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Ozet

Diinya vatandasi olmak nedir, yoresel kimliklere ve topluluklara nasil saygi duyabiliriz ve ya-
ratict dramanin hayatlarimiza temas edecegi bir baglami nasil kurabiliriz? Tiyatronun sosyal
ayrismayt dile getiren uzun bir tarihi vardw, popiiler tiyatro ise ozellikle protesto etmek, tar-
tismalart canlandirmak, sorular ortaya ¢ikarmak icin kullanimistir, bu da insanlarin onlar
icin onemli olan meselelerde duyarli olmalarini saglamistir. Shakespeare 'in Firtina oyunu ara-

cihigiyla kimlikleri, vatandashgi, milliyet kavramini, Britanyaliligi bu makaleyle sorgulamak
istedik.

Anahtar Sozciikler: Tiyatro, Shakespeare, yaratici drama, vatandaglik egitimi, milliyetcilik,
Fuwrtina, toplumsal degisim, Britanyalilik.

Abstract

What it means to be a world citizen, how can we respect the local identities and communities
and how can we set up a context that touches our lives through drama? Theatre has a long his-
tory of articulating social dissent, and popular theatre in particular has been used to protest, to
stimulate debate and provoke questions, thus enabling people to become emotionally engaged
with matters that have significance for them. Through the agency of The Tempest by Shakespe-
are we have meant to examine the notions of identity, citizenship, nationalism, Britishness in
this article.

Keywords: Theatre, Shakespeare, creative drama, idea of citizenship, nationalism, The Tem-
pest, social change, Britishness.

Drama egitimi, en iyi haliyle, bir boslukta meydana gelmez, bunun yerine geng¢ katilimcilarin
ve 0gretmenlerini diislindiiren, onlara ilham veren ve onlar1 zorlayan kosullara karsi cevap ni-
teliginde olan bir dgretidir. Yaratict drama egitimiyle yakindan iligkisi olan tiyatro ise benzer
sekilde, genellikle belirgin bir an1 yakalama, duygular1 harekete gecirme, yasam algisini genis-
letme, fikirleri sorgulama ve kesfetme istegiyle glidiimlenir. Bu makale, yaratict drama egiti-
mi ve tiyatro arasindaki iliskiyi irdemeleye c¢alisacaktir ve uygulamanin yer aldig1 ‘baglam’in
onemi hakkinda sorular soracaktir. Haliyle, ben sadece kendi yasadigim ve ¢aligtigim baglamda
konusabilirim. Umit ediyorum ki, paylastigim deneyimler Tiirkiye’deki bir izleyici grubu igin

bir tin1, bir titresim yaratir ya da kafalarinda soru isaretleri olusturur. En basta, son birkag¢ yildir
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nasil bir ortamda ¢alistigimi hayalinizde canlandirmaniza yardime1 olmak amaciyla sizi gegen

temmuz ayinda ziyaret ettigim bir okul bahgesine gotiirmek isterim.

O giin, oldukca gri ve temmuz ay1 i¢in hayli soguk bir giindii. Okul bahcgesi 4-11 yas arasi
cocuklarla doluydu ve ilkokullarin son egitim giiniiydii. Devlete bagl siradan bir ilkdgretim
okulu olan bu okul, bir sonraki eyliil ayinda bolgedeki, devlet destekli ilk Islam okulu olarak
acilacakti. Cocuklar okul bahgesinde okulun yil doniimiinii kutlamak i¢in toplanmusti, aileler
ve Odnceki mezunlar ise onlar1 izliyordu. Cocuklarin ¢ogu, Asya kokenli ingilizlerdi, benim
dikkatimi ise adeta kiiltiirel bir melezlik gosteren, 9 yaslarinda, 1970’leri temsil eden, bir grup
gitar ¢alan ¢ocuk c¢ekti. Onlar biiyiik bir hevesle Queen’in “We Will Rock You” pargasini ¢alip
sOyliiyorlardi. Bu durum, bana hepsi tiirbanlari icerisindeki bilhassa ¢ok ¢ekingen olan kizlarin
nasil olup da birilerini mahvedeceklerini diisiindiiriip ¢ok ilging geldi. Bu sirada aileler de son

derece hosnut bir sekilde el vurup ritme eslik ediyorlardi.

Bu goriintiiyli imgeleminizde yaratmamin sebebi; ne kadar karmasik ve ¢ogulcu bir toplum-
da yasadigimizi kendime bir kez daha hatirlatmak. Oyle karmasik ki, eger dikkatli dinleyip
gbzlem yaparsam, beklentilerim her giin sorgulanip hige sayilabiliyor, degisebiliyor. Ingiliz
HiikGimeti’nin Inan¢ Okullarina destegi konusunda tedirginim. Bana gére bu destek toplumu
birlestirecegine daha ¢ok boliiyor. Bu durum, birtakim sorular1 ortaya ¢ikariyor: Diinya vatan-
das1 olmak nedir, yoresel kimliklere ve topluluklara nasil saygi duyabiliriz ve yaratict dramanin

hayatlarimiza temas edecegi bir baglami nasil kurabiliriz?

Iste kafamdaki bu sorularla 14-17 yas arasi, inanglar1 Islamiyet olan genglerle bir proje baslat-
tim. Bu genglerden cogu 9 Eyliill New York ve 7 Temmuz Londra saldirilariyla siyasallastiriimis
gengler. Yerel vatandaslik ve diinya vatandashigi kavramlarimi dogrudan irdelemek yerine bir
benzetme, 6rnekseme kullanmak istedim. Boylece atdlyemize girmesi muhtemel tekrarlanmais,
kaliplasmus fikirlerden, kimi zaman karsilasabileceg§imiz 6nyargilardan arinmayi iimit ettim. Bu

calisma i¢in de Shakespeare’in “Firtina/The Tempest” adli oyununu sectim.

Neden Shakespeare’in Metni?

Shakespeare’in oyunlarinin ¢agdas yorumlamalara hala acik olmasi benim ilgimi ¢eken bir
mevzudur. Bir¢ogunuz savas sonrasit Polonyasi i¢in Shakespeare kahramanlarinin ne den-
li 6nemli oldugunu savunan Jan Kott tarafindan yazilmis “Cagdasimiz Shakespeare” (1965)
isimli makaleye aginasiizdir. Shakespeare’in oyunlarinin performanslar1 evrensel gercekleri
ortaya ¢ikardigi i¢in ya da zamanlarinin 6tesinde olduklari i¢in degil, yeni ve yerel durumlara

gore taze, zengin bicimde yeniden yorumlanabilecegi icin tarihsel ve cografi baglamlara yanit
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verir. Shakespeare lizerine ¢alisan bilim kadin1 Francis Barker, Shakespeare oyunlarinin, kendi-
sinin “baglam” dedigi ¢ergevede okunmasini 6nerir. Baglam derken kastettigi, oyunlarin sayet
performans metinleri olarak deger gérmesi ve bu performans oyunlarinin zaman ve mekana
gore esnek olmasi isteniyorsa, kendi ¢agdasi olan diger metinlerle bir arada okunmasi zorunlu-

lugudur.

