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The theme of this conference is the past, present and future of drama in education. I want to look at
where we are today, then to give some brief attention to the influences from the theatre that have helped
shape our work and finally to suggest that new forms of classroom drama are possible and in fact sorely
needed. These influences, I will suggest, are also to be found in current developments in theatre form
and in this case, the developments in theatre form made by the English playwright, Edward Bond. What
those new forms are, I am not yet sure. This is likely to some extent to be frustrating for you, but I think

the time is ripe to search for what they may be, even though I cannot yet give clear suggestions.

Two main paths have brought me to the position I want to share with you. One has been a growing
concern about the direction in which drama form is being encouraged to go in the UK in some important

areas. The other path has been the growing influence on me of the work of the playwright Edward Bond.

My concern about the direction in which drama in education in the UK is heading is based on several
indicators. In fact, I want to argue that drama in education theory and practice has run into some
difficulties at the present time. Teacher education courses in the UK have been stripped bare of the
possibility of giving new teachers a thorough grounding in pedagogy, which is a vital basis for any
teacher who wants to educate rather than deliver a prescribed curriculum. The cutting back of teaching
time in the universities and the placement of students in schools means that students are apprenticed on
the job with a certain amount of day release to get a smattering of teacher competencies. This
‘apprenticeship’ could be fine if all the host drama teachers were grounded in pedagogy and the theory
and practice of teaching drama, and if they had time to teach the ‘trainees’, as they are now called. Even
at its best, this is no substitute for a course that had the time and resources to open up for the students
theories of art and drama, of teaching and learning, and of ways of knowing, and for all this to be taught
through developing the skilled practice of the student teacher. The pressure to test and write attainment
targets has had the tendency to drive what is taught in drama down to the level of examinable skills. In

this climate it is understandable for teachers to reach for a formulaic approach.

One influence on this development has been the misuse by drama teachers of Structuring Drama Work

by Jonothan Neelands (1990). This book was originally written to serve as a valuable resource for
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teachers who wanted to have a handy range of activities for their drama lessons. It was intended that
teachers, as part of devising sophisticated drama structures, could take some of these ‘conventions’ as
they are called in the book (forum theatre, voices in the head, and some 45 others), and use them as part
of the complex structure of the drama sessions. Instead, they lend themselves to becoming the total
method of work employed in a drama lesson. Conventions are relatively easy to teach and can bring a
degree of ‘success’ relatively quickly. One can imagine an inexperienced teacher grasping at Neelands’
list and saying to him or herself, which conventions shall I use today? When taken out of context, what
is missing is the deep theoretical embedding which a teacher needs to make use of them. Of course, it

was not the purpose of the book to provide this.

However, there is another pressure on teachers to be convention-minded: the school syllabus itself. It
is interesting to note in passing that the Department of Education in the UK has been renamed the
Department for Education and Skills and their guidance for Speaking, Listening and Learning at Key
Stage 1 and 2 has ‘drama’ activities included ((DfES, 2003). The drama work focuses on performance
and is skills based. Complex ‘living through’ drama structures are left out. The drama ‘strategies’ or
‘approaches’, as they are called, are inevitably selected from the conventions approach, formalised by
Neelands: for example, freeze frame, conscience alley, hot-seating, thought tracking, and similar
conventions (DfES, 2003). On the ‘Initial Teacher Education - English’ website, under the section for
the preparation of teachers to teach drama, funded by the Teacher Training Agency (a government

body), it states:

Knowing and using the dramatic techniques or conventions as they are sometimes referred to, is
the key to teaching and learning in drama and underpins the approaches recommended in all of

the guidance documents. (DfES, 2003)

The most comprehensive listing and guide to the conventions approach is available in

Structuring Drama Work [1].

It would seem that the original idea of Structuring Drama Work becoming an aid to developing
complex drama structures has, instead, inadvertently led to this ‘bits and pieces’ approach to teaching
drama for a whole generation of students. I need to emphasise that there is no criticism of Neelands’
teaching intended here. He has always based his work on practice and is a most accomplished
practitioner with a wide international reputation. Even drawing attention to Structuring Drama Work,
Neelands’ book, can make it appear as though I am being harshly judgemental of him. But I want to
underline that this is not the case. Neelands’ own teaching is far more sophisticated than the teaching

that can result from a lesson just made up of a mix of conventions. I want to separate what Neelands has
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provided with this book from the misuse that it has been put to. In this respect, I am referring to the

unforeseen but unhappy outcome of providing a drama manual in this form.

If I am right, that we are at somewhat of a junction, or rather in a siding, in DIE theory and practice, is
there anything in Bond’s approach to theatre that could be useful here? I will explore this in the rest of

this paper.

In 1990, Ken Byron and I set up the International Centre for Studies in Drama in Education at the
University of Central England. Dorothy Heathcote, Gavin Bolton and John Fines were the principal
advisers to the centre and I later proposed Edward Bond as the patron. The aim of the Centre was to
continue mining the rich developments in drama form invented by Heathcote and Bolton and to bring
the leading figures in drama in education and theatre to a position of influence on our work. The choice
of Edward Bond from the field of theatre was more of a hunch on my part than based on real knowledge
of his work. I had read some of his plays and seen them in production and admired them. However, I
could not have explained with any clarity why I saw him as the leading figure in British theatre.
Similarly, I had proposed to the National Committee of NATD (National Association for the Teaching
of Drama) that we invite Bond and Heathcote to be the keynote speakers at the huge protest conference
we organised in 1988, when it became clear that drama was going to be left out of the new National
Curriculum for England and Wales. This was the conference where we also invited international
delegates and launched the plan to start IDEA. I knew why I thought Heathcote was the leading figure in
drama in education but again I could not have explained why I proposed bringing her together with
Edward Bond. As patron of the Centre, Bond gave a workshop to our MA students and local teachers
once a year and wrote the very important ‘Notes on Imagination’ as his inaugural address. Over the

years I gradually began to understand more of his work.

I came to understand that my hunch was right and that he has developed a new form of theatre. Bond
has had a fractious relationship with theatre in England. The National Theatre and the Royal
Shakespeare Company used to premiere his plays but after he found that he could not convince them
that they were dealing with a new theatre form he refused to let them produce his work. Directors and
actors insisted on trying to bring Stanilslavskian or Brecthian techniques to bear on Bond’s plays, but
these just destroy the plays’ power. Instead, the French national theatre has been more of a home and has
premiered a number of his plays. In the UK, since 1995, Bond has worked closely with Big Brum
Theatre in Education Company in Birmingham and has written six plays for them. The latest of these is
a play for primary children which is touring at this present time. Working with Big Brum Theatre in
Education company has, to some extent, given him an acting company he can work with to explore his

plays in performance and how they need to be directed. This has provided him with another home in the
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theatre. It is extraordinary, but wonderful, that one of the theatre’s greatest post-war playwrights gives

the world premiere of some of his plays in Birmingham schools.

For Bond, what is happening to the audience in the theatre is his primary concern. Bond is critical of
the influence of Stanislavski on realist theatre. He argues that Stanislavski focused the social meaning of
realist theatre through the prism of the psychology of the characters in the plays. This reduced his actor
training to making a psychological relationship between the actor and the character. This gives the
emphasis on the personal in the social: the study of the individual in society, even though the individual
in question might stand for a social type. The outcome is that the audience follows the events of the play
through what happens to the characters in terms of their personal development. We empathise with them
or dislike them. We follow their ups and downs with an emotional response with little space for critical
reflection. It is a sensory experience. A Stanislavskian approach to Hedda Gabbler would tend to focus
the audience on Hedda’s psychology and the tangle of her relationships with Tesman and Thea, rather
than on the destructive and reactionary social force she is when she destroys Tesman’s manuscript. It is
not the focus on ‘Now I am burning your child, Thea’ that is important but that in destroying the only
copy of Tesman’s manuscript, she is destroying a uniquely useful contribution to humanity. Chekov’s
and Ibsen’s plays could focus on the social in the personal — that is, to expose how social forces
influence and generally dominate who we are and what we do — but the pressure of Stanislavski’s

methods makes this emphasis impossible.

