerinden kurgulaniyor.
Bulmak igin aramayi degil, bir eylem olarak arama halini merkezine
aliyor. Sanatginin egitim hayati, kariyeri, eserin uzun arastirma
stireci ve eklemeli yapisi géz 6niine alindiginda, eser otobiyografik
bir nitelige burtintiyor. Dustinen ve arayan zihne, sahnede; tek
gercekligin beden oldugu fikrini destekleyen, kaybolabilen, kat:
olmayan objeler ve efektlerin esliginde giiniimuiz insani igin
sikintili ve sorunlu olarak tanimlanan bilmeme hali ele aliniyor.
Herhangi bir iddiada bulunmayan bu ele alisin sonunda; bilmeme
durumunun arastirildig), incelendigi ve yer yer ironik sekilde ele
alindigi tek kisilik bir eser olan “bir sey” ortaya ¢ikiyor. “Hayatimda
sik sik cok bunaldigim, ne yapacagimi bilmedigim, kafa karisikhigi
yasadigim, karar vermekte zorlandigim siirecler oluyor. Bir sekilde
yoluma devam edebildigim siirece, sonrasinda arkama doniip
baktigimda ‘bir sey’ler yapmis oldugumu goriiyorum. “bir sey”i
yapmak icin ilham aldigim nokta tam olarak bu.”

“BiR SEY” “A THING” | KEDi KEDI KITTY KITTY

“a thing”

Instead of a production process and a predetermined structure,
“a thing” emerges as the result of the search for a structure to be
created on the stage, embracing the state of not knowing what
to do and the intuitional attitude to take against it. “Like a statue
made of soap bubbles, it’s re-constructed at each performance.
Impossible to fix and keep, but you have to figure out how to
do it. What is interesting is at the end of the day, the thing I will
do the best is not knowing what to do.” The first version of “a
thing” started as a Mimar Sinan Fine Arts University Modern
Dance Undergraduate Graduation Project (2018) and was
performed at the first Cermodern International Solo Dance
Festival. The research process for the piece continued in the
IKSV Choreographic Mentorship Programme mentored by
Ayrin Ers6z, and Impulstanz ATLAS Programme mentored by
Guy Cools. After two years of research, the longer version of the
performance will appear before the audience for the first time
at the festival. “a thing” is based on the state of searching for the
relationship between the mind and the body. Its foundation lies
in the conflict between the analytical mind and senses that speak,
dictate, inquire, and the intuitive mind that communicates with
and is in touch with time and space. It centres on the state of
searching as an act, not on searching as a means to procure.
The performance acquires an autobiographic quality taking into
account the artist’s education, career, the long research period
of the piece and its modular structure. To the thinking and
seeking mind, on stage; supporting the idea that the only reality
is the body and accompanied on stage by non-solid objects and
effects that may vanish, the performance focuses on the state of
not knowing which is defined as troubled and problematic for
today’s people. At the end of this unassuming challenge; a solo
performance in which the state of not knowing is investigated,
examined and ironically, analysed in “a thing”. “There are periods
in my life that I feel down, periods in which I don’t know what
to do, I'm confused, I find it hard to make decisions. As long as
I can somehow manage to move on, looking back I see I have
done ‘a thing’. That’s exactly the point where I have drawn the

inspiration to create ‘a thing”.
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“BiR SEY” “A THING” | KEDi KEDi KITTY KITTY

kedi kedi

u kedi kedi iki dans¢inin sundugu

bir performatif tiyatro projesi.

2019 Nisan’inda sahnelenmek

tizere Akbank Sanat tarafindan
sponsorlugu tistlenilen proje,

ayni zamanda 2019 Aralik’inda
sahnelenmek tizere Portekiz'deki
Zaratan Air Residency tarafindan da
kabul edildi. =
Gelismekte olan bir proje olarak
izleyiciyle ilk kez 11 Nisan 2019’da
bulusan kedi kedi, iki kiginin

dinamigi tizerine kurulu. Bu iki kisi
arasinda bir 6ykii ve bu diistincelerin
durustlugi ve samimiliginin bir
performans olarak viicut bulmus

hali. Tesadiifen gérdugiimiiz, sokak
ortasinda birbiriyle oynayan iki kedi
yavrusu da bize birlikte calismanin
nasil bir sey oldugunu gésteren hos,
basit bir algoritma ve dinamik oldu
bizim igin. Dansgi olarak ikimizin

de o sirada sanattan bekledigi sey
samimiyetti. Performanscilarin
samimi olmasi, gérebilmesi ve
seffaflasabilmesi ve bedenlerini
ényargisizca ortaya koyabilmesini
istiyorduk, ¢tinkii icinde yasadigimiz
ulke de, bedenler de, sanat formlari
da buyiuik bir gerilim tagiyor. Oncelikle
kendi yasamlarimizda bireysel olarak seffaf olabilmeliydik ki, o
seffafligi sahneye de tasiyabilelim. Harekete temel yaklagimimiz

olarak clown fikrinden yola ¢iktik ve ikimiz de dansci oldugumuz

icin fiziksel iliskilenme ve iletisim olanaklarinin derinlerine daldik.

Seyirciye iki kisi arasinda gegen, samimi, dosdogru, bir mesaj
alma veya anlam ¢ikarma sorumlulugu yiiklemeyip yorumlamaya
acik bir 8ykii sunuyoruz. Amacimiz keyifli, yoruma agik bir mekén
ve atmosfer yaratip dykii anlatiminda bu performatif samimiyet

yaklagimi tizerinde derinlesmek.

kitty kitty

w kitty kitty is a physical theatre project including two
performers. It was a work in progress performance sponsored by
Akbank Sanat (Akbank Bank Art, Istanbul, TR) for the creation
process on April 2019. The performance is accepted by Zaratan
Air Residency in Lisbon, Portugal, and will perform there in
December.

The piece first met with the audience as a presentation of
process on 11th April, 2019. We started researching from

the dynamic of two, the minimal initiation of a story; a story
between the two, and the honesty and sincerity that these ideas

brought to us as a performance existence. And an example of

simple coincidence of seeing two kittens on the street playing

with each other was just another beautiful, plain algorithm
and dynamic which showed us what it meant to work together.
What both of us as performers individually expected from art
at that moment was sincerity. We craved for sincerity from

the performers, the ability to see and show transparency,

and almost unbiased bodies, because the country we live in

is already politically tense, so are the bodies and alternative

art forms. It was crucial for us to become transparent first,
individually in our lives, so that we could be transparent on
stage. We explored the idea of ‘clown’ which is our main

approach to movement, and as two dancers, we dived into the

depths of physical relationing and communication possibilities.