Baglam—oyunla birlikte okunan diger metinler. Sadece 6n bilgi saglayacak materyaller degil,

farkli zaman ve mekanlarda oyunun iiretimini, algisin1 aydinlatacak metinlerin tiimdi.

Bu baglam fikriyle ifade etmek istedigim sudur; geng¢ insanlarin kendi hayatlariyla, dis diinya
ve Shakespeare oyunlar1 arasinda baglant1 kurmalarina yardim etme ihtimali daima vardir. Ben
kendi uygulamamda hiikiimetin egitim politikasinda da tartisilan, birbiriyle iligkili iki konu
hakkinda baz fikirler kesfetmek istedim. Bu konular; vatandaslik ve Britanyalilik, ve 6zellikle
7 Temmuz Londra saldirisindan sonra kiiltiirel farkliliga sahip siniflarda Shakespeare iizerine
caligmanin olas1 sonuglartydi. Her zaman genglerle ¢alismaktan keyif aldim 6zellikle de biraz
simarik, belali olanlarla ya da otoriteye karsi gelmekten ¢cekinmeyen genclerle ¢alismay1 sevi-
yorum. Ne zaman bir ilkokulu ziyarete gitsem, ¢cocuklarin ¢ogu benimle ¢calismayi istiyor gibi
goriliniiyor. Bense ilging bir sekilde calismaya biraz kuskuyla ve giivensizlikle baglayan ¢ocuk-

larla, genglerle calismay1 daha ¢ok seviyorum.

Cagdas Baglam: Neden Vatandashk? Neden Britanyalilik?

Bahsetmekte oldugum yaratic1 drama, Britanya hiikiimetinin sosyal ve egitim politikasinin
iki belirli hususu baglaminda meydana geliyor. 7 Temmuz saldirisinin akabinde vatandasliga
yapilan vurgu, egitimde Britanyalilik fikri de sosyal-kiiltiirel politikada ¢ok daha fazla 6nem
kazandi. Dogrudan ya da dolayli yoldan her iki fikir de geng insanlar1 etkilemeye yonelik tasar-
land1. Yasal olarak Britanyali olup farkli kiiltiirel kimliklere de sahip olan insanlarca bu fikirler
¢ok keskin bir sekilde hissedildi.

Britanya hiikimetinin vatandaglik kampanyasinin amagclari yeterince takdire sayan gibi

goruntiiyor:
. Kayitsizlikla miicadele
. Tartigma ortamini giidiilemek

Farkindalig tesvik etmek
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. Politik okuryazarlig1 desteklemek

Vatandaslik {izerine diisiinmenin tabi ki bir¢ok farkli yolu var, ve bu yollardan hepsi de vatan-
daslik fikrini sadece yasal bir statli olarak yansitma fikrinin ¢ok daha 6tesine gecer. Politik fi-
lozof Chantal Moffe, yaratic1 drama egitmenlerine fayda saglayacak ikna edici bir goriis sunar.
Ona gore, aktif vatandaslik tutkuyla harekete gecirilir. Siyasi uzlagsmanin iizerine gereginden
fazla vurgu yapildig1 zamanlarda ise ortaya kayitsizlik, itaatsizlik ¢ikar. Ona gore 1yi isleyen
bir demokrasi, demokratik politik durumlarin, fikirlerin atesli bir sekilde ¢atismasini1 gerektirir
(Moufte, 2000). Ancak dini ve politik tutku, sosyal demokrasi i¢in yapici olacagi kadar yikici
da olabilir. Bu anlamda, baskin olan kiiltiirden farkli yasam bi¢imleri ve degerleri olan insanlari
yok saymak ya da otekilestirmektense onlar1 tanimak, Mouffe’a gore vatandaslik agisindan

saglikli bir tutumdur.

Bana gore, “Britanyalilik” fikri olduk¢a farkli bir yerden temellenir ve bu ylizden hiikiimetin
sosyal uyumu saglamak icin gelistirdigi “Britanyalilik™ tesviki konusunda biraz kuskuluyum.
Bagbakan Gordon Brown’a gore, Britanyali olmanin en temel degerleri su esaslardan olusur:

Herkese 0zgiirliik, herkesin sorumluluk sahibi olmasi, herkese adil olunmas.

Bu yiizden Brown’a gore Britanyalilik, bir dizi kural1 beraberinde getirir, bu kurallardan ¢ok
net olan bir tanesi vardir, o da, Britanya vatandasi olarak birlik olmaliy1z/oluruz. Bence bu
tanim ¢ok basit kaliyor ve uygulanmaya geldiginde son derece bulanik, zor anlasilir bir hal
aliyor. Ilging olan bir baska nokta ise sosyal uyuma yapilan cagrilara ve paylasilan degerlere
ancak toplumlar boliindiiglinde ve kirildiginda ihtiya¢g duyulmasi. Britanyaliligin bu yakarisi
Britanya’nin tehlikeli bir sekilde pargalandigina dair bir kaygi tasir. Bu baglamda hatirlanmasi
gereken dnemli bir nokta ise 7/7 bombacilarinin Britanyali olmasidir. Bir egitim dergisinin be-
lirttigi gibi; gengler kolay kandirilmiyorlar; dergiye konusan genglerden birinin yorumu soyle:
“Britanyal1 olma igini anlamiyorum. Bu; bizi diger iilkelere, kiiltiirlere ve insanlara yabancilas-

tirmiyor mu?”’

Britanyalilik kavramini vatandaslik egitimine entegre etmek, ortaya ¢esitli sorular1 ¢ikarmak yerine
tartigmay1 bastirsa, bu beni endiselendirirdi. Bir taraftan, vatandasligi dinamik bir toplumsal pratik,
inang ve degerleri dillendiren bir kimlik olarak gérmek miimkiin. Bu da su anlama gelir: Vatandaglik
egitimi tartisma igin radikal bir ortam sundugu kadar geng insanlari birbirine baglamak i¢in de bir
yol sunar. Diger taraftan, Britanyaliligin idealine bagli olan vatandashigin resmi yapilar, kiiltiirel bir
polislik yapma egilimleri i¢indedir. Shakespeare ise bu “Britanya kokeni” (hatta beyaz Britanya)
yapisin1 yogun bir bi¢cimde i¢inde barmdirir. Her ne kadar istemli olmasa da bu Britanyalilik fikri
gécmenlere ve gogmen topluluklara karsi 6nyargiy1 kuvvetlendirme riskini tasir ve Britanyaliligin

bu yorumlamasinda Shakespeare kiiltiirel istikrarin ve sosyal iistiinliigiin altin1 ¢izen kisi olur. 2007
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yilinda, sag gortslii basin bu durumu 6zellikle egitimle ilgili konularda agik bir sekilde ifade etti:

Okul ¢ocuklarina Imparatorlugun k¢, kole ticareti yapan zorba bir yonetim oldugu

ogretiliyor, hepimizin bundan derin bir utang duymamiz gerektigi salik veriliyor.