Bond also argues that Brecht, in trying to correct this orientation, went too far in working to make
reason predominate. Empathy and emotion are allowed in Brecht but they must not cloud cold reason
and at the crucial moment when Brecht the playwright and the director intervenes with the gestus. The
gestus is Brecht’s means of breaking any tendency in the audience to drift into empathising with the
character and directs the audience’s thinking in the ‘right’ direction, at least according to Brecht. This
leads to the distancing or the Verfremdungseffekt. Brecht is clearly concerned to focus on the social in
the personal but does not trust the audience to find themselves. Rather, they are put into a critical
relationship to the events on stage where they can rise above their usual immersion in the stream of
events and be given a perspective on what is wrong with the world. Bond, in one his more trenchant

aphorisms, calls alienation ‘the theatre of Auschwitz’:'

I called the theatre of the A-effect the theatre of Auschwitz. Obviously I do not mean this in a

simple sense. In a simple sense it is the opposite of true. The Nazis at Auschwitz would have

! For a full exploration of this idea see Katafiasz (2005)
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exterminated Brecht not staged him. Brecht spent his energies and his life trying to make hell-

holes such as Auschwitz — or the Gulag — impossible (Bond, 2000: 171).

What does he mean then by this apparently inflammatory remark? He means that reason is not enough.
Fascism and the gas chambers were ruled by reason. What was missing was human imagination and
human values. As Bond says, ‘We desire to reason but reason does not desire.” Bond does not want the
audience to sit above the stream as Brecht does, but to be down in the stream, in the social mess we have
created and to have to find ourselves in that mess. To sit above the stream puts the audience in a
privileged position of being cleverer and wiser than the poor characters in the play. At the end of Mother
Courage we cannot but be drawn to empathise with her and yet Brecht will not allow this. In the film
version of his directing of Mother Courage, when Mother Courage pays the peasant to bury her
daughter, she bows to the peasant to signal the contract is made and then bows to the cart which she is
about to drag out to follow the army. Through this gestus, Brecht is insisting we see her as tied to the
needs of business, which predominate over all other values she might have. He is attempting to direct
how we respond, cutting out our chance to examine how far we are all Mother Courage. It leaves us in
the audience clean and clear, which is a gross distortion of reality. Brecht’s aim is certainly to expose the
social in the personal but Bond argues that his method prevents us from uncovering the social in
ourselves. It could be argued that this pursuit, enabling the audience to find and become themselves, is

the centre of Bond’s theatre form.

Bond’s aim is also, as was Brecht’s, to find ways for drama to face us up to the social forces which, in
the form of ideologies, have entered unbidden into our minds and direct our lives through a sort of mind
control. Bond argues that this mind control makes us feel safer: ideology, in taking over our minds, puts
a brake on our imagining, stops us asking what is beyond, what is out there in the universe. Yet freed of
ideological control however, we face risk; our imaginations allow us to know our insecurity, our frailty,
our fragile hold on life, this short breath of the present moment. The nothingness out there, as Bond calls
it, has the potential to frighten human beings; death and nothingness await us all, so forces of authority
have captured this realm and dictate from it and on its behalf. As Bond (2004) writes, ‘Whoever owns
nothingness owns you.” The centre of the fight to regain ownership of ourselves is to recover our

imaginations from the corruption of ideological impositions:

As Bond puts it:

The future of our species depends on one and only one thing: that the Imagination of the adult

should be as free as the imagination of the child. Then the adult will Imagine the real — that is,
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create value in the world of facts. In doing this the adult will take responsibility for the world:
he or she will become part of the map of the world. When adults imagine the real they become
human: otherwise they are not human — the Imagination is owned by the state and produced as

Ideology, the falsehoods behind which are the fairy tales of murderers (Bond, 2000: 101).

Again Bond (2000: p.130) writes, ‘Drama ... has two ends, “know yourself” and “become yourself”.

Not be yourself, because you must create yourself from what you are'.’

Bond is centrally concerned that drama should offer the possibility, the stimulus, the provocation, for
us all to uncover the hidden forces that try to control us, what he calls transcendentalism: all the
ideologies that provide all the answers to life’s questions (or rather deny the existence of any questions),
ideologies such as religion (in any of its forms), fundamentalist ideas (from Bush to Blair to Islam),
fascism, patriotism, racism, etc. He is intent on recovering the importance of the individual in the social
and the crucial importance of individual responsibility. His theory is based on the belief (and he has
always said he may be wrong) that the human child is genetically pre-programmed for survival and this
leads to the initial desire to be at home and to seek justice in the world. This, he believes, is latent in all
human beings, albeit corrupted beyond recognition in some people, and it is this he tries to reignite in his
plays.

The main tool for this is what he calls a Theatre Event. It is related to what Heathcote and Bolton
mean by dramatic action and levels of meaning. At the centre of the Theatre Event is the use of some
object, action, gesture, etc, or combination of these. He uses objects that do not have strong ideological
connotations invested in them, for example, a chair, a spoon, a cup. This deprives the audience of any

means of loading the object with meaning before the meaning has been stimulated.

To give an example: in Eleven Vests (Bond 1997), one of the plays he wrote for Big Brum Theatre in
Education Company, an ‘enemy’ soldier is bayoneted to death callously as an act of revenge. This
‘enemy’ soldier should have known the rest of his troop had surrendered; they had all hung out their
white T-shirts as a signal of surrender. His vest, the eleventh, was missing. He had been up on the roof
of the tower playing with the remains of a child’s train set. Thinking they were still fighting, he has shot
an English soldier. He is bayoneted as a result, after he has surrendered. After the English soldier thinks
he is dead, the ‘enemy’ sits up, reaches for the rifle, picks it up, but instead of shooting the man who
killed him, he wipes his blood carefully off the bayonet with the vest he had taken off and had been
holding up as a sign of his surrender. No explanation is given for this. After he has carefully done this,
he is bayoneted again, and he falls back and dies. The object here is the eleventh vest or T-shirt and the
action is wiping the bayonet clear of his blood. In the first half of the play the audience sees the soldier

who does the bayoneting, as a teenager at school, totally alienated by his head teacher in a series of
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confrontations. Eventually, the student stabs the head teacher. In the second half of the play he is a
soldier (still called ‘The Student’ in the script) and is being taught the occupation of killing. He is seen
being driven to a frenzy during bayonet practice. He is forced to clean up his mess afterwards: the straw
from the dummies. This is a recurring motif. In the first part, the Head Teacher was constantly trying to
get him to clear up the mess he was making and take responsibility for his supposed actions: another
pupil’s torn jacket, a ripped book. At the end of the play there is the action of ‘the enemy’ ‘clearing up’

his own blood from the bayonet.

This is a Theatre Event. Its aim is to stimulate the audience’s imagination to seek the reason for the
action and to reason out the situation — but not with the directing hand of Brecht’s gestus, which
indicates sow we should think. The audience is left to deal with it or not, as the case may be. The
audience is not distanced from their empathetic involvement with the event. They are not ‘alienated’ as
in Brecht. The aim is for the actors, the audience and the characters in the play all to be on the same
‘site’. This ‘site’ has to be one which will make available all the ideological dimensions under scrutiny.

The action is aimed to provoke the imagination to seek reason.

Bond’s play Olly’s Prison was produced in an African country. In the play, in a long opening scene, a
father insists that his daughter drinks the cup of tea he has made for her. She refuses. The scene becomes
more violent until he strangles her. When this happened the men clapped and cheered and the women
wept. There was much to talk about. This is exactly as Bond would have it. He does not want to control
the audience’s responses as Brecht did. In fact, he has the completely opposite aim: we must take

responsibility for ourselves.

This, of course, is only a glimpse of one aspect of his theatre theory and practice, but it is a central
one. All I have time for is to indicate a striving for a new form that draws the audience into the play,
encouraging empathy and emotion but finding the means for reflection through the Theatre Event, which
aims to stimulate the imagination to seek reason and value but which does not distance the audience. All
Bond’s plays are political, with a small ‘p’; none are didactic. He argues that drama cannot teach, but
only provide a means for the chance to come closer to reality without looking through the opaque glass

of ideology.

So, how does this connect with my unease with the direction of some mainstream drama teaching in
the UK, which is where I started? As far as I can see, the major theatre influences on drama in education
(DiE) have been from Stanislavski and Brecht, with Boal offering a strange mixture of influences from

Brecht and Stanislavski. These have been the major theories of theatre that have come to predominate in
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the West. If they have influenced the development of drama in education as an art form and Bond has
developed a new form of theatre, then the question that is raised is how Bond’s work might relate to and
influence DIiE and whether this can help to take drama in education forward to invent new forms of
work. If Bond is right, that neither Brecht nor Stanislavski are sufficient for today’s theatre, then can this

be true for today’s drama in education? The answer to these questions is my pursuit.