We will show the audience a story between two people; simple
and enjoyable, because it will be open and from the heart
without any implications or responsibilities for the audience
to get a message/meaning, so that the stories we share aren’t
loaded with any direct message from us, but open to the
audience’s interpretation and approach. We just want to create
an enjoyable, responsibility-free space and atmosphere and
search more in this performative approach of sincerity when it

comes to telling stories. m

© VOLKAN ERKAN

g‘°‘0

Vi -
© Geligim P°

leé

"dan Panellere, okurn®

OGRENME VE GELi§IM PROGRAMI SPONSORU

LEARNING AND TRAINING PROGRAMME SPONSOR

YEDITEPE
/ UNIVERSITESI



94

OGRENME VE GELiSiM PROGRAMI | LEARNING AND TRAINING PROGRAMME OGRENME VE GELiSiM PROGRAMI | LEARNING AND TRAINING PROGRAMME

ALTERNATIF SAHNELERDEN BAGIMSIZ TiYATROLARA...
FROM ALTERNATIVE STAGES TO INDEPENDENT THEATRES...

SOYLESi SERISi: BIRLIKTE KONUSALIM
DISCUSSION SERIES: LET’S TALK TOGETHER

istanbul Tiyatro Festivali ve Habitus Kitap, festival icin hazirliklar siirerken programda yer alacak oyunlari derinlemesine incelemek
ve yeni konusma alanlari agmak tizere bir dizi séylesi gerceklestiriyor. Katilimcilar arasinda yonetmenler, oyuncular, elestirmenler; ele
alinacak oyunlar arasinda festival prémiyerleri, sayfalari tekrar tekrar agilacak kitaplar arasinda ise Habitus Kitap yer aliyor. Festival
oyunlarindan hareketle ge¢cmisten giiniimiize; zamani/mekani, simdi ve buradayi, sahneyi/ seyirciyi, dogaclamayi/metni, 6denekliyi/
bagimsizi, cerceveyi/hemzemini, hayalleri/gercekleri, hayati/ tiyatroyu tersyiiz ederek konusacagimiz, devamli ve yeni karsilagsmalara

vesile olmak tizere bir araya geliyoruz. Gelin birlikte konusalim.

While preparations for the festival are underway, Istanbul Theatre Festival and Habitus Books are organising a series of
interviews to explore the plays that will take place in the programme in-depth and open up new areas to discuss. Participants
include directors, actors, critics; the plays to be discussed include festival premieres; the books to be flipped through include
Habitus Books. We come together to be a means of continuous and new encounters and will be talking in-depth about the past
and present of; time/space, here and now, stage/audience, improvised/scripted, funded/ independent, frame/level-ground,

dreams/realities, life/theatre. Come let’s discuss together.

YENi POLITiK TiYATRO: MiNOR ANLATI, MAJORU BELIRLER Mi?
NEW POLITICAL THEATRE: DOES MINOR NARRATIVE DEFINE THE MAJOR?

SAHNEDE COKLU ORTAMIN KARAKTERISTIGi
CHARACTERISTICS OF MULTIMEDIA ON STAGE

KENT TiYATROLARI SEHIR KiMLiGiNi OLUSTURABILIR Mi?
CAN CITY THEATRES BUILD URBAN IDENTITY?

ZAMANIN VE MEKANIN, “SiMDiNiN VE BURADA”NIN YAPISI
THE STRUCTURE OF TIME AND SPACE, “HERE” AND “NOW”

TRAGEDYALAR BiTER Mi, INSANIN ONTOLOJiSi DEGiSiR Mi?
CAN TRAGEDIES END, CAN HUMAN ONTOLOGY CHANGE?
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ATOLYE: CAGDAS RUS TiYATROSUNDAKI EGILIMLERE GENEL BiR BAKIS
WORKSHOP: AN OVERVIEW OF THE TRENDS IN RUSSIAN CONTEMPORARY THEATRE

Gectigimiz on bes yildir gelisen Rus tiyatrosu; seyirciler icin 6nemli bir bilesik diyalog ve dramatik simdiki zaman alani haline
geldi. Cagdas Rus Tiyatrosu, ge¢cmisin hayaletleri ile hesaplasiyor; tipki Maxim Didenko’nun yénettigi, 1930’larin Stalin dénemi
mitleri tizerine insa edilmis Sirk adli oyunda oldugu gibi. Litvanyali yénetmen Rimas Tuminas’in yonettigi Yevgeni Onegin’de Rus
klasik mirasini bir yabancinin gérdiigii bicimiyle hayata gecirirken; Moskova Balesi’ne ait Her Yol Kuzeye Cikar'da, yeniden fiziksellige
odaklaniyor. Ve son olarak, lvan Vyrypaev’in yazip Viktor Ryzhakov'un yénettigi iran Konferans’'da ise, cagdas dramaturji araciligiyla;
politik ayrimlarin ortadan kalktigi giinimiiziin melezligini ortaya koyuyor. Otuz yas altindakiler tarafindan yaratilan yeni ve deneysel
tiyatro, simdilik program disinda kalsa da; cesitliligiyle, duinyadaki herhangi bir ulusal tiyatroyla karsilastirilamayacak kadar essiz
bir tiyatro manzarasi cikiyor ortaya. Golden Mask istanbul'da programi, giiniimiiz Rus tiyatrosunu neredeyse tiim yénleriyle pratik
anlamda sergilerken; tiyatro elestirmeni Kristina Matvienko, ayrintili bir giris yapacagi ataslyeyle, Rus Tiyatrosu’ndaki en ilgi ¢ekici

egilimlerin i ytiziint aktaracak.

The Russian theatre has been flourishing in the past fifteen years: it has become an important point of dialogue of the audience
and the complex, dramatic present time. Contemporary Russian theatre deals with the phantoms of the Past - as in The Circus
directed by Maxim Didenko where the theatre talks about Stalin-era myths of the 1930s; it actualizes the Russian classical heritage
as seen by an outsider - as in Eugene Onegin, done by the Lithuanian director Rimas Tuminas; it refocuses on physicality - as in the
contemporary dance piece presented in the Golden Mask in Istanbul program by Ballet Moscow; finally, through contemporary
dramaturgy, the theatre reveals the hybridity of today’s time, in which you cannot tell the rightists from the leftists, and all that
remains is to skillfully navigate between them — as in the Iran Conference by Ivan Vyrypaev in the direction of Viktor Ryzhakov.
Outside the program is left the new experimental theatre created by those under 30. All of those elements make a unique theatre
landscape, incomparable in its diversity to any national theatre in other parts of the world. The Golden Mask in Istanbul presents
almost the entire spectrum of the Russian theatre as it is today. Theatre critic Kristina Matvienko will give a detailed introduction

to the program and an insight to the recent and most interesting trends in the Russian theatre.
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SEMPOZYUM: GENCO ERKAL'IN 60., DOSTLAR TiYATROSU’NUN s50. YILINA SAYGIYLA
SYMPOSIUM: A TRIBUTE TO GENCO ERKAL'S 6oTH, DOSTLAR THEATRE’S 50TH YEAR