Bu, énce Imparatorluk ardindan ulus tarafindan diinyaya getirilen aydinlanmayi, gelis-

meyi, refahi, hukukun tistinliigiinii, demokrasiyi, 6zgiirliigii tamamen goéz ardi etmektir.

Ornegin kag ogrenci Ingiliz donanmasinin kéle ticaretine son verdigini biliyor? Bize
kerpicin ve aga¢ oymaciligimin St. Paul ve Shakespeare donemine denk oldugu soylendi (Ric-
hard Littlejohn, The Sun, 2007).

Bana 0yle geliyor ki vatandaslik, yaratic1 drama ve performans arasindaki iliski, bu ima edilen
tiimcelerden her zaman ¢ok daha yaratici, tahmin edilemez, tahrip edici olmustur. Tiyatronun
sosyal ayrismay1 dile getiren uzun bir tarihi vardir, popiiler tiyatro ise 6zellikle protesto etmek,
tartismalar1 canlandirmak, sorular ortaya c¢ikarmak i¢in kullanilmistir, bu da insanlarin onlar
icin onemli olan meselelerde duyarli olmalarini saglamistir. Dahas1 ge¢miste, oyunlarin popiiler
bir ¢ekiciligi vardi. Shakespeare iizerine ¢alisan bilim insani Annabel Patterson’a gore Shakes-
peare toplumsal istikrar1 destekleyen bir muhafazakar degil, popiilist bir ortamda ¢alisan kiiltii-
rel bir elestirmendi. Giiney Londra’da genglerle Shakespeare iizerine calisarak onlar1 popiiler
kiiltiir olan dykiilerle duygusal baglantilar kurmalar1 konusunda cesaretlendirmek istedim; ¢lin-
kii insanlar ancak duygusal olarak oyunlarin i¢ine girerlerse tartismaya gercekten katilabilirler.
Tutkunun, empatik tepkilerin, ahlaki sorularin tartisilmasinin; vatandaslhk egitiminin tam en
temelinde yattigin1 belirtmek isterim, iste bu yiizden Shakespeare 6gretmek, toplumla bireyi

birbirine baglayabilecek, onemli ¢cagdas sorular1 tartisip ifade edilmesini saglayabilecektir.

Benim projemde, “Firtina” oyunuyla birlikte caligmak istedigim vatandagligin ti¢ 6nem-

li yonii vardi:

. “Milliyet” fikrinin ideali ve kisileri sosyal olarak diglamanin yaratacagi sorunla-

11 fark edebilme,

. Siirgilin ve sosyal dislama kavramlar1 hakkinda tiyatro oyunlari sayesinde genc-

lerin ¢agdas toplum {izerine kafa yormalarini saglayabilme,

. Oyunun ¢agdas yorumlamasiyla ilgili karar verebilme ve siirece katilmaya ilis-

kin fikirler olusturabilme, bu sayede genglerin goriislerini ifade etmelerini saglayabilme.

Bu sorularin tiyatro oyununa benim 6gretim tekniklerimle dikte ettirilmedigini vurgula-
mak isterim. Sorular, uygulama esnasinda, oyunu yorumlarken ve genclerin diinyasindaki
baglam farkindaligiyla ortaya ciktilar.
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Milliyet Fikri ve Sosyal Dislama

Firtina oyunu ilk olarak 1611 yilinda Globe Tiyatrosu yerine bir mahkemede sahne aldi. Jako-
ben bir oyundu. 1603’de Kralige Elizabeth’in 6liimiiyle, Britanya ulusal kimligine dair sorular
¢ok giinceldi. Ingiltere’nin 1. ve Iskogya’nim 6. James'i bir Iskog kraliyd: ve bu urum; iskogya,
Ingiltere, Galler ve (¢ok) tartismali Irlanda arasindaki ilk birlikti. Bu durum; ingiltere, iskogya,
Galler ve uyusmazlik yasayan irlanda icin ilk birliktelikti. Ingiliz ulusalciligindan Britanya
birlesmesine gegis sancili bir siireti. Iste Shakespeare bdyle bir ortamda yazin iiriinii veriyor-
du. Bir dereceye kadar kolonilesmenin artigiyla yazilan bu iirlin, yani Firtina, kolonilesmenin
elestirel bir okumasidir. Ancak ¢agdas tartismalarin 15181 altinda Britanyali olmak kavraminin
anlamia baktigimizda, bana gore oyun iizerine ¢alisirken sorabilecegimiz daha bagka bir¢ok

soru vardir.

Aday1 yoneten Prospero ve onun zenci kolesi arasindaki iliskiye dair sorular sormak i¢in bu
metinle ¢calismak istedim. Onlarin arasindaki gii¢ iliskisini kesfetmenin Britanyaliliga dair ¢cag-
das fikirlere 151k tutup tutamayacagini gérmeyi amagladim. Sosyal dislanmanin nasil bir duygu

oldugunu oyun sayesinde anlayip anlayamayacagimizi gérmek istedim.

Grupla 1. perdenin 2. sahnesinin ilk boliimii lizerine c¢alistim. Bu boliimde Prospero, kizi
Miranda’ya neden adaya geldigini ve Milan Diikaligini nasil erkek kardesine kaptirdigini an-
latir. Bu boliim, oyunun arka planini, gecmisini de ortaya serer, seyirciye diismanlarini adaya
getirmek icin biiyii yoluyla bir firtina yarattigini, Ariel’in adadaki giivenliklerini sagladigini an-
latir. Caliban karakteri de bu boliimde tanitilir. Birlikte ¢alistigim genclere oyunun resimlerini

gosterip olay orglislinii hatirlatarak ise bagladim.

O zaman ne yaptik?

Caliban’in konusmasini se¢tim:
Bu ada annem Sycorax’tan bana kalmisti;
Sen elimden aldin. Buraya ilk geldiginde
Beni oksar, tistiime titrerdin;
Suda bogiirtlen yikar verirdin;
Glindiiz ve gece yanan
Biiyiik 1s18a ne denir, kiigiik 1518a ne denir?

Ogretirdin. Ben de seni sevmistim;

*Burada giines ve ay kast edilir.