There is only space here to give a brief example of Stanislavski’s and Brecht’s influence on DiE.
However, I think the point is not controversial. Let us imagine that a class of adolescents has become
interested in some form of drama exploring the impact of a new adult figure in the life of a single parent
family. A high percentage of children in the UK are in single parent family units and a common
dilemma is the introduction of a new partner by the mother or father. Let us imagine that the situation is
one where a teenage girl is coming down to breakfast on the morning after the new man in her mother’s
life has stayed the night for the first time. The given is that she resents his presence strongly. The drama
teacher has chosen some objects belonging to her mother’s new man friend: his car keys; his wallet,
inside which the drama teacher has inserted a note saying ‘Hi, give me a call. Susan’ and a phone
number, (her mother’s name is not Susan); his leather jacket slung carelessly over the back of a chair;
his cigarettes and a lighter. Her mother and friend are still upstairs in bed and the teenage girl is invited
to come into this space and find what she would do. She is told she may explore anything in the kitchen
if she feels she would. As she does so she may take a cigarette and light it, she may take some money
out of the wallet, she may find the note, she may hide the car keys and so on, or do none of these things.
At a certain point, another pupil comes in as her mother and they explore their dialogue and maybe later
the man comes in. The form of this drama is likely to be a form of Stanislavskian realism. It is the

dominant form of acting in theatre, films and TV.

In a later sequence, the drama teacher might set the class up in the role of a collective family
counselling service, dedicated to trying to help families deal with their crises. Things have come to a
head in some way. The daughter has tried to leave home or run away with her boyfriend. The teacher
has added the dimension that the man friend is involved in politics and has been encouraging the mother
to participate in demonstrations and to read more widely and she has responded avidly to this. The
daughter thinks her mother is being brainwashed. The mother has turned to the counselling service for
help. The teacher takes the role as one of the counselling group and the family members are invited in
one at a time so that the counsellors can hear each side of the story as the different participants interpret
it. The form here is a sort of Brechtian distancing, where most of the pupils are no longer in the main
event but in a frame distance from that event. I stress ‘a sort of Brechtian distancing’. In fact, the only

dimension that echoes Brecht is the relationship of the family counsellors to the event. They are sitting
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above the stream and not subject to the weaknesses of the people they are interviewing. They are
approaching the event from the predominant perspective of reason. This is the position into which

Brecht puts his audiences.

The Stanislavskian realism form cannot provide enough room for reasoning to appear, except in
discussion afterwards, and the Brechtian influenced distancing encourages reason and criticism to

predominate. The question I am pursuing is: How would a Bondian form of theatre affect this work?

At present, the focus of the drama is on the family members, their values, psychology and how they are
interacting. There are plenty of learning areas: How far should a parent be able to lead an independent
life? Is it just matter of more skilful handling of the situation or is there something more fundamental in
the problem? Should parents keep their personal lives separate and private from their children?
However, there is no real focus on the social in the personal; rather the focus is on the personal in the
social. A truly Brecthtian, let alone Bondian, approach would involve the reversal of these emphases.

Yet, the interesting area is how the Bondian form would appear.

In the time available I can do no more than attempt a sketch of what an answer might be and I
recognise this will be quite unsatisfactory as I am still groping in the dark, but it may be enough to whet

some appetites to explore further. This is the area of research that I think has rich possibilities.

We may begin to focus on the social in the personal without alienation if teacher’s thinking is shifted
from the present focus of the drama which is about — ‘How can these individuals meet their different
needs in one family unit?’ — and move it to ‘What does it mean to have a home, to be at home in the
world?” What if there is a sheet of paper on the kitchen table with a note from the girl’s mother saying
‘Don’t forget to do your homework’? After she has explored the objects in the kitchen the girl makes the
heading ‘My home’. She mutters this under her breath as she writes. Instead of just writing, she has been
asked by the teacher to draw something that stands for home for her. Those watching have to imagine
what she has drawn. When her mother comes in, after the talk that might explore the ongoing situation,
the mother adds her drawing of what ‘my home’ would look like. The man, in this later version, an
asylum seeker — whom the mother has befriended and who is waiting to hear if he will be offered a
home in this country, when he enters — could add his drawing of what a home means to him. None of
those watching knows what has been drawn. If all the members of the class have done this in threes then
when they come to share some, no one will know what others have drawn. This has the possibility to
open up what it means to be at home in the world and where the need to build a wall around us to keep
ourselves safe comes from — to explore what is the ideology behind the feeling of insecurity and what

drives the need for a home.
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Later, the daughter could find a passport belonging to the mother’s boyfriend, with his photo but
someone else’s name in it. The daughter has to decide whether or not to phone the police. This has the
potential to throw the pupils back to their dominant ideological attitudes to asylum seekers. A Theatre
Event is possible in relation to what happens later in the drama. If the police arrive searching for the
asylum seeker and the man has to leave in a hurry, the student playing this role can be asked to decide
what he would give to the woman or the daughter. What he chooses to give/leave behind has the
possibility to become a Theatre Event. This is because the children playing the role are not alienated
from it and it is working not with words but with images, objects, gestures, or any other non-verbal
communication and this makes a space for the young people’s imagination to kick in to seek reason and
value. The drama raises questions such as: What are they all seeking? Who is the main asylum seeker?

Are they all equally asylum seekers? Is it possible to find a safe home in the world?

This form of the drama keeps the empathy alive, makes the imagination work, has used an ordinary
object and made it possible to load it with value and brought reason to bear on the situation without

moving to a frame distance that puts the reflection from a safe, ‘we know the answers’ position.

This is a rather crude and brief example, but at this stage in my thinking it is as far as I can go.
Hopefully, I will develop my thinking and this is why I started by saying I am likely to frustrate you

more than satisfy you.

I have argued that in the UK we are in danger of ‘dumbing down’ drama. In the National Curriculum
and some forms of examination drama, we are reducing a complex art form to a series of comparatively
simple activities. It is time to look at the future development of the form in drama in education. The
major theatre influences so far have been from Stanislavski and Brecht. If it is true that Bond has
developed a new form of theatre, which I believe he has, then I am suggesting the time is ripe for

research projects into what this new form might be for drama in education.

Acknowledgements: Many of the ideas on Bond’s theatre explored in this paper have come from
discussion with the very useful small research group in Birmingham made up of Kate Katafiasz, Bill
Roper, Chris Cooper, and myself, all researching into aspects of Edward Bond’s work. In particular,
Kate Katafiasz has been the source of many of the ideas on Bond’s work and I owe her a great debt. The
group thinking and inspiration has been, and is, invaluable. What I present here is, of course, my own

responsibility.
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Bu konferansin konusu, egitimde dramanin diinii, bugiinii ve gelecegidir. Oncelikle, bugiin
bulundugumuz yere bakmak ve daha sonra tiyatronun, ¢aligmalarimizin bigimlenmesine yardimci olan
etkilerine kisaca dikkat cekmek ve son olarak da sinif i¢i dramada yeni bigimlerin miimkiin oldugu ve
aslinda bu bigimlere ciddi bir ihtiya¢ bulundugunu ifade etmek istiyorum. Kanaatimce bu etkilere tiyatro
formundaki giincel gelismelerde; bu &rnekte ise ingiliz oyun yazar1 Edward Bond’un tiyatro formunda
ortaya koydugu gelismelerde de rastlanacaktir. Bu yeni formlarin ne oldugundan heniiz ben de emin
degilim. Bu durumun sizin i¢in biraz hayal kiriklig1 yaratmas: muhtemeldir. Ancak sizlere su an kesin

Oneriler sunamasam da, bu formlarin neler olabileceginin arastirilmasinin vaktinin geldigi kanisindayim.

Sizlerle paylasmak istedigim bu gériise baslica iki yoldan ulastim. Bu yollardan biri, Ingiltere’de bazi
onemli alanlarda drama formunun tesvik edildigi yone dair artan kaygilardir. Digeri ise oyun yazari

Edward Bond’un ¢aligmalarinin bizzat benim {izerimde gittik¢e artan etkisi olmusgtur.

Ingiltere’de egitimde dramanin hangi yone dogru ilerledigi konusundaki kaygilarim, birgok gostergeye
dayanmaktadir. Aslinda egitimde dramanin teori ve uygulamasinda giiniimiizde bazi zorluklarla

karsilagildig1 kanaatindeyim.