2019'da Genco Erkal sahnede 60. yilini, Dostlar Tiyatrosu da 50. yilini kutluyor. 1959 ve 1969 iki dnemli satirbasi; hem Genco
Erkal''n hem ¢agdas tiyatromuzun hem de iilkemizin siyasi tarihinde de nemli duraklar... istanbul Tiyatro Festivali bu ¢ok 6nemli
iki olayi, tiyatro diinyasindan énemli isimleri bir araya getirerek diizenledigi bir sempozyumla kutluyor. Katilimcilar, sadece
Genco Erkal’la ayni yas kusagini temsil eden, ayni havayi solumus olan isimler degil. Her kusaktan konusmaci Erkal’in ve Dostlar
Tiyatrosu’nun Nazim Hikmet, Bertolt Brecht, Aziz Nesin, Can Yiicel ya da Alfred Jarry, Edward Bond ve Gogol'le hesaplagmasindan
esinlenerek bir portreler cakismasi koyacaklar ortaya. Festival Direktérii Leman Yilmaz'in yapacagi agis konusmasini izleyecek
oturumlarda Aysegiil Yiiksel, Dikmen Giiriin, Kerem Karaboga, Seckin Selvi, Simten Giindes, Zehra ipsiroglu, Zeliha Berksoy, Zeynep
Oral konusmacilar olarak yer alacaklar. Son oturum ise “Bulusmalar” basligi altinda Arif Erkin’den Nurten Tug’a, Zeynep Irgat’tan
Ece Yassitepe'ye, Meral Cetinkaya'dan, Metin Deniz’e, Tulay Giinal’a anilari ve hos anekdotlariyla pek cok degerli ismi bir araya

getirecek. Detayli programa tiyatro.iksv.org/tr adresinden ulasilabilir.

In 2019, Genco Erkal celebrates his Goth year on the stage and Dostlar Theatre celebrates its 50th. 1959 and 1969 are important
milestones in the history of Genco Erkal, modern Turkish theatre and Turkish politics. Istanbul Theatre Festival celebrates these
two very important events by organising a symposium that brings together important names from the theatre world. Participants
of the symposium are not only those from the same generation or breathed the same air as Genco Erkal. Speakers from all
generations that have been inspired by Erkal and Dostlar Theatre’s rendering of Nazim Hikmet, Bertolt Brecht, Aziz Nesin, Can
Yiicel or Alfred Jarry, Edward Bond and Gogol will put forth a convergence of portraits. In the sessions following the opening
speech by the Festival Director Leman Yilmaz, Aysegiil Yiiksel, Dikmen Giiriin, Kerem Karaboga, Seckin Selvi, Simten Giindes,
Zehra Ipsiroglu, Zeliha Berksoy, Zeynep Oral will be present as speakers. The last session titled “Encounters” brings together
many esteemed names from Arif Erkin to Nurten Tug, from Zeynep Irgat to Ece Yassitepe, from Meral Cetinkaya to Metin Deniz,

to Tuilay Giinal with their memories and pleasant anecdotes. The detailed program can be found at tiyatro.iksv.org/en.

Pera Miizesi'nin degerli isbirligiyle

With valuable collaboration of Pera Museum

97



OGRENME VE GELiSiM PROGRAMI | LEARNING AND TRAINING PROGRAMME

USTALIK SINIFI: CAGDAS YONTEMLER / MOSKOVA BALESi REPERTUVARI
MASTERCLASS: CONTEMPORARY METHODS / BALLET MOSCOW REPERTOIRE

Moskova Bale Tiyatrosu'nun dansgilarindan, Rusya’nin énemli cagdas dans koreograflarindan Artem Ignatiev bu atélyede
katimcilara Moskova Bale Tiyatrosu’nda yaptigi calismalardan kesitler sunacak ve 6zel ydntemleri gésterecek, ayrica Moskova

Balesi’'nin repertuvarinda yer alan koreografilerden érnekleri katimcilarla birlikte calisacak.

Artem Ignatiev, one of the dancers of the Moscow Ballet Theatre and Russia’s prominent contemporary dance choreographers,
will present the participants with examples from his works at the Moscow Ballet Theatre and show special methods, as well as

practice examples from the choreographies of the Moscow Ballet with the participants.

MSGSU Cagdas Dans Anasanat Dali’nin degerli isbirligiyle
With valuable collaboration of MSUFA Department of Contemporary Dance

PANEL: SAHNE VE ISIK TASARIMI
PANEL: SCENOGRAPHY AND LIGHT DESIGN

istanbul Tiyatro Festivali, Flaman Sanat Enstitiisii ve Platform 0ogo arasindaki isbirligi kapsaminda, sahne ve 1sik tasarimi
alaninda calisan g sanatgi; Charlotte Bouckaert, Jan Maertens ve Meryem Bayram, isleri ve calisma yéntemleri ile ilgili
deneyimlerini paylasacaklar. Temel konu zamanlama meselesi... Sahne ve/veya isik tasarimi tizerine tartisma ve diyalog bir tiyatro
eserinin, dans performansinin ya da yerlestirmenin tiretim asamasindaki yaratici siireclere ne zaman dahil olur? Bu katilimin statiisi
nedir, bir sahne ya da 151k tasarimi teklifi ne kadar bagimsiz olabilir?

In the context of a collaboration between Istanbul Theatre Festival, the Flemish Arts Institute and Platform oogo, we invite
three artists Charlotte Bouckaert, Jan Maertens, Meryem Bayram who work on scenography and light design to give an insight in
their work and working methods. Main issue is the question of timing. When does a discussion and dialogue on scenography
and /or light design enter into the creative proces of making a theaterpiece, a danceperformance or installation? What is the status

of this contribution, how autonomous can a light design or a scenography proposal behave?

SALT Galata’nin degerli isbirligiyle.
With valuable collaboration of SALT Galata.
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ATOLYE CALISMASI: YUKARIDAN ASAGIYA
WORKSHOP: FROM TOP TO THE GROUND

Artem Ignatiev tarafindan gerceklestirilecek bu atolyede, Ignatiev danscinin agirlik ve denge merkezlerinden yola gikarak uzamin

dikey eksenleriyle nasil calisilacagini gésterecek. Sonrasinda esli ve farkli dogaglama tarzlarini iceren bir calisma gerceklestirecek.

At this workshop, which will be held by Artem Ignatiev, the choreographer will show how to work with the vertical axes of space
based on the dancer’s centre of gravity and balance. He will then perform a work involving partnering and various improvisational
styles.