KIS 2011, CILT 6, SAYT 11



Bu Ada Benimdir: Yaratict Drama ve “Vatandaslik”m Zorlu Goérevleri

57

Adada ne varsa gostermistim sana:

Berrak pinarlari, aci su ¢ukurlarini,

Verimli ve ¢orak yerleri hep gostermistim.
Gostermez olaydim! Sycorax’in tiim afsunlari,
Kurbagalar, bocekler, yarasalar {istiine yagsin.
Benden bagka kulun yok burada;

Oysa ben kendimin kraliydim. Ama simdi,
Beni bu ahir gibi kaya deligine tiktin,

Adanin baska hi¢bir yerine birakmiyorsun.

Bu konugma, Caliban’in bir anisidir. Cocuklardan ikili es olmalarini, her bir satir1 seslendirme-
lerini ve her bir satira bir devinim eklemelerini istedim. Sonrasinda satirlardaki giiclii kelimeleri
se¢cmelerini ve kiiciik bir devinimle o kelimeleri kullanmalarmi istedim. Her bir satirin ritminin nasil
farkli duygular barindirdigina, duygu degisimlerinin nerelerde olabilecegine onlar karar vermeliydi.
Shakespeare’in zamaninda insanlar bir oyunu “Gorecegiz, izleyecegiz.” yerine bir oyunu “Dinle-
yecegiz.” ya da “Dinlemeye gidecegiz.” derlerdi. Bense ¢ocuklarm dilin dokusunu duymalarini ve
tasidiklart farkli duygusal ritmleri hissetmelerini istedim. Bu da oyunun dilini, sdylemini gizledi.
Oyun, seslerin ve ritimlerin isitildigi bir hal aldi. Bir sonraki basamak Prospero’nun Caliban’a olan

serzerigini seslerle deneyimleyerek oldu. Burada birkagini gorebilirsiniz:
Cad1 doliinden gelen kopek yavrusu
Seni zehirli kole seni
Seni yalanci kole
Senin gibi yilani tath dil degil, sopa deliginden ¢ikarir!
T1ipki senin gibi pislik
Tiksing kole
Adi 1tk

Bu asagilamalarin Caliban’a kendisini nasil hisettirdigini diislindiik ve ¢ocuklar Caliban roliine

biiriinerek, her biri tam 50 kelime uzunlugunda olmas1 gereken monologlarini yazdilar.

“Bu benim hatam mi1? Bu kadar giivenilir olmali miydim? ihanete ugradim. Halbuki ben...Ben

onlar i¢in elimden gelenin en iyisini yaptim, onlar1 adada hosca karsiladim. Her seyi paylasabilece-
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gimizi diistinmiistiim, hersey Oyle farkli oldu ki! Onlar bana iktidar i¢in savagsmay1 6gretti. Ancak

ben Miranda’y1 incitmezdim, Miranda onun (Prospero) gii¢c oyunlariin sadece bir pargasi.

O (Prospero) bir zorba. Iste her sey bundan ibaret. Cok kizgin ve tiim 6fkesini benden ¢ikariyor.
Kendi iilkesinde, kendi topraklarinda basarisizliga ugradi. Bu adadaki tek insan ben oldugum
icin, simdi beni yonetmeye kalkiyor. O 1rk¢1, bunun nedeni ise kendisinin tam bir basarisizlik

timsali olmasi, zavallinin teki, 6yle degil mi? Benimse gururum var.

Her seyi yanlis anlamisim. Babasinin (Miranda’nin babasi1 Prospero) disarida oldugunu, kii-
tiiphanesinde oldugunu diisiinmiistiim. Taze baharla yikanmis, tertemiz olmustum oysa ve onun
icin bir de siir yazmistim. Siiri duymak ister misin? Hayir m1? Ta ki o igeriye girinceye kadar

her sey glizel gidiyordu. Onun memnun olacagini diistinmiistiim. Ama sinirinden kudurdu.”

Cocuklarla konustugum kadariyla onlar i¢in oyun; giic, seks, egitim ve kiiltiirel yanlis anlama-
lar iizerineydi. Burada var olan baglam, cocuklarin 7 Temmuz sonrasinda yasadiklar1 diinyaydi.
Bu da onlarin yorum kabiliyetlerinin, inang ve kiiltiirel farkililik anlayislariyla gereginden fazla
bi¢imlendirildigi anlamina gelir. Gruptaki Asyal1 erkek cocuklarin actigi bir tartisma da farkli
kiiltiirlerdeki kizlarin bagka insanlar tarfindan nasil goriildiikleriydi. Bu ayn1 zamanda miilki-
yetle de ilgilidir. Ciinkii simdi Caliban bir kaya parcasinin i¢ine hapsedilmis, adanin kendine ait
olmasini diliyor. Caliban bu sirada Prospero’dan yeni bir politik sistem 6greniyor. Bu noktada
cocuklara soyle bir soru sormak istedim: “Politik olan bir sey, nasil kisisellestirilir, nasil dra-
manin malzemesi haline gelir?”” Caliban’in neden bu kadar incindigini diistinmelerini istedim.
Shakespeare ve popiiler goriis iizerine yazan Annabel Pattison da, Caliban’in egitimi hakkinda
su soruyu giindeme getirir: Politik toplumda egitimin rolii nedir ve egitim sosyal adalete nasil

katki saglar? Sorulmasi gereken daha baska sorular da vardir:
. Kiiltiirel vatandaslik, bir dile ait olmak, okuryazarlik, egitim ve kiiltiiriin rolii nedir?

. Ozellikle sémiirgecilik ve bir ulus devlete ait olan halka verilen haklar cergevesinde

vatandaslik ve insan haklar1 nasildir?

. Vatandaslik ve kiiltiirel ¢cogulculuk nedir ve kesfedilmesi gereken bir konu daha var,

farkli zamanlarda, farkli kiiltiirlerde ve farkli toplumlarda kadinin rolii nasil olmustur?

Bu sorular, yapilan tiyatro ¢alismalariyla ve oyunun farkli yorumlamalar1 sirasinda genglere

bir¢ok zengin kaynak sagladi.
Prospero’nun Kizginlhigi ve Ocii

Calistigim baglamin ig¢erisinde Caliban’in toplumdan yabancilagmasinin sebebi ile ilgileniyor-

dum. Caliban’a ve onun deneyimlerine olan ilgim, oyunun somiirgecilik sonras1 yorumlariyla
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tetiklendi. Ben de Ogrencilerin yasadiklar1 diinya ve oyunun diinyas1 arasinda baglant1 kur-
malar1 i¢in onlar1 cesaretlendirmek istedim. Boylelikle hem oyuna dair algi, bilgilerini genis-
letmek hem de vatandaghiga dair kafalarinda soru isaretleri olusturmak istedim. Ancak bizim
caligmalarimizin devam ettigi sirada bir giin, Asya tiyatro toplulugu, Tara Arts’in yapimi olan
“Firtina” y1 izleme firsatim oldu. Bu yapim, benim oyuna dair bakisima adeta meydan okudu
ve ben Prospero’nun kizginligi ve Diikaligin1 kaybedisi {izerine 6¢ almak istemesiyle daha da

ilgilenir oldum.