Ingiltere’deki 6gretmenlik dersleri, yeni 6gretmenlere saglam bir pedagojik temel verme olanagindan
yoksun birakilmistir; oysaki bu temel, paket bir egitim programi yerine insanlar1 gercekten egitmek
isteyen her Ogretmen icin hayati 6nem tasimaktadir. Universitelerdeki ders saatlerinin azaltilarak
ogrencilerin okullarda istihdam edilmesi sonucunda 6grenciler, haftanin belirli giinlerinde bu iste ¢girak
olarak calistirilmakta ve 6gretmen becerilerine dair oldukca yiizeysel bilgiler edinmektedir. Okullardaki
tiim drama o6gretmenleri, pedagojik, drama 6gretiminin teori ve pratigi konularinda saglam bir temele
sahip olsa ve simdiki adlariyla ‘stajyerlere’ egitim vermek i¢in yeterli vakitleri olsa bu ‘¢iraklik egitimi’
iyl sonuglar verebilir. Ancak bu tiir bir ‘ciraklik egitimi’, ideal kosullarda bile yeterli zaman ve
kaynaklarin ayrildigi bir dersin yerini asla tutamaz; ¢iinkii bdyle bir ders, sanat ve drama, 6gretim,
o0grenme ve bilme yollan ile ilgili teorileri dgrencilerin Oniine serecek ve biitiin bu teoriler 6gretmen
adayinin pratikteki becerilerinin gelistirilmesi yoluyla 6gretilecektir. Hedeflenen kazanimlarin sinanmast

ve yazilmas: konusundaki baski, genellikle dramada Ogretilenleri test edilebilir beceriler seviyesine

- Bu bildiri 11. Uluslar Arasi Egitimde Yaratict Drama (Diin-Bugiin-Yarin) Seminerinde bildiri olarak sunulmustur.

“ Prof. Dr., Birmingham City Universitesi, International Centre for Studies in Drama in Education, E-posta: daviddavis2006@btinternet.com
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indirgemektedir. Bu ortamda O6gretmenlerin kaliplasmis bir yaklasima ydnelmeleri anlasilabilir bir

durumdur.

S6z konusu gelismenin iizerindeki bir etki de drama Ogretmenlerinin Jonothan Neelands’in (1990)
Structuring Drama Work adli kitabin1 yanlis kullanmalar1 olmustur. Bu kitap aslinda drama derslerinde
cok cesitli yararli etkinlikler kullanmak isteyen 6gretmenlere degerli bir kaynak saglamak amaciyla
yazilmistir. Kitabin amaci, incelikli drama yapilar tasarlarken Ogretmenlerin, kitaptaki adiyla bu
‘standart yontemler’in (forum tiyatrosu, kafa sesleri ve diger 45 kadar olani) bazilarini alip drama
derslerinin karmasik yapisinin bir parcasi olarak kullanabilmelerini saglamakti. Ancak amaglananin
aksine bu yontemler drama dersinde kullanilan biitiin ¢alisma yontemi haline gelmektedir. Yontemlerin
dgretimi nispeten kolaydir ve belli bir derecede ‘basari’y1 oldukc¢a cabuk getirebilir. insanin goziiniin
oniine Neelands’in listesini eline alarak kendi kendine, bugiin hangi yontemleri kullansam, diye soran
deneyimsiz bir 6gretmen geliyor. Baglamin disina ¢ikarildiginda burada eksik olan sey, bir 6gretmenin
bu yontemleri kullanmasi i¢in gerekli olan derin ve oturmus teorik bilgisidir. Elbette kitabin amaci bunu

saglamak degildir.

Bununla birlikte 6gretmenlerin iistiinde yontemci olmaya ydnelik bir baski daha vardir: Okul egitim
programi. Bu arada Ingiltere’de Egitim Bakanligi’nin adinin Egitim ve Beceri Bakanligi olarak
degistirildigini ve 1. ve 2. Temel Evrelerde Konusma, Dinleme ve Ogrenme konusunda rehberlige drama
etkinliklerinin de dahil edildigini kaydedelim (DfES, 2003). Drama g¢alismas1 performans odaklidir ve
beceriye dayanir. Karmasik ’sonuna dek yasama’ drama yapilar1 kapsam disinda birakilmaktadir. Genel
adiyla drama °‘stratejileri’ ya da ‘yaklasimlar’’ kagiilmaz olarak Neelands’in bi¢imlendirdigi yontem
yaklagimindan secilir: 6rnegin fotograf karesi, biling koridoru, sicak sandalye, diislince takibi ve benzer
yontemler (DfES, 2003). Teacher Training Agency’nin (Ogretmen Yetistirme Ajansi) (bir devlet
kurumu) mali destegiyle yaymlanan Initial Teacher Education-Ingilizce adli internet sitesinin,

Ogretmenlerin drama 6gretimine hazirlanmasiyla ilgili boliimde soyle denmektedir:

Drama tekniklerini — ya da bazen anildigi adiyla — yontemlerini bilmek ve kullanmak, dramanin
ogretilmesi ve ogrenilmesinin anahtaridir ve biitiin rehberlik belgelerinde tavsiye edilen

yaklasimlarin temelinde bunlar yatmaktadir (DfES, 2003).

Standart yontemler yaklasiminin en kapsamli listesi ve rehberi, Structuring Drama Work adli

eserde mevcuttur [1].

Structuring Drama Work adli eserin karmasik drama yapilarinin gelistirilmesine yardimci olacagina
yonelik baslangigtaki diisiince, aksine istemeden de olsa drama Ogretiminde biitlin bir 68renci kusag1

icin bu ‘parcali’ yaklasimin dogmasina sebep olmustur. Burada Neelands’in 6gretimini elestirmek gibi
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bir niyetimin olmadigini vurgulamak istiyorum. Neelands ¢alismalarini her zaman uygulama iizerine
temellendirmistir ve tiim diinyada biiylik iine sahip olan ¢ok basarili bir uygulamacidir. Dikkatleri
Neelands’in eseri Structuring Drama Work’e ¢ekmem bile onu acimasizca yargiladigim izlenimini
uyandirabilir. Ama kesinlikle bdyle olmadiginin altin1 ¢izmek isterim. Neelands’in 6gretim yontemi,
cesitli yontemlerin karistmindan olusan bir dersin doguracagi ¢gretim yonteminden cok daha ileridir.
Neelands’in bu kitapta sunduklarini, kitabin yanlis kullanimindan ayri tutmak istiyorum. Dolayistyla
benim burada sz ettigim sey, boyle bir drama el kitab1 sunulmasinin 6ngoriilmeyen fakat iiziicii

sonucudur.

Egitimde drama (DIE) teorisi ve uygulamasinda bir bakima bir kavsakta ya da daha dogrusu, bir yan
yolda bulundugumuz konusunda hakliysam, Bond’un tiyatroya yaklasiminda burada yararli olacak bir

sey var midir? Konusmamin geri kalan kisminda iste bu konuyu ele alacagim.

1990 yilinda Central England Universitesi’nde, Ken Byron ile birlikte Uluslararasi1 Egitimde Drama
Calismalar1 Merkezi’ni (International Centre for Studies in Drama in Education) kurduk. Dorothy
Heathcote, Gavin Bolton ve John Fines merkezin bas danigmanlartydi ve daha sonra ben Edward
Bond’un hami olmasint 6nerdim. Merkezin amaci, Heathcote ve Bolton’in drama formunda ortaya
koyduklar1 zengin gelismeleri aciga ¢ikarmaya devam etmek ve egitimde ve tiyatroda drama alanindaki
onemli sahsiyetlerin ¢aligmalarimizda etki sahibi olmalarint saglamakti. Tiyatro alaninda Edward Bond
secimi benim a¢gimdan kendisinin ¢aligsmalariyla ilgili gercek bir bilgiden ¢ok, bir 6nseziye dayaniyordu.
Edward Bond’un bazi oyunlarint okumus, sahnede izlemis ve hayran kalmistim. Yine de onu neden
Ingiliz tiyatrosunda 6nde gelen sahsiyetlerden biri olarak gordiigiimii net bir sekilde agiklayamiyordum.
Ayni sekilde dramanin Britanya ve Galler bolgesinin yeni Ulusal Egitim Programi kapsamindan
cikarilacagi kesinlesince, NATD (National Association for the Teaching of Drama/Ulusal Drama
Ogretimi Dernegi) Ulusal Komitesi’ne de 1988 yilinda diizenledigimiz biiyiik protesto konferansinda
bas konugmacilar olarak Bond ve Heathcote’in davet edilmesini 6nermistim. IDEA’y1 (Uluslararasi
Drama, Tiyatro ve Egitim Dernegi) kurma plani da uluslararasi temsilcileri de davet ettigimiz bu
konferansla baslamistir. Heathcote’u drama egitimi alanindaki en O6nemli sahsiyet olarak gérmemin
nedenini biliyordum ama onun neden Edward Bond’la bir araya getirilmesini oOnerdigimi
aciklayamryordum. Bond, Merkez’in hamisi olarak yiiksek lisans ogrencilerimize ve yoredeki
ogretmenlere yilda bir kez atdlye calismalar1 diizenledi ve acilis konusmasi olarak da ‘Notes on
Imagination’ (Yaraticilik Uzerine Notlar) adli o ¢ok énemli metnini yazdi. Onun calismalarimi yillar

gectikce daha iyi anlamaya basladim.