MSGSU Cagdas Dans Anasanat Dali’min degerli isbirligiyle
With valuable collaboration of MSUFA Department of Contemporary Dance

PANEL: CAGDAS DANSTA YONETICILiK
PANEL: MANAGEMENT IN CONTEMPORARY DANCE

Bu panelde, Moskova Balesi sanat yonetmeni Elena Tupyseva; cagdas dans alanindaki yéneticilik deneyimlerini paylasacak ve
dansta uluslararasi isbirlikleri tizerine konusacak. Rus Tiyatro Sanatlari Akademisi (GITIS) Yapimcilik Béliimii'nden mezun olan
Tupyseva, Birlesik Krallik'ta Ulusal Dans Merkezi “DanceEast’de” staj yapti. 2000 yilindan bu yana Aerowaves Network’iin tyesi olan
sanatcl, 2001'de TSEKH Cagdas Dans Merkezi'nin kurulusuna katildi ve kurumun sanat yénetmenligini tistlendi. Merkezin baslica
projeleri arasinda “TSEKH” Uluslararasi Dans Tiyatrosu Festivali ve “TSEKH” Uluslararasi Cagdas Dans Yaz Okulu bulunuyor.
2009-10 yillarinda Fransiz Kiiltiir Merkezi ve Goethe Enstitiisii'niin ortakliginda gergeklestirilen Intradance ¢agdas koreografi
projesinin kuratérltiguini yapmak tizere davet edildi. Proje sonunda yedi Rus kentinde AB-Rusya ortak yapimi yedi yeni cagdas dans
eseri yaratildi.Tupysev, 2010'dan baslayarak ti¢ yil boyunca ABD’de bulunan, John F. Kennedy Sahne Sanatlari Merkezi’nde kiiltiirel

organizasyonun liderleri programinin tiyeligini yapt.

Ballet Moscow’s artistic director Elena Tupyseva will share her experience of management and talk about international
collaborations in contemporary dance. Graduated from the Russian Academy of Theater Arts (GITIS), Producing Department
Tupyseva, took an internship course in UK at the National Dance Center “DanceEast”. In 2010 she became a fellow of the three-
year program for leaders of cultural organization at the John F. Kennedy Center for Performing Arts in Washington DC, USA.
In 2001 Tupyseva became a co-founder and director of the TSEKh Contemporary Dance Center. The Center’s key projects were
the annual International Dance Theater Festival “TSEKH” and the International Contemporary Dance Summer School “TsEKh”.
In 2009-2010 preiod she was invited to curate the intradance contemporary choreography project, a collaboration of the French
Cultural Center and the Goethe Institute. As a result of the project seven new EU-Russian contemporary dance pieces were

created in seven Russian cities. Tupyseva has been a member of the Aerowaves Network since 2000.

MSGSU Cagdas Dans Anasanat Dali’nin degerli isbirligiyle
With valuable collaboration of MSUFA Department of Contemporary Dance
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PANEL: HiKAYE ANLATICILIGINDAN HiKAYE OYNAYICILIGINA
PANEL: FROM STORYTELLING TO STORYPLAYING

Bu panelde, Koreli oyun sirketi NOLGONG’un kurucusu ve Being Faust — Enter Mephisto’nun yaraticisi Peter Lee, hikdye ve oyuna
dair fikirlerini bizimle paylasacak. 20. yiizyil sinema ¢agiydi, 21. yiizyilda ise artik herkesin hikéye ile oynadigi bir oyun ¢aginda
yastyoruz. Hikaye, biri anlatici digeri ise dinleyici olmak tizere iki yonliidiir; hikdyeyi oynamanin ise ya bir tarafi vardir ya da hig
yoktur. Sinema sanati yolu agarak hikaye anlaticiligini bicimlendirdi. Simdi, dijital devrimler caginda dogan kusaklar ise her seyi
degistirmeye basladi. Herkes veya herhangi biri, artik bilgiye, icerige ve bunlari anlatmak icin gerekli araglara sahip. Hepimiz
oyunculara doniisiirken, kiltiir kurumlari varliklarini yeniden tanimlamak adina neyi degistirmeli ve nasil bir dénisiimden gegmeli?

Bu panelde tiyatro, oyun ve oyun tasariminin kiiltiirel kurumlarin gelecegini nasil dénustiriilebilecegi ele alinacak.

During this panel, Peter Lee, the founder of Korean game design company NOLGONG and the game designer of Being Faust
— Enter Mephisto which is one of the most impressive plays of the festival, will share the idea of storyplaying with us. The 20th
century was the Age of Cinema. We now live in the 21st century, the Age of Game. Storytelling has two sides. One tells a story
and one listens to it. Storyplaying has one or no side. Everyone is playing with the story. The art of cinema leads the way and had
formalized how storytelling was done. Now, digital revolutions and the generation of digital natives have changed everything.
Anyone and everyone has information/contents and means to tell them. We are all players. What and how should cultural
institutions transform to redefine the meaning of their existence? In this panel, we will discuss how play, game and game design

can transform the future of cultural institutions.

Kolektif House’un degerli isbirligiyle
With valuable collaboration of Kolektif House

ATOLYE CALISMASI: ELESTiRi ATOLYESi
WORKSHOP: CRITICISM WORKSHOP

Tiyatro Elestirmenleri Birligi isbirligiyle diizenlenen Elestiri Atélyesi, Hasibe Kalkan'in kolaylastiriciligi ve gevirmenligiyle devam
ediyor. Elestirmenlerin kendi deneyimleri ve festival oyunlari tizerine tartisacaklari atélye calismasinin yiritticilugiini Almanya’nin
dnde gelen giinlik gazetesi Siiddeutsche Zeitung'da tiyatro ve dans editorligii ve ayni zamanda Miilheimer Theatertage'de jiiri tyeligi

yapan yazar, tiyatro elestirmeni ve gazeteci Christine Déssel ustlenecek.

The criticism workshop organised in collaboration with the Association of Theatre Critics continues this year with the
facilitation and translation of Hasibe Kalkan. Critics will be discussing the plays in the festival as well as their personal
experiences. The workshop will be coordinated by theatre critic and journalist Christine Déssel, who works as editor of theatre

and dance at the leading German daily newspaper Siiddeutsche Zeitung and as a jury member at the Miilheimer Theatertage.

Goethe Institut, Istanbul Universitesi Tiyatro Elestirmenligi ve Dramaturji Béliimii ve Tiinel Residence’in degerli isbirligiyle
With valuable collaboration of Goethe Institut and Istanbul University Theatre Criticism and Dramaturgy Department and Tiinel

Residence
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PANEL: BELGESEL TiYATRODA ALTERNATIF ANLATIM ARAYISLARI
PANEL: DOCUMENTARY THEATRE, LOOKING FOR ALTERNATIVE NARRATIONS

2010'da Yunanistan'da bas gésteren ekonomik kriz; yalnizca mahallelerden meydanlara taginan toplumsal hareketlere ve tilke
yurttaslarinda siyasal farkindaligin artmasina yol agmakla kalmadi, ayni zamanda farkl anlatimlari arastirmaya ve bunlari tiyatro
sahnesine tagimaya yonelik de canli bir istek yaratti: halk icin, halk tarafindan ve halkin éykiileri. issizlik deneyiminden beyin géciine,
evsizlikten goce ve asiri sagin irkgiligina dair éykdler... Tiyatro yénetmeni, dramaturg ve Atina Yunanistan Ulusal Tiyatrosu, Deneme
Sahnesi-1'in sanat yonetmenlerinden Prodromos Tsinikoris; cogunlugu belgesel ve gercekgi tiyatro érnekleri olan eserlerini bugtine
dek 16 tilke, 50'yi askin kentte sergiledi. Tsinikoris’in bu paneli, kendi yapim ve deneyimlerinden hareketle, alternatif anlatimlarin

gerekliligine odaklaniyor.