Oyunun geleneksel okumasi sdyledir: Prospero iyi kalpli, merhametli, ruhani giicii savunan
magdur bir Diiktiir. O, dogay1 degil sanati, kdleyi degil filozofu, kaosu degil medeniyeti temsil
eder. Shakespeare’in otobiyografik olarak bu oyunu sanata bir veda olarak yazdigi fikri de mi-

tolojik olarak koriiklenen bir fikirdir.

Oyunu ne zaman okusam, Prospero’nun duygularindan ziyade Caliban’in duygular1 lizeri-
ne distiniiyorum. Her ne kadar oyunu yonlendiriyor sey Prospero’nun Oykiisii olsa da, ben
esas dramatik noktanin Caliban’in kaderinde oldugunu diisiinliyorum. Ancak Ogrencilerin
Prospero’nun {iziicii basarisizligina dair goriisleri ve Tara Arts’in yapimi beni baska bir soru

sormaya itti: Prospero neden bu kadar kizgindi?

Cocuklardan 1. boliim 2. sahnede bahsedilen, Prospero’yu sinirlendiren tiim seylerin listesini

¢ikarmalarini istedim:
Kardesinin kendisini gasp ederek iktidar1 ve giicii eline gegirmesi.
Kendisinin kiz1 Miranda’yla bir adaya siirgiine gonderilmesi.
Caliban’in (iddiaya gore) Miranda’ya tecaviiz etmeye c¢alismasi.

Cocuklar, Prospero’nun Oykiisiinii anlatan bir kaynak olusturdular ve oyunun i¢cinden anahtar
sOzclik, tiimceleri secip bu kaynaga eklediler. Bunu yaparak Prospero’nun hiddetini ve bunun
sebeplerini ayrica Prospero’nun siirglinde gecirdigi 12 yillik siirede erkek kardesine nasil 6¢
duygular1 besledigini fark ettiler.

Cocuklar Prospero’nun planlarini hazirladilar ve yapmis olabilecegi en kétii sey iizerine kafa
yordular ve kendileri ayn1 konumda olsa yillar i¢inde nasil daha yumusayabileceklerini ya da

nasil daha sertlesip 6¢ duygularinin kabarabilecegini diisiindiiler.

Tam da bu noktada ¢ocuklara daha onceki farkli Prospero yorumlamalariin fotograflarini
gosterdim ve onlardan bu farkli yorumlara gore Prospero’yu tanimlamalarini istedim. Ik iki

fotograf, oyunun oldukca geleneksel goriintiilerini sagladi:
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Haviland, 1904 Mark Rylance, 2005

Ancak, 2008 yilinda Tara Arts yapimdan olan goriintiiler benim yorumlarima oldugu kadar
cocuklarin yorumlarina da meydan okudu. Prospero’nun kizginlig1 ¢cok agik¢a goriiliiyordu ve

kizi, Miranda bagortiisti takiyordu.
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Bu yapimin program notlar1 Islami koktenciligi hatirlatryordu. Prospero, kendisinin yonetmesi gerektigi-
ne inandi1 bir lilkeden stirgiine génderiliyor, on iki y1l boyunca bir magaraya kapatiliyor ve tiim diinyaya
0¢ duygular1 besliyordu. Bu size tamidik geliyor mu? Bu program notlar1 sadece Usame Bin Ladin’e atifta
bulunmuyor, aym zamanda Prospero ile simdilerde silah ve terdrii birakan 6nemli bir Cihatc olan Seid

Imam el-Serif’i de karsilastirtyor. Iste bu diinya fotografi da, bu prodiiksiyonun baglanidr.

Tiim bu gorisler cocuklarin fikirlerini daha da genisletti, var olan fikirlerine meydan okudu.
Ve ardindan onlara konustugumuz sahneye geri donmelerini ve metni bu perspektifle, bu bakis
acistyla caligmalarini istedim. Prospero’nun kendini diglanmis, kendi hakk: olan topraklardan
alikonmus, kiiglik diisiiriilmiis ve hingli oldugunu soylediler. Gengler, onun adina hareket ede-
cekler miydi? Bu ¢ok derin bir soruydu. Onlardan neden Prospero’nun siddetten vazgectigini,
neden kardesini ve bottaki diger kisileri hemen oracikta 6ldiirmemesinin sebeplerini bulmalari-
n1 istedim. Onu ikna eden Ariel’di, Miranda ise yaklagimini yumusatmisti. Bu kavrayis oyunun
dramatik yorumlarina dair ¢ocuklara fikir verdi. Neticede oyunun nerelerinde acima duyacakla-
11, nerelerinde sempati duyacaklari, Prospero karakterini izleyiciye nasil takdim edecekleri gibi

bazi ahlaki kararlar vermek zorunda kaldilar.
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Sonuglar

O halde bu ¢aligmadan nasil sonuclar ¢ikarilabilir? Burada amacim Britanyalilik kavrami-
nin kesfedilmesi ya da vatandaglik egitimin verilmesi i¢in Shakespeare’in oyunlarinin kulla-
nilmasini dnermek degil. Bir zamanlar Shakespeare’in drama yoluyla 6gretilebilecegine dair
bir fikir vardi-ki bu fikir bana hi¢gbir zaman mantikli gelmemistir-bense simdi kalkip da burada
vatandaslik kavramini 6gretmek icin tiyatro oyunlar1 kullanilir demeyecegim. Egitim model-
lerinin bir lilkeden digerine kolay bir sekilde aktarilamayacaginin da farkindayim, sayet akta-
rilsa bile gittigi lilkenin baglamina uygun oldugundan emin olmak lazim. Tiim bunlarin aksine
sunu soyliiyorum: Baglamin farkindaligi; oyun metni, prodiiksiyonu, oyunun farkli zaman ve
mekanlarda nasil algilandig1 arasinda bizim bir baglanti kurmamizi saglayacaktir. Bu yaklagim
bize davraniglarin nasil degistigini gosterir ve farkli zamanlarda insanlarin karsilastiklar1 zor-
luklar1 fark etmemizi saglar. Baslangigta, genclerin yasamlari, onlar i¢in 6nemli olan meseleler
ve Shakespeare’in oyunlar1 arasinda genglerin baglanti kurup kuramayacagina dair birtakim

stiphelerim vardi.