Onsezimde hakli oldugumu ve Bond’un yeni bir tiyatro formu gelistirdigini anlamaya baslamistim.

Bond’un Ingiltere’deki tiyatroyla arasi pek iyi degildi. Ulusal Tiyatro ve Royal Shakespeare Company
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(Shakespeare Kraliyet Toplulugu) Bond’un oyunlarinin galalarini yapardi ama Bond, onlar1 yeni bir
tiyatro formuyla kars1 karstya olduklarina ikna edemedigini fark edince oyunlarini sahnelemelerine izin
vermedi. YoOnetmenlerle oyuncular Bond’un oyunlarmma Stanislavski ya da Brecht’in tekniklerini
uygulamakta 1srar ediyor ama tiim bunlar sadece oyunlarin giiclinli mahvetmekten baska bir ise
yaramiyordu. Ingiliz Tiyatrosunun aksine Fransiz Ulusal Tiyatrosu, Bond’a daha fazla sahip cikarak
birgok oyununun galasina ev sahipligi yapmistir. Bond, Ingiltere’de 1995°ten bu yana Birmingham’daki
Big Brum Theatre in Education Company (Big Brum Egitim’de Tiyatro Toplulugu) ile yakin bir iliski
icinde g¢alismaktadir ve bu topluluk i¢in alt1 oyun yazmistir. Bu oyunlarin en sonuncusu, ilkokul
cocuklar icin yazilmis olup su anda turnesi yapilmakta olan bir oyundur. Bond, Big Brum Theatre in
Education Company ile yaptig1 c¢alismalar sayesinde, bir Olgiide oyunlarini sahnede izlemek ve
oyunlarinin nasil yonetilmesi gerektigini gérmek {izere bir tiyatrocular topluluguyla ¢alisma olanagi
bulmus ve bdylece tiyatro alaninda kendine bir ev daha bulmustur. Savas donemi sonrasi tiyatronun en
biiyiik oyun yazarlarindan birinin baz1 oyunlarimin diinya galasint Birmingham okullarinda

gerceklestirmesi sira dig1 fakat harika bir olaydir.

Bond’un 6ncelikli kaygisi tiyatroda seyirciye neler oldugudur. Bond, Stanislavski’nin realist tiyatro
iizerindeki etkisini elestirmektedir. Stanislavski’nin realist tiyatronun sosyal anlamini oyundaki
karakterlerin psikolojisinin siizgecinden gecirdigini 6ne slirmektedir. Boylece Stanislavski’nin oyuncu
egitimi, karakter ve oyuncu arasinda psikolojik bir iliski kurulmasindan ibaret kalmakta ve toplumsalin
icindeki bireysel— yani sdz konusu birey herhangi bir sosyal sinifi temsil edebilirse bile, toplum i¢indeki
bireyin arastirilmasi — vurgulanmaktadir. Sonugta seyirci; oyundaki olaylari, kendi kisisel gelisimleri
acisindan karakterlerin basina neler geldigi acisindan takip eder. Kendimizi karakterlerle 6zdeslestirir ya
da onlar1 sevmeyiz. Onlarin iniglerini ve ¢ikislarini, elestirel diisiinceye yer birakmayan bir duygusal
tepkiyle izleriz. Bu, duyumsal bir deneyimdir. Ornegin Hedda Gabbler’a Stanislavskivari bir yaklasim,
seyirciyi bliylik olasilikla Tesman’in el yazmasint yok edisindeki yikicit ve gerici sosyal giice degil,
Hedda’nin psikolojisine ve Tesman ve Thea ile aralarindaki g¢aprasik iliskiye odaklanmaya sevk
edecektir. Halbuki odaklanilmasi gereken onemli nokta, ‘Simdi senin ¢ocugunu yakiyorum, Thea,’
degil, Hedda’nin Tesman’in el yazmasinin tek niishasini yok ederek insanliga essiz derecede yararli bir
katkiy1 yok ediyor olusudur. Cehov ve Ibsen’nin oyunlar1 toplumsal giiclerin nasil kimligimize ve
yaptiklarimiza etki eden, genellikle de hilkmeden giicler oldugunu agiga ¢ikarmak amaciyla — bireyselin
icindeki toplumsala odaklanabilmektedir; ama Stanislavski’nin kullandig1 yontemlerin baskisi bunun

vurgulanmasini imkansiz kilmaktadir.

Bond ayni1 zamanda Brecht’in de bu yonelimi diizeltmeye c¢alisirken, akl: tistiin kilma c¢abasinda ¢ok

ileri gittigini 6ne stirmektedir. Brecht’in eserlerinde empati ve duyguya yer vardir ama bunlar nesnel akli

KIS/YAZ 2007, CILT 1, SAYI 3-4



Edward Bond ve Egitimde Drama 95

golgelememelidir; 6zellikle de oyun yazar1 ve yonetmen Brecht’in gestus ile araya girdigi o can alict
anda. Gestus; Brecht’in, seyircinin karakterle 6zdesim kurmaya yonelik her tiirlii egilimine son vermek
ve seyircinin diisiincelerini — en azindan Brecht’e gore — ‘dogru’ yone yonlendirmek icin kullandig:
aragtir. Bu aracin kullanilmasi, uzaklastirmaya ya da “Verfremdungseffekt’e”” (yabancilastirma etkisi)
yol agar. Brecht’in bireyselin igindeki toplumsala odaklanma kaygisi oldugu agiktir ama bunu kendi
kendine bulmasi konusunda seyirciye giivenmez. Aksine seyirciler sahnedeki olaylarla elestirel bir iliski
icine sokulur ve bu iliskide olaylarin akisina olagan dalislarindan sryrilarak diinyada nelerin yanlis
gittigine dair bir perspektif edinebilirler. Bond, daha keskin aforizmalarinin birinde, yabancilagtirmayi

‘Auschwitz Tiyatrosu’- olarak adlandirir:

A-etkisi  tiyatrosunu Auschwitz tiyatrosu olarak adlandirdim. Bunu basit bir anlamda
kullanmadigim aciktir. Basit bir anlamda bu, gercegin ziddidir. Oyle olsa Auschwitz’deki
Naziler oyunlarini sahnelemez, Brecht’i yok ederlerdi. Brecht, enerjisini ve hayatint Auschwitz —
yva da Gulag — gibi cehennem g¢ukurlarini olanaksiz hale getirmeye harcamistir (Bond, 2000:

171).