The beginning of the Greek financial crisis in 2010 not only gave birth to social movements on squares and neighbourhoods
and increased political awareness of the country’s citizens, but it also resulted in an urgent desire to research and bring different
narrations to the theatre stage: stories of, by and for the people. Experiences of unemployment and brain drain, of homelessness,
of migration and far right racism... Prodromos Tsinikoris, theatre director, dramaturge and one of the artistic directors of the
Experimental Stage-1 of the National Theatre in Athens, has been working mostly in the documentary / reality theatre genre
and has shown his work in over 50 different cities in 16 countries. The panel of Prodromos Tsinikoris will centre around his

productions in the field of documentary theatre and the necessity for alternative narrations.

PANEL: TURKIYE’'DE CAGDAS TiYATRO
PANEL: CONTEMPORARY THEATRE IN TURKEY

1980’li yillardan baglamak tizere tilkemizde, istanbul merkezli tiyatro hareketliligi; yasadigi kesintiler, déntisiimler ve kirlma
noktalariyla, etkin bir tiyatro ortami glintimiize kadar devam etti. Geride birakilan 30 yila yakindan bakildiginda Tiirkiye'de bir cagdas
tiyatro izlegi olustugu rahatlikla sdylenebilse de; tiim canliligina ragmen ¢agdas tiyatro kimligini 6n plana ¢ikaran alismalara ise
pek rastlanmiyor. iste bu panelin ¢ikis noktasini da, bu ihtiyag olusturur. Teorik ve pratik alanlardan bir dizi kuramci ve sanatginin yer
alacag iki giin siirecek panel, Yeni Metin Yeni Tiyatro Festivali isbirligiyle diizenleniyor. Detayli program ve konusmacilarin isimlerine

ise tiyatro.iksv.org/tr adresinden ulasilabilir.

Since the 1980s, the theatrical activity around Istanbul has continued with breaking points, interruptions and transformations
until the present day where we currently have an active theatre scene. Looking back on thirty years left behind, one can easily say
a path for contemporary theatre has formed in Turkey. However, despite all its vitality, there are not many works that emphasise
the identity of contemporary theatre. The starting point of this panel stems from such a need. Theorists and artists from both
theoretical and practical fields will take part in the two-day panel organised in collaboration with New Text New Theatre Festival.

A detailed programme and the names of the speakers can be found at tiyatro.iksv.org/en.

Arter’in degerli isbirligiyle
With valuable collaboration of Arter
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ATOLYE CALISMASI: ULUSLARARASILASTIRMA STRATEJIiLERi / ULUSLARARASI PERFORMANS SANATLARI
ARENASINDA YONUNU BULMANIN YOLLARI

WORKSHOP: STRATEGY FOR INTERNATIONALIZATION / HOW TO FIND YOUR WAY OF NAVIGATING THE
INTERNATIONAL PERFORMING ARTS ARENA

Uluslararasi calisiyor ama istediginiz kadar odaklanamiyor musunuz? Turkiye disinda turnelere cikmaya ya da uluslararasi
isbirlikleri kurmaya mi basladiniz? Danimarkali ajans WILDTOPIA'nin yaratici yapimcisi, es genel mudiirti ve CPH Sahnesi’'nin
uluslararasi yapimcisi Karen Toftegaard’in tasarladigi ve yénettigi bu atélye, uluslararasi calismalariniz igin bir strateji belirlemenize
yardimci olabilir. Atélye, size yardimei olacak siiregler igeriyor: uluslararasi alanda neden ve nasil calismak istediginizi agikliga
kavusturmak, mekanlar/festivaller icin kullanima hazir dosya tiretmek (teknik sartname ve halkla iliskiler malzemesi) ve eylem
planinizi olusturmak gibi... Bir grupla calisiyorsaniz, stratejiyi birlikte gelistirmek icin bu atélyeye ortaginizla birlikte katilmanizi

Oneriyoruz.

Are you working internationally but need to focus more? Are you starting up touring outside of Turkey — or making
international collaborations? Designed and led by Karen Toftegaard creative producer, co-managing director of WILDTOPIA
Danish agency and the International Producer at CPH Stage, this workshop can help you make a strategy for working
internationally. It contains processes that helps you: to clarify why and how you want to work internationally, to produce ready-to-
use kit for venues/festivals (technical rider + PR material) and to produce your action plan — what are the next steps for working
internationally for you? If you work in a company, we advise you to join the workshop with your partner — developing the strategy

together.

Danimarka Kiiltiir Enstitiisii ve Arter’in degerli isbirligiyle.
With valuable collaboration of Danish Cultural Institute and Arter.
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OKUMA TiYATROSU: YENi METiN YENi TiYATRO, “SENENiIN OYUNU”
READER’S THEATRE: NEW TEXT NEW THEATRE, “THE PLAY OF THE YEAR”

2012'den bu yana GalataPerform tarafindan diizenlenen Yeni Metin Yeni Tiyatro Festivali kapsaminda; Yeni Metin Yeni Tiyatro
atélyelerinde yazilmis oyunlarla, Avrupa’nin cesitli tilkelerinden gelen konuk yazarlara ait oyunlar, oyun okumasi olarak sunuluyor.
Gegtigimiz yil ilk defa, festival kapsaminda seyirciyle bulusan Omer Kagar'in Misafir adli oyununa “Senenin Oyunu” &dulu verilmisti. Yeni
Metin Yeni Tiyatro Festivali isbirligiyle bu yil “Senenin Oyunu” édultine layik gériilen Itir Karabulut'in yazdigi Kalanlar, okuma tiyatrosu

olarak seyirci karsisina ¢ikacak. Okuma tiyatrosunun ardindan diizenlenecek térenle “Senenin Oyunu” 6diilii, yazarina verilecek.

Since 2012 as a part of The New Text New Theatre Festival organised by GalataPerform, plays written in New Text New Theatre
workshops and by guest writers from various countries in Europe are presented as staged readings. Last year, the “Play of the Year”
award was given to Omer Kagar’s play Misafir, which had appeared before the audience for the first time as a part of the festival.
This year, in collaboration with the New Text New Theatre and as part of the Istanbul Theatre Festival’s Learning and Development
Programme, Itir Karabulut’s play Kalanlar which was given “The Play of the Year” award will be presented to the audience as a

staged reading. “The Play of the Year” award will be given to the author after the reading.

Arter’in degerli isbirligiyle
With valuable collaboration of Arter

MASAL SAHNESi

istanbul Masallari Yazim ve Anlatim Atélyesi; istanbul Tiyatro Festivali’nin isbirligi ve istanbul Kalkinma Ajansr’'nin destegiyle,
gectigimiz Nisan-Temmuz 2019’da IKSV Alt Kat'ta gerceklestirildi. 7-9 ve 10-12 yas gruplarindan, Tiirkiyeli ve milteci toplam 30
gocugun katildigr atélyenin yuruttculugini ise masal anlaticisi ve yazari Deniz Soruklu Evren ustlendi. Bu atélye stiresince, cocuklarin

yazip resmettikleri cokdilli masallar bir kitaba déniismekle kalmayip, Masal Sahnesi’nde festival takipcileriyle de bulusacak.