Bu oyun {izerine calismak, bilhassa prodiiksiyon tarihini bilerek ¢alismak, nasil iy1 bir vatandas
olunur ve bu zaman i¢inde nasil ¢esitlilik, degisiklik gosterir gibi sorular1 ortaya cikartti. Bu
baglamda oyun 6grencilere Britanyalilik kavramina dair fikirleri agilamaktansa, bir ulus devlete
baglilik nasil olmalidir, kiiresel ve ¢cok uluslu vatandaslik nedir gibi sorularin yanitlari arandi
ve politiklestirilmis gen¢ Miisliiman insanlara toprak ve siirgiin kavramlar1 sorgulatildi. Tabi ki
benim degerlerim tarafsiz degil. Ben, gerek Britanya gerekse sinir disindaki iilkelerde radikal
demokratik bir toplum arayis1 icindeyim. Bu amagla, Chantal Mouffe’nin fikrini takip ediyo-
rum: “Toplum tarafindan disari itilmis, 6tekilestirilmis insanlarin kokten degisimci hareketlere
katilma riski vardir.” Bir oyunu kesfetmek, dilini belirgin kilmak farkli deger sistemleri kes-
fetmenin ve birgok geng insanin giinliik hayatlarinda karsilastiklar1 anlam kargasasini, anlam
daralmalarini dile getirmenin, aralarinda baglant: kurmalarmin bir yoludur. Inaniyorum ki tiim

bu sorular, gengler i¢in inanilmaz derin bir 6nem tastyor.

Kaynak
Moulffe, C. (2000). The Democratic Paradox,London: Verso.
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Abstract

What it means to be a world citizen, how can we respect the local identities and communities and
how can we set up a context that touches our lives through drama? Theatre has a long history of
articulating social dissent, and popular theatre in particular has been used to protest, to stimulate
debate and provoke questions, thus enabling people to become emotionally engaged with matters
that have significance for them. Through the agency of The Tempest by Shakespeare we have meant
to examine the notions of identity, citizenship, nationalism, Britishness in this article.

Keywords: Theatre, Shakespeare, creative drama, idea of citizenship, nationalism, The Tem-
pest, social change, Britishness

Ozet

Diinya vatandagsi olmak nedir, yoresel kimliklere ve topluluklara nasil saygi duyabiliriz ve ya-
ratict dramanin hayatlarimiza temas edecegi bir baglami nasil kurabiliriz? Tiyatronun sosyal
ayrigsmay: dile getiven uzun bir tarihi vardw, popiiler tiyatro ise ozellikle protesto etmek, tar-
tismalart canlandirmak, sorular ortaya ¢ikarmak icin kullanilmistir, bu da insanlarin onlar
icin onemli olan meselelerde duyarl olmalarim saglamistiv. Shakespeare 'in Firtina oyunu ara-
cithigryla kimlikleri, vatandasligi, milliyet kavramini, Britanyaliligi bu makaleyle sorgulamak
istedik.

Anahtar Sozciikler: Tiyatro, Shakespeare, yaratici drama, vatandasiik egitimi, milliyetcilik,
Firtina, toplumsal degisim, Britanyalilik

Drama education, at its best, does not take place in an empty space, but is responsive to the
circumstances that challenge, trouble and inspire the young participants and their teachers. The-
atre-making, which is so intimately connected to drama education, is often similarly motivated
by the desire to capture a moment of clarity, to enhance a life, to stir emotions, to question and
to explore ideas. This talk will attempt to tease out the relationship between theatre-making and
drama education, and ask questions about the significance of the context in which the practice
takes place. For this reason, I can only speak about the context in which I live and work, and
hope that my experiences have resonance or raise questions for an audience in Turkey. To begin,

and to help you to imagine the context in which I have been working for the last few years, I

'Prof.Dr.,University of London



Helen NICHOLSON
64

should like to take you to a school playground I visited last July.

It was quite a grey day and, for July, rather cold. The playground was full of children aged bet-
ween 4 and 11, and this was the day that a primary school was closing. The school, an ordinary
state primary school, was to be re-opened in the following September as the first state-funded
Islamic school in the area. The children had gathered in the playground, watched by parents
and former pupils, to celebrate each decade of the school’s history. Most of the children were,
of course, British Asian and my attention was drawn to the cultural hybridity of the 9 years
old children who, representing the 1970s, threw themselves enthusiastic air-guitar playing to
Queen’s “We will rock you’. It seemed to me completely incongruous that the girls in particu-
lar, all wearing their Hijabs, should rock on with such a lack of inhibition. Some of the parents

joined in, clapping the rhythm with obvious relish.

My reason for evoking this scene is to remind myself that I live in a complex and pluralist
society where, if I listen and observe carefully, my expectations can be challenged on a daily
basis. I am troubled by the British government’s support for Faith schools, which seem to me to
divide rather than unite society. It prompts questions about what it means to be a global citizen,
how we can respect local identities and communities and create a context in which drama can

touch lives.

It was with these questions in mind that I began a project with a group of young people bet-
ween the ages of 14 and 17, all Islamic in faith, many of whom had been politicised by 9/11 in
New York and the 7/7 bombings in London. Rather than tackling the issue of local and global
citizenship directly, I wanted to work with analogy and metaphor in the hope and expectation
that this would enable us to work beyond the rehearsed, and sometimes prejudicial, positions

that they brought to the drama studio. I chose to work on Shakespeare’s The Tempest.
Why Work with Shakespeare?

It continues to interest me that Shakespeare’s plays remain open to contemporary re-
interpretation. Many of you will know the famous essay by Jan Kott called Shakespeare our
Contemporary (1965) that argued for the significance of Shakespearean heroes in post-war
Poland. Performances of Shakespeare’s plays have, of course, responded to the historical and
geographical context of production, not because they reveal universal truths, nor because they
are timelessness, but precisely because they are rich enough to be re-interpreted in ways that
speak afresh to new situations and local conditions. The Shakespearean scholar Francis Barker
suggests that the plays should be read within what she calls a ‘con-text’, by which she means
that the plays must be read and understood alongside other contemporary texts if they are to be

valued as performance texts, responsive to the time and place of performance.
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Con-text - texts that are read with the play, not simply to provide background material, but to

illuminate the play’s production and reception at different times and in different places.

I want to suggest that this idea of ‘con-text’ means that there is always potential to help
young people make connections between their own lives, the wider contemporary world and
Shakespeare’s plays. In my own practice I wanted to explore some thoughts about two inter-
related debates that are rehearsed in government education policy: citizenship and Britishness,
and the implications of teaching Shakespeare in culturally diverse classes, and in post 7/7 South
London in particular. I’ve always really liked working with teenagers, particularly the naughty
ones or those who are troubled or who trouble authority. I always find it surprising that, when I
visit a primary school, the children seem to want to like me. I like working with those who start

from a position of suspicion and distrust.
The Contemporary Con-Text : Why Citizenship? Why Britishness?

The drama I am describing takes place in the context of two particular aspects of the British
government’s social and education policy. In the aftermath of 7/7 there has been an increased
emphasis on citizenship in education, and the idea of ‘Britishness’ in social and cultural policy.
Both ideas are, directly or indirectly, designed to impact on young people, and are particularly
acutely felt by those who, whilst legally British citizens, have a cultural identity that is comp-

lexly negotiated between different loyalties.
The aims of the British government’s campaign for citizenship education seem laudable enough.
tackling apathy,
stimulating debate,
promoting awareness,
encouraging political literacy.