O halde Bond goriiniirde kiskirtic1 bu ifadeyle ne demek istemistir? Demek istedigi sey, aklin yeterli
olmadigidir. Fagizm ve gaz odalarina akil egemendi. Eksik olansa insan yaraticilig1 ve insani degerlerdi.
Bond’un da dedigi gibi, ‘Biz akli arzulariz ama akil arzulamaz.” Bond, Brecht’in istedigi gibi seyircinin
akisin Otesinde degil, bizzat i¢inde olmasini; kendi yarattigimiz toplumsal kargasanin i¢inde olup bu
kargasa i¢inde kendimizi bulmak zorunda kalmamizi ister. Akisin 6tesinde olmak, seyirciyi oyundaki
zavalli karakterlerden daha akilli ve bilge oldugu ayricalikli bir konuma getirir. Cesaret Ana’nin
sonunda kendimizi onun yerine koymaktan alikoyamayiz fakat Brecht buna asla izin vermeyecektir.
Cesaret Ana’nin kendi yonettigi film uyarlamasinda, Cesaret Ana, koyliiye kizin1 gdommesi i¢in para
verirken, anlastiklarini anlatircasina kdyliiye reverans yapar; ardindan ordunun pesinden gitmek iizere
gotiirecegi arabaya da bir reverans yapar. Bu gestus araciligiyla, Brecht 1srarla bizim, Cesaret Ana’y1
sahip olabilecegi diger biitiin degerlerden {iistiin tuttugu ticaretin gerekliliklerine bagli biri olarak
gormemizi istemektedir. Ne kadar Cesaret Ana oldugumuzu diisiinme imkanini elimizden alarak
tepkilerimizi yonetmeye calismaktadir. Onun bu ¢abasi bizi tamamen birer seyirciden ibaret kilar; bu ise
gercegin tam anlamiyla ¢arpitilmasidir. Brecht’in amaci kuskusuz bireyselin i¢indeki toplumsali agiga

cikarmaktir ama Bond, onun yonteminin kendi icimizdeki toplumsali ortaya ¢ikarmamizi engelledigini

" Brecht'in epik tiyatro kuraminin en 6nemli dgelerinden biri olan “gestus” kavraminin anlam gergevesi, her ne kadar aym kokten tiirese de,
dilimizde onerilen karsiliklari olan “jest”, “toplumsal jest” ya da “toplumsal davranis” gibi terimlerle ifade edilemeyecek kadar genistir. Sadece
jest veya davranis anlamini asan gestus, bir insanin bir baskas1 karsisindaki tutumunun akla gelebilecek biitiin ifadelerini kapsar: ses tonu, yiiz
ifadesi, bedenin konumu, bir insanin bir baskasi 6niinde konusma ve durus bigimi, ona goésterdigi tepkiler gibi.

" Kelimenin bas harfinden dolay1 V-effekt yani V-etkisi de denmektedir. Ayni sekilde terimin Ingilizce karsihig1 olan “alienation effect” iginse
biraz asagida Bond’un alintilanan soézlerinde de goriilecegi gibi A-effect’in karsiligi olarak A-etkisi terimini kullandik. A-etkisi terimini

Auschwitz ile ayni1 harfle baglamasidan dolay: kullandik; Tiirk¢e’de Y-etkisi (yabancilastirma etkisi) ile karsilanmasi daha dogru olacaktir.

~ Bu diistinceyle ilgili ayrintili bir inceleme i¢in, bkz. Katafiasz (2005).
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one siirer. Bu ¢abanin, yani seyircinin kendini bulup kendisi olmasini saglamanin Bond’un tiyatro

formunun merkezi oldugu soylenebilir.

Bond’un bir amaci da, tipki Brecht gibi, ideoloji formunda zihinlerimize davetsizce girip yerleserek bir
tir zihin kontrolii yoluyla yasamlarimizi yonlendiren toplumsal giiclerle bizi yiizlestirecek drama
yontemleri bulmaktir. Bond, bu zihin kontroliiniin kendimizi daha giivende hissetmemizi sagladigini 6ne
siirmektedir: ideoloji, zihinlerimizi ele gecirerek hayal giiciimiizii frenler; &telerde, evrende neler
oldugunu sorgulamaktan bizi alikoyar. Fakat ideolojik kontrolden kurtuldugumuzda da yine tehlikeyle
kars1 karstya kaliriz; hayal giiciimiizle giivensizligimizin, gii¢siizliglimiiziin, hayatla aramizdaki kirilgan
bagin, i¢inde bulundugumuz anin kisaliginin bilincine variriz. Bond’un dedigi gibi, disaridaki higlik
insanlar1 tirkiitebilir; hepimizi 6liim ve hig¢lik bekliyor, bu yilizden otoriter giicler bu alani ele gegirmistir
ve oradan ve onun adina egemenligini icra eder. Bond’un da (2004) yazdig1 gibi ‘Hiclige sahip olan,
sana da sahiptir.” Benligimizin sahipligini geri kazanma savasinin merkezinde hayal giiciimiizii ideolojik

dayatmalarin tahriplerinden kurtarmak yatmaktadir:
Bond soyle der:

Tiiriimiiziin gelecegi sadece ve sadece tek bir seye baghdir: Yetiskinlerin hayal giicii,
cocuklarinki kadar ozgiir birakilmalidir. Iste o zaman yetiskinler gercek olani hayal edecektir —
yani gercekler diinyasinda deger yaratmayi. Yetiskinler boylelikle diinyanin sorumlulugunu
yiiklenir: diinya haritasinin bir parcasi olurlar. Yetiskinler gercek olani hayal ettiklerinde
insana doniigiir: aksi takdirde insan olamazlar — Hayal giicii devletin tekelindedir ve Ideoloji

olarak, ardinda canilerin masallart yatan aldatmacalar olarak iiretilir (Bond, 2000: 101).

Bond (2000: 130) yine der ki: ‘Dramanin ... iki amac1 vardir, “kendini bil” ve “kendine dén”. Kendin

ol degil, clinkii kendinizi, ne iseniz ondan yaratmalisiniz.’

Bond’un esas kaygisi sudur: drama, hepimizi kontrol etmeye ¢alisan gizli gii¢leri — kendi deyisiyle
transandantalizm (askincilik) — aciga ¢ikarmak i¢in bize olanak, tesvik, tahrik sunmalidir: yani yasamin
biitlin sorularini yanitlayan (ya da daha ¢ok biitiin sorularin varligini reddeden) tiim ideolojileri; din gibi
ideolojileri (tiim formlariyla); koktendinci fikirleri (Bush’tan Blair’e ve Islam’a kadar); fasizm,
vatanseverlik, irk¢ilik vb. ideolojileri. Bond, toplumsal icindeki bireyselin dnemini ve bireysel
sorumlulugun hayati 6nemini geri kazanmaya azmetmistir. Bond’un teorisi, (yanilabilecegini her zaman
belirtir) insanoglunun cocukluktan genetik olarak hayatta kalmaya programlandigr ve bunun da ilk
olarak evde olma ve diinyada adaleti arama arzusuna yol ag¢tig1 inancina dayanmaktadir. Ona goére bu
arzu, bazi insanlarda taninmayacak kadar bozulmussa da, her insanin i¢inde potansiyel olarak bulunur ve

Bond’un oyunlarinda yeniden alevlendirmeye calistig1 diislince de iste budur.
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Bunun temel araci, kendisinin deyisiyle Tiyatro Olayidir. Heathcote ve Bolton’in dramatik eylem ve
anlam diizeyleri derken kastettikleri seyle iliskilidir. Tiyatro Olayinin merkezinde bir nesne, eylem, jest
vb. ya da bunlarin hepsinin bir kombinasyonun kullanilmas: yatmaktadir. Bond, gii¢lii ideolojik
cagrisimlar yiikklenmemis nesneleri kullanir; 6rnegin sandalye, kasik, fincan. Boylece anlam harekete

gecirilmeden dnce nesneye herhangi bir anlam yiikleme imkéanini seyircinin elinden alir.