Istanbul Tales Narrative Writing Workshop was held in April-July 2019 at IKSV Alt Kat with the cooperation of Istanbul Theatre
Festival and the support of the Istanbul Development Agency. A total of 30 Turkish and refugee children from age groups 7-9
and 1o-12 participated in the workshop coordinated by the fairy tale writer and narrator Deniz Soruklu Evren. The multilingual
tales children have written and painted during the workshop will be transformed into a book and will be presented to the festival

followers at Masal Sahnesi.

Cimenev Bilim ve Sanat Merkezi, Hayata Destek Dernegi, Kizilay Bagcilar Toplum Merkezi, Okgu Musa ilkokulu, Ozel Karagézyan Ermeni
ilkégretim Okulu, Panlti Gérmeyen Cocuklara Destek Dernegi, Tarlabasi Toplum Merkezi’nin degerli isbirligiyle

With the valuable collaboration of Cimenev Science and Art Center, Life Support Association, Kizilay Bagcilar Community Center,

Okg¢u Musa Primary School, Private Karagozyan Armenian Elementary School, Glitter Association for Children with Visual Impairment,

Tarlabasi Community Center

OCGRENME VE GELiSiM PROGRAMI'NDAKi TUM ETKiNLiKLER UCRETSiZDIR.

LEARNING AND TRAINING PROGRAMME EVENTS ARE FREE OF CHARGE.
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SESLENEN PARCALAR
VOICING PIECES

Seslenen Pargalar’in bilet alabileceginiz gosteri saatlerini asagidan segebilirsiniz.
To buy tickets for the show Voicing Pieces please choose from available hours below:

KASiM NOVEMBER

Carsamba Wednesday

19.30 20.10 21.00 22.00
19.40 20.30 21.30 22.10
19.50 20.40 21.40 22.30
20.00 20.50 21.50

KASiM NOVEMBER

Persembe Thursday

18.00 19.10 20.40 22.00
18.10 19.20 20.50 22.10
18.20 19.30 21.10 22.20
18.30 20.10 21.20
18.40 20.20 21.30
19.00 20.30 21.40

KASiM NOVEMBER

Cuma Friday

18.00 19.10 20.40 22.00
18.10 19.20 20.50 22.10
18.20 19.30 21.10 22.20
18.30 20.10 21.20 22.30
18.40 20.20 21.30
19.00 20.30 21.40

KASIM NOVEMBER
Cumartesi Saturday

18.00 19.10 20.40 22.00
18.10 19.20 20.50 22.10
18.20 19.30 21.10 22.20
18.30 20.10 21.20
18.40 20.20 21.30
19.00 20.30 21.40

KASiM NOVEMBER
Pazar Sunday

17.00 18.10 19.40 21.00
17.10 18.20 19.50 21.10
17.20 18.30 20.10 21.20
17.30 19.10 20.20
17.40 19.20 20.30
18.00 19.30 20.40

MEKANLAR

VENUES

Arter

Irmak Caddesi No. 13
Dolapdere

Beyoglu

T: (212) 708 58 oo

MEKANLAR | VENUES

Sahne Begsiktas
Sinanpasa Mahallesi
Lesker Sokak No. 4
Besiktag

T: (212) 259 10 45

Caddebostan Kiiltiir Merkezi
Caddebostan Mahallesi

Bagdat Caddesi

Haldun Taner Sokak No. 11
Kadiksy

T: (216) 467 36 oo

DasDas
Metropol istanbul
Atatiirk Mahallesi
Atasehir Bulvari
Atasehir

T: (216) 970 03 27

ENKA Oditoryumu
Poligon Mahallesi
Katar Caddesi No. 15/A
Sariyer

T: (212) 705 6o 50

Fransiz Kiiltiir Merkezi
istiklal Caddesi No. 4
Beyoglu

T: (850) 755 68 00

Kuzguncuk iskelesi,

Tiirkiye Tasarim Vakfi
Kuzguncuk Carsi Caddesi No. 9
Uskudar

T: (216) 495 08 88

Moda Sahnesi

Bahariye Caddesi

Halil Ethem Sokak No. 34/27
Kadiksy

T: (216) 330 58 oo/01

MSGSU Bomonti Yerleskesi
Cagdas Dans ASD
Cumhuriyet Mahallesi
Silahsor Caddesi No. 89
Bomonti, Sisli

T: (212) 246 oo 11

Salon iKSV

Nejat Eczacibasi Binasi

Sadi Konuralp Caddesi No. 5
Sishane

T: (212) 334 07 00

SALT GALATA
Bankalar Caddesi No. 11
Karakoy

T: (212) 334 22 00

Tiyatro Pera

Abide-i Hiirriyet Caddesi
No. 211 C Blok
BlackOut Sisli

T: (212) 245 30 08

Toy istanbul

Harbiye Mahallesi
Kadirgalar Caddesi No. 3
Sisli

T: (212) 970 28 69

Uniq Hall

Huzur Mahallesi

Maslak Ayazaga Caddesi No. 4
Sariyer

T: (850) 850 86 47

Zorlu PSM | Turkcell Sahnesi
Turkeell Platinum Sahnesi | Studio
Zorlu Center

Levazim Mahallesi

Koru Sokak No. 2

Zincirlikuyu, Besiktas

T: (850) 222 67 76
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BASKAN
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BASKAN YARDIMCILARI
VICE CHAIRMEN

Ahmet Kocabiyik
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UYELER
MEMBERS

Nuri Colakoglu
Oya Eczacibasi
Ali Fuat Erbil
Tayfun indirkas
Prof. Yekta Kara
Tuncay Ozilhan
Ethem Sancak
Oya Unlii Kizil

KURUMSAL KiMLIK DANISMANI
CORPORATE IDENTITY ADVISOR

Biilent Erkmen
HUKUK DANISMANI
LEGAL ADVISOR

Av. Sadife Karatas Kural

iDARI ISLER DANISMANI

ADMINISTRATIVE AFFAIRS ADVISOR

Cagri Késeyener

ISTANBUL FOUNDATION FOR CULTURE AND ARTS

YURUTME KURULU
EXECUTIVE BOARD

BASKAN
CHAIRMAN

Biilent Eczacibasi

UYELER

MEMBERS

Ahmet Kocabiyik

Prof. Dr. Miinir Ekonomi

DENETLEME KURULU
AUDITORS

Fatma Okan (Borusan Holding AS)

Sibel Yazici Kesler (Argelik AS)

YONETIM
MANAGEMENT

Genel Mudur
General Director

Gorgiin Taner

Mali ve idari isler Bagkani
Head of Finance and Administration
Ahmet Balta

Genel Midiir Yardimcisi
Deputy Director General
Dr. Yesim Giirer Oymak

insan Kaynaklari ve idari isler Direktorii
Human Resources and Administration Director