There are, of course, many different ways of thinking about citizenship, and all of these stretch
beyond the idea of citizenship as simply a legal status. The political philosopher Chantal Mo-
uffe offers a persuasive argument that is useful to drama educationalists. She suggests that that
active citizenship is motivated by passion, and that apathy and disaffection are created where
there is too much emphasis on political consensus. A ‘well functioning democracy’ she argues,
‘calls for a vibrant clash of democratic political positions’(Mouffe, 2000). But religious and
political passion can be destructive to social democracy as well as constructive, and recognising
this, rather than burying it or marginalising those whose values or way of life is differ from the
dominant culture is, according to Mouffe, a sign of a healthy attitude to citizenship.
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The idea of ‘Britishness’, it seems to me, comes from a rather different place and I start from
a position of being somewhat sceptical about the government’s promotion of ‘Britishness’ as
a way of thinking about social cohesion. According to the Prime Minister Gordon Brown, the
core values of what it means to be British can be defined as:liberty to all, responsibility by all,

fairness for all.

Acording to Brown, therefore, Britishness implies a set of values, with the clear implication
that it is around these values that, as British citizens, we should (or do) unite. I think this is
rather simplistic and what it means in practice is very unclear. It is also interesting that calls for
social cohesion and an articulation of shared values are only necessary when societies are frac-
tured and divided. This invocation of Britishness suggests a concern that Britain is dangerously
fragmented and it is important to remember in this context that the 7/7 bombers were British.
Young people are not fooled as an article in an educational newspaper points out, where one
young person commented, ‘I don’t see the point of all this Britishness. Isn’t it just alienating us

from other countries, cultures and peoples?’

It would worry me if introducing Britishness into citizenship education served to stifle debate rather
than raise questions. On the one hand, it is possible to see citizenship as a dynamic social practice,
an identity that articulates and contests beliefs and values, and this means that citizenship education
offers way of engaging young people in as offering a radical space for debate. On the other, formal
constructions of citizenship that are linked with an ideal of Britishness have tended to become a form
of cultural policing - and Shakespeare features heavily in this construction of a ‘heritage’ (or even
white) Britain. There is a risk that this idea of Britishness, however unintentional, hardens prejudicial
attitudes towards immigrant and migrant populations, and in this construction of Britishness Sha-
kespeare becomes a marker of cultural stability and social superiority. The Right-wing popular press

have articulated this position, specifically in relation to education.

Schoolchildren are taught that the Empire was a racist, slave-mongering tyranny for which we

should all be deeply ashamed.

This completely ignores the enlightenment, advancement, prosperity, rule of law, democracy

and liberty which the Empire, and subsequently the Commonwealth, brought to the world.

How many pupils know, for instance, that it was the British Navy that brought about the end
of the slave trade? We are told that mud huts and wood carvings are the equal of St Paul's
and Shakespeare. (Richard Littlejohn, The Sun, 2007)

It seems to me that the relationship between citizenship, drama and performance has always

been rather more creative, unpredictable and subversive than this would imply. Theatre has a
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long history of articulating social dissent, and popular theatre in particular has been used to
protest, to stimulate debate and provoke questions, thus enabling people to become emotionally
engaged with matters that have significance for them. Furthermore, the plays had popular ap-
peal. The Shakespearean scholar Annabel Patterson has argued that Shakespeare was a cultural
critic working in a populist medium rather than a conservative who promoted social stability.
In choosing to work with Shakespeare with the young people in south London, I wanted to
encourage them to make emotional connections with the stories as popular culture, because it
is only through the emotional engagement with the plays that debate is made possible. I want
to suggest that passion, empathetic responses and debating moral questions lie at the heart of
citizenship education, and that this is why teaching Shakespeare has the potential to provide
a context for linking the public and the private, and for discussing and representing important

contemporary questions.

In my project, there were three key aspects of citizenship I wanted to discuss in relation to
teaching “The Tempest™:

the ideal of nationhood and the problems of social exclusion,

exile and social exclusion, and how the plays might enable young people

to reflect on contemporary society,

the idea of participation and decision-making about contemporary in-

terpretation of the play, thereby enabling the young people’s views to be heard.

I want to stress that these questions are not imposed upon the play by my teaching. They
arise from interpreting the text in practice and with an awareness of the con-text for the young

people’s world.
Nationhood and Social Exclusion

The Tempest was first performed at court rather than at The Globe Theatre, in 1611. It was a
Jacobean play, Queen Elizabeth having died in 1603, and this means that questions of British
national identity were very current. James 1* of English and 6™ of Scotland was a Scottish king,
and this was the first union between Scotland and England, Wales and (a very) disputed Ireland.
The shift from English nationalism to British unionism was a painful process, and it was thro-
ugh this period that Shakespeare worked. In part it was achieved by increased colonialism, and
the idea that “The Tempest” is a narrative of colonialism is a familiar critical reading. However,
in the light of the contemporary debates about what it means to be British, it seemed to me that

there are further questions we might ask in the context of working on the play.

I wanted to work with the text to ask questions about the relationship between Prospero, who
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rules the island, and Caliban, his black slave. I wanted to see whether exploring the power-rela-
tions in their relationship might shed some light on contemporary ideas about Britishness, and

whether working on the play can help us to understand how social exclusion feels.

I worked with the group on the first part of Act 1 Scene 2. This is the scene where Prospero
tells his daughter Miranda why he came to the island, and how he lost the Dukedom of Milan
to his brother. It lays out the backstory, tells the audience that he had conjured a storm to bring
his foes onto the island, and that Ariel had kept them everyone is safe. It also introduces the
character of Caliban. I started by reminding the young people by giving them the events of the
scene as a series of cartoon images.

So what did we do?
I took Caliban’s speech:

This island's mine, by Sycorax my mother,
Which thou takest from me. When thou camest first,
Thou strok’st me and madest much of me, wouldst give me
Water with berries in't, and teach me how
To name the bigger light, and how the less,
That burn by day and night: and then I loved thee
And show'd thee all the qualities o' the isle,
The fresh springs, brine-pits, barren place and fertile:
Cursed be I that did so! All the charms
Of Sycorax, toads, beetles, bats, light on you!
For I am all the subjects that you have,
Which first was mine own king: and here you sty me
In this hard rock, whiles you do keep from me
The rest o' the island.

This speech is a memory, and I asked the students to voice one line each, in pairs and put an
action to the line. I then asked them to pick out the strong words, and take these and use them
in a piece of movement. They had to decide on how the rhythm of the line suggested different
emotions and where the changes might be. In Shakespeare’s day, people used to say that they
would go to ‘hear’ a play, rather than see one, and I wanted the students to hear the texture of
the language and feel the different emotional rhythms they carry. That makes the language of

the play an embodied experience; it is about making sounds and hearing rhythm.