Bir drnek vermek gerekirse: Big Brum Egitim’de Tiyatro Toplulugu i¢in yazdigi oyunlardan biri olan
Eleven Vests’te (Bond, 1997), bir ‘diisman’ askeri intikam ugruna acimasizca silingiilenerek
oldiiriilmektedir. Bu ‘diisman’ askerinin kendi taburunun geri kalaninin teslim oldugunu bilmesi
gerekirdi; taburdaki askerlerin hepsi de teslim olduklarini anlatmak icin beyaz tisortlerini havaya
kaldirmist1. On birinci atlet, yani onun atletiyse eksikti. Halbuki bu asker o sirada kulenin ¢atisina ¢ikip
bir ¢ocugun oyuncak treninden geriye kalan parcalarla oynamaktaydi. Savasa devam ettiklerini
diisiinerek bir ingiliz askerini vurdu. Bunun sonucunda da, teslim olduktan sonra siingiilendi. Ingiliz
asker onun 6ldiiglinti diisiiniirken, ‘diisman’ yattig1 yerden dogrularak tiifegini eline alip havaya kaldirds;
ama kendisini 6ldiiren adami vurmak yerine, daha once ¢ikarip teslim oldugunu anlatmak i¢in havaya
kaldirdig: atletiyle siingiideki kendi kanini dikkatlice sildi. Bu harekete hicbir agiklama getirilemez.
‘Diisman’ bu isi 6zenle tamamladiktan sonra, bir kez daha siingiilendi ve yere diiserek 61dii. Buradaki
nesne on birinci atlet ya da tigorttiir ve eylem de siingiideki kanin silinmesidir. Oyunun ilk yarisinda
seyirci, slingiileme isini yapan askeri okula giden bir gen¢ gibi goriir; bu geng, aralarindaki bir dizi
catismadan dolay1r basogretmenine tamamen yabancilagmistir. En sonunda O6grenci, basdgretmeni
bigaklar. Oyunun ikinci yarisinda ise artik askerdir (senaryoda hala ‘Ogrenci’ diye geger) ve dldiirme
meslegi Ogretilmektedir ona. Siingii talimlerinde kendini kaybettigi goriiliir. Talimlerden sonra da
arkasinda biraktigi dagmikligi —kuklalardan etrafa dagilan saman ¢oplerini — temizlemesi istenir. Bu,
oyunda tekrarlanan bir temadir. Birinci boliimde, Basogretmen siirekli 6grenciye neden oldugu
dagmiklig1 toplattirmaya ve yaptig1 sanilan eylemlerin sorumlulugunu — baska bir 6grencinin sokiilen
ceketi, yirtilan bir kitap — listlenmesini saglamaya ¢alisir. Oyunun sonunda ise ‘diisman’in kendi kanini

stingiliden ‘silmesi’ eylemi vardir.

Iste bu bir Tiyatro Olayidir. Amaci, seyircinin hayal giiciinii eylemin nedenini aramaya, durumu
coziimlemeye tesvik etmektir — ama Brecht’in gestusunun nas:/ diisinmemiz gerektigini bildiren
yonetmen eliyle degil. Onunla bas etmek ya da etmemek seyirciye birakilir. Seyirci, olayla kurdugu
empatik bagdan uzaklastirilmaz. Brecht’te oldugu gibi ‘yabancilastiriimaz’. Oyuncular, seyirciler ve
oyundaki karakterler icin amag, hepsinin ayn1 ‘konum’da olmalaridir. Bu ‘konum’ biitiin ideolojik
boyutlart sorgulanmaya hazir hale getirmelidir. Eylemin amaci, hayal giiclinii neden aramaya tesvik

etmektir.
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Bond’un Olly’s Prison adli oyunu bir Afrika iilkesinde dogmustur. Oyunda, uzun bir agilis sahnesinde
bir baba, kizina hazirladig: bir fincan ¢ay1 igmesi konusunda 1srar etmektedir. Ama kiz igmek istemez.
Sahne giderek siddetlenir ve sonunda baba, kizint bogazlar. Bunun iizerine erkekler alkislayip seving
cigliklart atmis; kadinlarsa aglamistir. Konusulacak ¢ok sey vardir. Bond un istedigi sey de tam olarak
budur. O, Brecht gibi seyircinin tepkilerini kontrol etmek istemez. Aslinda Bond’un amaci

Brecht’inkinin tamamen ziddidir: kendi sorumlulugumuzu iistlenmemiz gerekir.

Burada tabii ki Bond’un tiyatro teorisi ve uygulamasinin tek bir yoniine goz attik sadece ama bu,
o6nemli bir yondiir. Bu kadar zamanda, biitiin Tiyatro Olay1 boyunca empati ve duyguyu koriikleyerek
ama ayni zamanda diislinceye yollar da bularak seyirciyi oyunun igine ¢eken yeni bir form cabasina
dikkat cekebilirim ancak; bu Tiyatro Olayi, hayal giiclinii akli ve degeri aramaya tesvik eder ama
seyirciyi de uzaklastirmaz. Bond’un tiim oyunlar1 — kii¢lik ‘p’ ile — politiktir; higbiri didaktik degildir.
Bond, dramanin higbir sey 6gretemeyecegini; sadece puslu ideoloji gozliiglinden bakmadan gergeklige

yaklasma olanagi veren bir ara¢ sundugunu 6ne siirer.

Su halde biitiin bunlarin basladigim noktada sdz ettigim o rahatsizlikla; Ingiltere’de ana egilime
mensup bazi drama &gretimi tekniklerinin yonelimiyle nasil bir baglantist vardir? Anladigim kadaryla,
tiyatronun egitimde drama (DiE) {lizerindeki baslica etkileri Stanislavski ve Brecht’ten gelmektedir; Boal
da Brecht ve Stanislavski etkilerinin tuhaf bir karistmini sunmustur. Bunlar, Bati’ya egemen olmaya
baslayan temel tiyatro teorileridir. Bunlar bir sanat dali olarak egitimde dramanin gelisimini etkilediyse
ve Bond da yeni bir tiyatro sekli gelistirdiyse, o zaman ortaya atilan soru; Bond’un g¢aligmalarinin
egitimde dramayla nasil bir iliskisi olabilecegi ve egitimde dramay1 nasil etkileyebilecegi ve bunun yeni
caligma formlar1 bulmak {izere egitimde dramayi daha ileri tasimaya yardimci olup olamayacagi olur.
Eger ne Brecht ne de Stanislavski’nin bugiiniin tiyatrosu i¢in yeterli olmadiklar1 konusunda Bond
hakliysa, ayn1 sey bugiiniin egitimde dramasi i¢in de gecerli midir? iste ben bu sorularm yanitlarinin

pesindeyim.

Burada sadece, Brecht ve Stanislavski’nin egitimde drama iizerindeki etkilerine kisa bir 6rnek
vermeye olanagimiz var. Ancak bence konu tartismali degil. Bir sinif dolusu ergenin, yeni erigkin
figiirinlin tek ebeveynli bir ailenin yasamindaki etkisini arastiran bir drama sekliyle ilgilenmeye
basladigin1  hayal edelim. Ingiltere’deki cocuklarin biiyiik ¢ogunlugu tek ebeveynli ailelerde
yasamaktadir ve anne ya da baba tarafindan tanistirilan yeni bir partner, bu ¢ocuklar igin ortak bir
ikilemdir. Gen¢ bir kizin, annesinin hayatindaki yeni erkegin ilk defa evlerinde kaldigi gecenin
sabahinda, kahvaltiya indigi bir durumu diisiinelim. Burada verilen, gen¢ kizin adamin varligma ¢ok
icerlemis olmasidir. Drama Ogretmeni, annesinin yeni erkek arkadasina ait bazi nesneler se¢mistir:

arabasinin anahtarlari; 6gretmenin icine ‘Merhaba, beni ara. Susan’ ve telefon numarasi yazili bir not
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biraktig1 ciizdani (annesinin adi1 Susan degil); sandalyenin arkasina 6zensizce firlatilmis deri ceketi;
sigaras1 ve cakmagi. Annesiyle erkek arkadasi hala yukarida yataktadir ve geng kiz bu ortama cagrilarak
ondan ne yapacagini bulmasi istenir. Kiza eger isterse mutfaktaki her seyi arastirabilecegi sdylenir.
Bunu yaparken bir sigara alip yakabilir, clizdandan biraz para asirabilir, notu bulabilir, arabanin
anahtarlarin saklayabilir vs. ya da bunlarin higbirini yapmaz. Belli bir noktada; baska bir 6grenci, kizin
annesi olarak gelir ve diyaloga girerler; belki daha sonra adam da gelir. Bu drama formunun,
Stanislavski realizminin bir formu olmasi olasidir. Televizyonda, filmlerde ve tiyatroda baskin

oyunculuk sekli de budur.