Semin Aksoy
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Ayse Bulutgil

Kurum Kimligi ve Yayinlar Direkt6rii
Corporate Identity and Publications Director
Didem Ermis Sezer

Pazarlama Direktorii
Marketing Director

irem Akev Ulug

Satis ve is Gelistirme Direktori
Sales and Business Development Director

Dilan Beyhan

Sponsorluk Programi Direktérii
Sponsorship Programme Director
Yasemin Keretli Cavusoglu

istanbul Mtizik Festivali Direktorii
Istanbul Music Festival Director
Efruz Cakirkaya

istanbul Film Festivali Direktorii
Istanbul Film Festival Director

Kerem Ayan

istanbul Bienali ve IKSV Giincel Sanat Projeleri Direktérii
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istanbul Tiyatro Festivali Direktsrii
Istanbul Theatre Festival Director

Dr. Leman Yilmaz

istanbul Caz Festivali Direktorii
Istanbul Jazz Festival Director

Harun izer

istanbul Tasarim Bienali Direktsrii
Istanbul Design Biennial Director

Deniz Ova

Salon IKSV Direktéri
Salon IKSV Director

Deniz Kuzuoglu

Kultir Politikalart Calismalari Direktéri
Cultural Policy Studies Director
Ozlem Ece

Genel Mudiir Asistani
Assistant to General Director
Nilay Kartal

Istanbul Biennial and iKSV Contemporary Art Projects Director

Bige Orer
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DANISMA KURULU
ADVISORY COMMITTEE

Prof. Dr. Dikmen Giiriin
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Dr. Beki Haleva

Docg. Dr. Ayrin Ers6z
Vincent Baudrille

FESTiVAL
THE FESTIVAL

DIiREKTOR
DIRECTOR

Dr. Leman Yilmaz
OPERASYON KOORDINATORU
OPERATIONS COORDINATOR

Handan Uzal Diindar

OPERASYON SORUMLUSU

OPERATION PROCESS COORDINATION

Gizem Aktepe

ETKINLIK SORUMLUSU
EVENTS ASSOCIATE

Deniz Kivilcim

USTYAZI KOORDINASYONU
SURTITLING COORDINATION

Nermin Saatcioglu

STAJYERLER
INTERNS

Asel irem Haraggi
idil Uniivar
Ozden Ozdemir

iLETiSiM GRUBU
COMMUNICATIONS GROUP

DIiREKTOR
DIRECTOR

Ayse Bulutgil

MEDYA iLiSKiLERi
MEDIA RELATIONS

DIREKTOR YARDIMCISI
ASSISTANT DIRECTOR

Aysen Ergene

KOORDINATORLER
COORDINATORS
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Aysen Giirkan
Zeynep Topaloglu

SOSYAL MEDYA SORUMLUSU
SOCIAL MEDIA ASSOCIATE
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ASSISTANT
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VISUAL ARCHIVE EDITOR

Cosku Atalay
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VISUAL ARCHIVE ASSISTANT
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KURUM KiMLiGi VE YAYINLAR
CORPORATE IDENTITY AND PUBLICATIONS

DIiREKTOR
DIRECTOR

Didem Ermis Sezer

EDITORYAL KOORDINATOR
EDITORIAL COORDINATOR

Erim Serifoglu

EDITOR
EDITOR
Itir Yildiz

YAYINLAR GRAFiK UYGULAMA UZMANI
PREPRESS GRAPHIC DESIGNER

Ferhat Balamir

GRAFIKERLER
GRAPHIC DESIGNERS
Esra Kili¢

Ayse Ezgi Yildiz

WEB SITESi YONETICIiSi
WEBMASTER

Sezen Ozgiir

iksv sTUDYO
IKSV STUDIO

SORUMLU
ASSOCIATE

Ebru Giimriikgiioglu

ASISTAN
ASSISTANT
Kamil Kulaksiz
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SPONSORLUK PROGRAMI
SPONSORSHIP PROGRAMME

DiREKTOR
DIRECTOR

Yasemin Keretli Cavusoglu

DiREKTOR YARDIMCISI
ASSISTANT DIRECTOR

Zeynep Pekgoz

YONETICI
MANAGER

Zeynep Karaman

KOORDINATOR
COORDINATOR

Merve Peker

SORUMLU
ASSOCIATE

Derin Tekin

PAZARLAMA
MARKETING

DiREKTOR
DIRECTOR

irem Akev Ulug

PAZARLAMA YONETICILERI
MARKETING MANAGERS
Cansu Askin

Merig Yirmili

SAHA OPERASYONLARI KOORDINATORU
FIELD OPERATIONS COORDINATOR

Sezer Kari

DiJiTAL PAZARLAMA KOORDINATORU
DIGITAL MARKETING COORDINATOR

Bahar Helvacioglu

SATIS VE i$ GELiSTIRME
SALES AND BUSINESS DEVELOPMENT

DIREKTOR
DIRECTOR

Dilan Beyhan

UYELiK PROGRAMI YONETICIiSi
MEMBERSHIP PROGRAMME MANAGER
Giilce Sahin

SATIS OPERASYONLARI KOORDINATORU
SALES OPERATIONS COORDINATOR

Neva Abrar

SATIS VE i$ GELISTIRME KOORDINATORU
SALES AND BUSINESS DEVELOPMENT COORDINATOR

Hamdi Sarioglu

CRM KOORDINATORU
CRM COORDINATOR

Ozge Geng

SATIS OPERASYONLARI ASISTANLARI
SALES OPERATIONS ASSISTANTS
Canan Alper

Hizir Emre Seymenoglu

Ali Murat Akozan

Gamze Giirgeng

UYELIK PROGRAMI ASISTANLARI
MEMBERSHIP PROGRAMME ASSISTANTS
Begiim Cavusoglu

Erim Pala

Yeliz Vural

PRODUKSIYON
PRODUCTION

SORUMLULAR
ASSOCIATES

Basat Karakas (iKSV)
Ali Ulug Kutal (iKSV)
Umut Kurg (FAPRIKA)

ASISTAN
ASSISTANT
Ferhat Asniya

KONUK AGIRLAMA
HOSPITALITY

KOORDINATOR
COORDINATOR

Murat Ozcaylak

ASISTAN
ASSISTANT

Rama Akyer

BiLGi VE BELGE MERKEZi
INFORMATION AND RECORDS CENTRE

YONETICI
MANAGER

Esra Cankaya

MALI VE iDARI iSLER
FINANCE AND ADMINISTRATION

MALI VE iDARIi ISLER BASKANI
HEAD OF FINANCE AND ADMINISTRATION
Ahmet Balta

MALI iSLER
FINANCE

YONETICILER
MANAGERS
Ahmet Buruk
(Biitge ve Muhasebe Budget and Accounting)
Basak Sucu Yildiz

(Finans Finance)