The next stage involved experimenting vocally with the insults Prospero gives to Caliban.
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Here are just a few:
A freckled whelp hag-born
Thou poisonous slave

Thou most lying slave,

Whom stripes may move, not kindness!
Filth as thou art

Abhorred slave

thy vile race

We considered how this would make Caliban feel, and the students wrote a monologue, in role

as Caliban, each exactly 50 words long:

Is it my fault? Should I have been so trusting? I was betrayed. I did my best for them,
welcomed them to the island. I thought we could share everything, but he taught me to

want power. But [ wouldn’t hurt Miranda — she is just part of his power-game too.

He’s a tyrant. That’s all there is to it. He’s angry and taking it out on me. He fa-
iled in his own country and as I’m the only person here, he thinks he can rule me. He’s

racist because he’s a failure — pathetic, isn’t it? But I have my pride.

I got it wrong. I thought her dad was out, in his library. I’d had a shower in the
fresh springs, and made up a poem for her. Like to hear it? No? The evening was going

well until he walked in — I thought he’d be pleased. But he furious.

What I learnt from these students was that the play, for them, is about power and sex and
education and cultural misunderstanding. The con-text here is their post 7/7 world, and this
means that their interpretation was inflected by a heightened understanding of faith and cultural
difference. There was a discussion about the ways in which girls are seen in different cultures,
led by the Asian boys. It’s also about property. Because Caliban is now imprisoned in a rock, he
wishes the island was his. He has learnt a new political system from Prospero. I was interested
in asking the students how the political becomes personal, the stuff of drama, and to consider
why Caliban was so hurt. Annabel Pattison, writing about Shakespeare and the popular voice,

also raises this question about Caliban’s education:

What is the role of education in political society, and what does it contribute to social justice?
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There are further questions to address about:

cultural citizenship, particularly pertaining to language, literacy, educa-

tion and culture;

citizenship and human rights, specifically in relation to colonialism and

the rights given by belonging to a Nation State;

citizenship and cultural pluralism, and there is a debate to be explored

about the role of women in different times, cultures and societies.

These questions provide a rich vein for young people to explore through making theatre and

experimenting with different interpretations of the play.
Prospero’s Anger and Revenge

In the context in which I was working, I was interested in exploring Caliban’s alienation from
society. My interest in Caliban and his experiences were fuelled by conventional post-colonial
interpretations of the play, and I wanted to encourage students to make connections between the
world of the play and themselves. I hoped that this would both extend their knowledge of the
play and raise questions that relate to citizenship. However, between one lesson and the next,
I went to see the British Asian theatre company Tara Arts’ production of “The Tempest”. This
production challenged my vision of the play and I became more interested in Prospero’s anger

and his need for revenge for the loss of his Dukedom.

The conventional reading is that Prospero is a benign and wronged Duke who asserts a bene-
volent spiritual power. He represents art over nature, philosopher over slave, civilisation over
chaos — an idea further fuelled by the mythology that the play is Shakespeare’s autobiographical

farewell to art.

Whenever I have read the play, I’ve tended to think more about Caliban’s feelings than Prospero’s
— Prospero’s backstory drives the play, but the main dramatic interest has always seemed to me to lie
in Caliban’s fate. But the combination of the students’ view of Prospero as a bit of a sad failure and

Tara Arts’ production make me ask another question: why is prospero so angry?

I asked the students to list all the things mentioned in Act 1 Scene 2 that have made
Prospero angry:

His brother usurped him and took power
He was exiled onto an island

Caliban (allegedly) tried to rape Miranda
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The students created a mine that told Prospero’s story and selected key lines from the play to
add to it. By doing this, they found Prospero’s anger, and the reasons for it, and recognised that

he has spent the last 12 years in exile, plotting his revenge on his brother.

The students drew up Prospero’s plans, and considered the worse he might have done, and

how they might they have changed or softened over the years.

At this point, I chose to show them some images of Prospero from past productions and asked
them to describe Prospero from these different interpretations. The first two images provided
relatively conventional views of the play:

Haviland, 1904 Mark Rylance, 2005

The images from the 2008 Tara Arts production, however, challenged the students’ interpre-
tation of the play as much as it had mine. Prospero is clearly angry, and his daughter Miranda

is wearing a hijab.
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The programme notes for this production invoke Islamic fundamentalism. Here is a man,
exiled from a country he believes he should rightfully govern, is holed up in cave for 12 years
plotting revenge on the world. Does this sound familiar? The programme notes not only cite
Osama Bin Laden, they compare Prospero to Said Imam al-Sharif, a prominent Jihadist who has

now renounced violence. This world-picture is the con-text for this production.

The students were challenged, and I asked them to return to the scene and work on it from this
perspective. They recognised that Prospero felt excluded, deprived of his rightful territory, hu-
miliated and vengeful. Would they act on his behalf? It was a profound question. I asked them
to find the reasons why Prospero had renounced violence and not simply killed his brother and
everyone on the boat. It was Ariel who persuaded him, and Miranda who had softened his atti-
tude. These insights informed their dramatic interpretations of the play, and they had to make

moral decisions about where their sympathies lie, and how to represent Prospero to an audience.
Conclusions

So, what conclusions might be drawn from this work? I am not suggesting here that
Shakespeare’s plays should be used as a vehicle for exploring Britishness or for teaching
citizenship. There was once an idea that you could teach Shakespeare through drama —
which never made any sense to me at all, and I am not about to suggest that the plays are
‘used’ to teach citizenship. Nor do I believe that models of education can simply be ex-
ported to another country or setting without serious consideration of the context to which
they travel. On the contrary, I am saying that awareness of con-text enables us to make
connections between the playtext and its production and reception at different times and in
different places. This approach intends to illustrate how attitudes change, and provides an
opportunity to explore the difficulties faced by people at different times. I was concerned
to ensure that young people make connections between Shakespeare’s plays and their own

lives and things that matter to them.

Working on this play, and particularly with an awareness of its production history, raised
questions about what it means to be a good citizen, and how it varies over time. In this con-
text, rather than using the play to instil a notion of Britishness into the students, questions
were raised about loyalty to a Nation State, about global and Cosmopolitan citizenship, and
asked these politicised Muslim young people about the significance of territory and exile.
Of course, my values are not neutral. I am interested in furthering a radical democratic so-
ciety, both within the UK and beyond. To this end, I follow Chantal Moufte’s position that
there is a ‘risk that the excluded may join fundamentalist movements’ (Moufte, 2000). To

explore a play, to embody its language, is one way to explore different value systems and
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to connect and vocalise the contractions and ambiguities that many young people experi-
ence in their daily lives. These are, I believe, questions that are of profound importance to

young people.
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