Daha sonraki bir sahnede, drama 6gretmeni, buhranlariyla basa ¢ikmalari konusunda ailelere yardim
eden bir aile danismanlar1 toplulugu roliinde oynatabilir sinifi. Isler artik doniim noktasina gelmistir.
Geng kiz evden ayrilmay: ya da erkek arkadastyla birlikte kagmay1 denemistir. Ogretmen dramaya bir
boyut daha ekler: erkek arkadas politikayla ilgilenmektedir ve anneyi eylemlere katilarak daha genis
capta okumaya tesvik etmis; kadin da buna olumlu karsilik vermistir. Geng kiz, annesinin beyninin
yikandigin1 diisiinmektedir. Anne, yardim i¢in kurulan danigmanlik topluluguna basvurur. Ogretmen
danismanlik gruplarindan biri roliinii {istlenir ve aile bireyleri tek tek iceri ¢agrilir; bdylece danismanlar,
farkli katilimeilarin yorumlariyla hikayenin tiim yonlerini onlarin agzindan dinleyecektir. Buradaki
form, Brechtvari bir tiir uzaklastirmadir; 6grencilerin ¢cogu artik olaymn icinde degil, olaydan belli bir
mesafe uzakliktadir. ‘Brechtvari bir tiir uzaklagtirma’nin altini ¢izelim. Aslinda burada Brecht’i taklit
eden tek boyut, aile danigmanlarinin olayla olan iliskisidir. Danigmanlar, akisin 6tesinde durmaktadir ve
gorlistikleri  kisilerin zayifliklarina tabi degildirler. Onlar olaylara aklin dstiin bakis acisiyla

yaklagmaktadir. Brecht’in seyircilerini getirdigi konum da iste budur.

Sonraki tartigmalarin haricinde, Stanislavski realizmi, akil yiiriitmeye fazla imkan birakmaz; Brecht’in
etkili uzaklastirmasi ise akli ve elestiriyi egemen olmaya tesvik eder. Pesinde oldugum soru sudur:

Bondvari bir tiyatro formu, bu ¢alismay1 nasil etkileyecektir?

Su anda drama; aile bireyleri, onlarin degerleri, psikolojisi ve birbirlerini nasil etkiledikleri lizerinde
odaklanmaktadir. Pek ¢ok 6grenme alan1t mevcuttur: Bir ebeveyn, bagimsiz bir yagam siirmekte ne kadar
ileri gitmelidir? Bu, sadece durumu ustalikla idare etmekle ilgili bir mesele midir yoksa sorunun iginde
daha esasli bir sey mi vardir? Ebeveynler 6zel hayatlarini ¢ocuklarindan gizli ve ayri mi tutmalidir?
Bununla birlikte bireyselin igindeki toplumsala gercekten odaklanilmaz; odak konusu daha ¢ok
toplumsalin igindeki bireydir. Bond’un yaklasimi bir yana, gergekten Brecht’e 6zgii bir yaklagim, bu

vurgulari tersine dondiirecektir. Ama ilging olan, Bond’a 6zgii formun nasil ortaya ¢ikacagidir.

Mevecut siirede, cevabin ne olabilecegine dair ancak bir taslak ¢izebilirim ve hala karanlik bir alanda

dolastigim i¢in, bunun olduk¢a yetersiz kalacaginin farkindayim, ama yine de daha fazla arastirmak icin
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istahlar1 kabartmaya yeterli olabilir. Zengin olanaklar1 bulunduguna inandigim arastirma alani iste

budur.

Sayet dgretmenin diisiincesi dramanin mevcut odak konusundan — ‘bu bireyler, tek bir aile birimi
icinde farkli ihtiyaglarini nasil karsilar?’ — uzaklasarak ‘diinyada bir eve sahip olmak, evinde olmak ne
anlama gelir?’e kayarsa, yabancilasmadan bireyselin icindeki toplumsala odaklanmaya baslayabiliriz.
Ya mutfak masasinin iistiinde kizin annesinden ‘6devlerini yapmay1 sakin unutma’ yazili bir not varsa?
Mutfaktaki nesneleri aragtirdiktan sonra, gen¢ kiz ‘Evim’ bashgimi atar. Gen¢ kiz yazarken bunu
sessizce mirildanir. Sadece yazmak yerine, 0gretmen kizdan, ona gore evi simgeleyen bir seyler
¢izmesini de ister. Izleyenler de kizin ne ¢izdigini bulacaktir. Annesi geldiginde, devam eden durumu
ortaya koyabilecek olan bir konusmadan sonra, anne de kendi ‘evim’ ¢izimini ekler. Bu sonraki
uyarlamada adam da — annenin arkadas oldugu ve geldigi bu yerde kendisine bir ev sunulup
sunulmayacagini1 6grenmeyi bekleyen — bir siginmaci olarak evin kendisi i¢in ne ifade ettigini anlatan
¢izimini ekleyebilir. izleyenlerden hicbiri neler ¢izildigini bilmez. Smifin biitiin {iyeleri bunu iicerli
sekilde yaparsa, sonra bazilarini paylasmaya sira geldiginde, kimse digerinin ne ¢izdigini bilmeyecektir.
Boylece insanin diinyada evinde olmasinin ne anlam ifade ettigini ve kendimizi giivende hissetmek i¢in
etrafimiza duvar 6rme ihtiyacinin nereden geldigini — giivensizlik diisiincesinin ardindaki ideolojinin ne

oldugunu ve ev ihtiyacinin nereden kaynaklandigini arastirma — ortaya ¢ikarma imkani dogar.

Daha sonra geng kiz, annesinin erkek arkadasina ait bir pasaport bulabilir; pasaportun {izerinde adamin
fotografi ama baskasinin ismi vardir. Kiz polisi arayip aramayacagina karar vermek zorundadir. Bu olay,
ogrencileri, sigimmacilar hakkindaki baskin ideolojik tutumlarina geri dondiirme potansiyeline sahiptir.
Bir Tiyatro Olay1, dramada daha sonra neler olacagi baglantisiyla miimkiindiir. Polis siginmaciy1
aramaya gelirse ve adam da aceleyle gitmek zorunda kalirsa, bu rolil oynayan 6grenciden kadina ya da
kiza ne verecegine karar vermesi istenebilir. Vermeyi/ birakmay1 sectigi seyin, bir Tiyatro Olayina
dontisme olasiligr vardir. Cilinkii rolii oynayan ¢ocuklar, role yabancilagtirilmaz ve bu da kelimelerle
degil ancak imgeler, objeler, jestler ya da bagka tiir bir sozsiiz iletigim araciligiyla olur. Bu da genglerin
hayal giicinde akli ve degeri aramak konusunda imkénlar dogurur. Drama sdyle sorular sordurur:
Herkes neyi ariyor? Asil sigimmact kim? Herkes ayni derecede siginmact mi? Diinyada giivenli bir ev
bulmak miimkiin mii? Boyle bir drama formu empatiyi canli tutar, hayal giiciinii ¢alistirir, siradan bir
nesneyi alarak buna deger yiiklenmesini miimkiin kilar ve giivenli bir ‘biz yanitlar1 biliyoruz’ tavrindan

diisiinceyi 6ne siiren mesafeli durusa gegmeksizin, duruma akil yiiriitmeyi getirir.

Bu kisa ve biraz ham bir 6rnek olsa da, bu asamada diisiincemde bu noktaya kadar gelebiliyorum.
Diisiincemi gelistirecegimi umut ediyorum. Konusmama sizi tatmin etmekten ¢ok hayal kirikligina

ugratacaga benziyorum diyerek baslamamin nedeni de buydu.
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Ingiltere’de dramayi ‘basite indirgeme’ tehlikesiyle kars1 karsiya oldugumuzu iddia ediyorum. Ulusal
Egitim Programinda ve bazi drama sinavlarinda, karmasik bir sanat dalin1 cok daha basit bir etkinlikler
dizisine indirgiyoruz. Artik egitimde drama bicimlerinin gelecekteki gelisimlerine bakma zamani
gelmistir. Bugiine kadarki biiyiik tiyatro etkileri Stanislavski ve Brecht’ten gelmistir. Bond un yeni bir
tiyatro formu gelistirdigi dogruysa, ki ben dyle olduguna inaniyorum, o halde bence bu yeni formun

egitimde drama i¢in ne olacagi konusunda arastirma projeleri yapilmasinin zamani gelmistir.

Takdim ve tesekkiir: Bond’un tiyatrosu hakkinda bu sunumda aragtirilan diisiincelerin ¢ogu; Kate
Katafiasz, Bill Roper, Chris Cooper ve bendenizden olusan, Edward Bond’un ¢aligsmalarinin etkilerini
inceleyen Birmingham’daki ¢ok yararli ve kiigiik bir arastirma grubundan gelmektedir. Ozellikle Kate
Katafiasz, Bond’un ¢alismalar1 hakkindaki bir¢ok fikre kaynaklik etmistir; bu yiizden kendimi ona
bor¢lu sayrtyorum. Grubun diisiiniisii ve gruptan aldigim ilhama paha bicilemez. Burada sundugum her

sey ise elbette ki benim sorumlulugumdadir.
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