MUHASEBE VE FINANS OPERASYONLARI SORUMLUSU
ACCOUNTING AND FINANCE OPERATIONS ASSOCIATE

Deniz Yilmaz

MUHASEBE VE RAPORLAMA SORUMLUSU
ACCOUNTING AND REPORTING ASSOCIATE
Kadir Altoprak

SORUMLU
ASSOCIATE

Ozlem Can Yasar
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MUHASEBE ASISTANLARI
ASSISTANTS

Gozde Yilmaz

Gizem Déngel

KAMU DESTEKLERi VE ULUSLARARASI FONLAR
PUBLIC AND INTERNATIONAL GRANTS

YONETICI
MANAGER

Ash Yurdanur

BiLGi TEKNOLOJiLERi
INFORMATION TECHNOLOGIES

SISTEM YONETICisi
SYSTEM ADMINISTRATOR
Kadir Ayyildiz

BiLGi TEKNOLOJILERi ASISTANI
INFORMATION TECHNOLOGY ASSISTANT
Tahsin Okan Erdem

iNSAN KAYNAKLARI VE iDARi iSLER
HUMAN RESOURCES AND ADMINISTRATION

DIiREKTOR
DIRECTOR

Semin Aksoy

iINSAN KAYNAKLARI YONETICIisSi
HUMAN RESOURCES MANAGER
Eren Ertekin

iINSAN KAYNAKLARI SORUMLUSU
HUMAN RESOURCES ASSOCIATE

Beste Kayacan

BiNA YONETIMi VE GUVENLIK YONETICIsi
BUILDING ADMINISTRATION AND SECURITY MANAGER

Ersin Kilickan

DANISMA GOREVLISI
RECEPTION OFFICER
Dilara Cetin
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DEPO SORUMLULARI
WAREHOUSE OFFICERS
Serif Kocaman

Sercan Dericioglu
Ahmet Birkan Karagam

YARDIMCI HiZMETLER
SERVICES

Ozden Atukeren
Askin Bircan

Aydin Kaya
Hayrullah Nisanc

KULTUR POLITiKALARI CALISMALARI
CULTURAL POLICY STUDIES

DIREKTOR
DIRECTOR

Ozlem Ece

STRATEJiK PLANLAMA VE PROJE KOORDINATORU

STRATEGIC PLANNING AND PROJECT COORDINATOR

Ezgi Yilmaz

ARASTIRMA ASISTANI
RESEARCH ASSISTANT

Fazilet Mistikoglu

PROJE ASiSTANI
PROJECT ASSISTANT

Valeri Bogosyan

SALON iKSV

DIREKTOR
DIRECTOR

Deniz Kuzuoglu

OPERASYON SORUMLUSU
OPERATIONS ASSOCIATE
Merve Kavas

PRODUKSIYON AMIRI
PRODUCTION MANAGER
Ufuk Sakar

SES MUHENDISI
SOUND ENGINEER

Sinan Ozgelik

ISIK TASARIMCISI
LIGHTING ENGINEER

Efe Siimer

ASISTANLAR
ASSISTANTS
Burak Kayikei
Oguzhan Tosun

iKSV ALT KAT

YONETICI
MANAGER
Elif Obdan Giirkan

ASISTANLAR

ASSISTANTS

Irmak Erdurak

Mehmet Caner Soyulmaz

istanbul Kiltiir Sanat Vakfi (IKSV), 2018
yilinda, Gulriz Sururi’nin degerli bagislariyla
yeni bir tesvik 6dultint hayata gecirdi. Gulriz
Sururi-Engin Cezzar Tiyatro Tesvik Odiili,
uretimleriyle ve yenilik¢i yaklagimlariyla
tiyatromuzun gelisimine katkida bulunan
tiyatro topluluklarina ya da sanatgilara
sunuluyor. iKSV, Giilriz Sururi-Engin Cezzar
Tiyatro Tesvik Odiilui araciligiyla, gencg tiyatro
topluluklarini ve sahne sanatlari alaninda
uretim yapan sanatgilari destekleyerek,
Turkiye'de bu alanda yeni ve nitelikli
yapimlarin gerceklesmesini tesvik etmeyi
amagliyor.

Oyuncu, senarist ve

Initiated by the Istanbul Foundation for
Culture and Arts in 2018 with the generous
donations of the theatre actor Giilriz Sururi,

the Giilriz Sururi-Engin Cezzar Theatre

Encouragement Award is presented to theatre
companies or individuals who contribute

to the development of Turkish theatre
through their productions and progressive
approaches. Through the award, which is
presented in the name of two master actors
who have made immense contributions

to the development of modern theatre in
Turkey, the Istanbul Foundation for Culture
and Arts (IKSV) aims to encourage the

realisation of new and

girisimci Mert Firat; GULRI Z quality productions in
oyuncu ve egitmen Turkey by supporting
Tilbe Saran; cevirmen S URURI emerging theatre

ve tiyatro elestirmeni

Seckin Selvi; istanbul E N G i N

Tiyatro Festivali

companies and artists
working in the field of

performing arts.

Direktérii Leman The Award Jury, headed
CEZZAR Jury

Yilmaz ile oyuncu

Selcuk Yontem’in yer

by IKSV General
Director Gorgiin Taner

aldigi ve IKSV Genel TIYATRO and comprising of

Mudurt Goérglin

actor, scriptwriter and

Taner’in baskanlik T E s VIK entrepreneur Mert Firat,

ettigi secici kurul bu

yil tretimleriyle ve 6 D ﬁ L ﬁ

yenilikci yaklagimlariyla

Turkiye tiyatrosuna katkida bulundugunu
dustndugu 8 topluluga proje
basvurusunda bulunmasi icin cagn

yapti. Topluluklar arasindan Tiyatro

D22, Bam istanbul ve Tiyatro BeReZe,
2019 Giilriz Sururi-Engin Cezzar Tiyatro
Tesvik Odiilu'ne layik gériildi. 100 bin TL
degerindeki Gulriz Sururi-Engin Cezzar
Tiyatro Tesvik Odulu, Tiyatro D22’nin
Julius Caesar, Bam istanbul’'un *Izdirap
Korosu ve Tiyatro BeReZe'nin AN-SIZI-N
isimli projelerinde kullaniimak tizere, proje
bitgeleriyle orantili olarak bu ti¢ topluluk
arasinda paylastirildi.

actress and instructor
Tilbe Saran, interpreter,
theatre critic, author,
stage and costume designer, journalist and
instructor Seckin Selvi, Director of the Istanbul
Theatre Festival Leman Yilmaz and actor
Selcuk Yontem, invited 8 innovative theatre
ensembles from Turkey to submit applications
for the award. Among the applications, Tiyatro
D22 (with Julius Caesar), Bam Istanbul (with
*[zdwrap Korosu) and Tiyatro BeReZe (with
AN-SIZI-N) were selected to be this year’s

recipients of the Giilriz Sururi-Engin Cezzar

Theatre Encouragement Award. The total award

of TL 100,000 will be distributed among the
ensembles for the production of these new
projects.
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