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ABSTRACT

THE STATE THEATRE IN TURKISH NATION BUILDING: A CONTENT ANALYSIS
ON TURKISH PLAYSCRIPTS

AKAR, Basak
Ph.D., the Department of Political Science and Public Administration
Supervisor: Prof. Dr. Yilmaz BINGOL
June 2017, 252 pages

Identity building is a project to rebuild the cultural heritage, history and the vision of the
nation states. After the First World War, young Turkey starts a cultural change after the
pioneering of the elites. This change has a vision of “Westernization” and nation building.
The State Theater of Turkey is an institution for meeting these purposes founded during
the period of transition to democracy; repealing one-party government which is not a
sudden process. Therefore, it is possible to see the vision of nation building and the
eagerness of Westernization in the repertory of the State Theater still. Yet the institution is
used as a nation’s showcase during the convergence to the West block after the Second
World War. In this study, | cover the repertory of the State Theater from the foundation of
the institution (1949) until the first military intervention (1960). | support the research by
using discourse analysis at first section to analyze the context referring identity; referring
the meaning rather than words. This study finds out that as expected the nation building
process in Turkish Republic continues in the 1950s with a variety, rather than havin one-

dimensional indoctrination of certain national identity.

Keywords: State Theater, playscripts, identity building, nation state, nationalism



OZET
TURK KIMLIK INSASINDA DEVLET TiYATROSU: TURKCE SENARYOLAR
UZERINE BiR iCERIK ANALIZI

AKAR, Basak
Doktora, Siyaset Bilimi ve Kamu Yo6netimi Boliimii
Tez Yéneticisi: Prof. Dr. Yilmaz BINGOL
Haziran 2017, 252 Sayfa

Kimlik inga siireci kiiltiirel mirasi, tarihi ve ulus devletin vizyonunun yeniden ingasi
anlamma gelir. I. Diinya Savasi’nin ardindan, gen¢ Tiirkiye Cumbhuriyeti elitlerin
onderliginde bu baglamda bir kiiltiirel doniisiim baslatmistir. Bu doniisiim “Batililasma” ve
ulus ingasini igerir. Tiirkiye’deki Devlet Tiyatrosu bu amaglart karsilamak amaciyla tek
parti doneminin kapandigi demokrasiye gecis siirecinde kurulmus bir kurumdur. Bu
sebeple, ulus kimlik insa siirecinin vizyonundaki degisimi ve Batililagsma algisin1 Devlet
Tiyatrosu repertuvarindan izlemek miimkiindiir. Kurum, II. Diinya Savasi’ndan sonra
kurulmus ve Bati blokuna yaklasma konusunda bir vitrin gorevi iistlenmistir. Bu ¢alisma,
kurulusundan (1949) Tiirkiye Cumhuriyeti tarihindeki ilk darbeye kadar (1960) Devlet
Tiyatrosu repertuarini ele kapsamaktadir. Arastirma, sdylem analizi ile desteklenmekte,
kelime temelli bir igerik analizinden ziyade anlam odakli bir bakis agisiyla 195011 yillarda
ulus kimlik insast incelenmektedir. Bu calismada, 195011 yillarin demokratiklesme
stirecine olan katkis1 baglaminda tek boyutlu bir kimlik insa siireci yerine ¢ok boyutlu ve
cesitlilik iceren ¢ogul projelerin varligi {izerinde durulmaktadir. Calisma, bu onermeyi
destekleyecek bulgulara ulagsmis, 1950l yillarda Tiirkiye Cumhuriyeti’nin kimlik insa

stirecinin ¢esitlilik kazanarak devam ettigini ortaya koymustur.

Keywords: State Theater, playscripts, identity building, nation state, nationalism
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INTRODUCTION

This dissertation examines the relationship between the Turkish national identity and the
repertory of the State Theater, and how it has shaped by the power relations through the
1950s. Main question of this study is “How was Turkish national identity building
constructed in the 1950s by the help of the repertory of the State Theater?”. And the
subsidiary questions of the study with regards to this main concern are: “How is history
imagined in Turkish national identity building in the playscripts?”, “How is family
imagined in Turkish national identity building in the playscripts?”, “How is space

imagined in Turkish national identity building in the playscripts?”

Main argument of this thesis is, Turkish national identity building process is a
multidimensional project in the 1950s under the effect of multiparty regime, unlike the
one-dimensional enforcement of a certain national identity in the 1920s and the 1930s
during the one party government. In the 1950s, identity building is multi-dimensional
because it also includes religion, state, narrative and national identity as component of
Turkish national identity, rather than having one-dimensional nationalistic ideology. This
variety provides a perception of a secular Muslim national identity in the 1950s, distinct
from what the early Republican period suggested, after transition to the multiparty regime.
This irreversible shift provided diversity in projects and transforms secular Turkish
identity into secular Muslim identity, which also involves a Muslim side while not giving
up on it secular part. Turkish national identity building process is a multidimensional
project in the 1950s under the effect of multiparty regime, unlike the one-dimensional
enforcement of a certain national identity in the 1920s and the 1930s during the single
party regime. Turkish identity is framed as “secular Muslim” national identity in the
1950s, as opposed to what the early Republican period imposed. History is constructed
mutually in opposition to “the other,” with an historical sameness based on Turkish-
Muslim identity. Family is imagined as the micro-nation in Turkish national identity

building reinforcing national patriarchal patterns with an indecisive swing between being



modern and traditional. Space is imagined in the cities with a fear of excessive

modernization with loosing the essence of Turkishness that lies in village life.

2012 was the peak year of the debates over the status of the State Theater in Turkey. The
government was holding the debates on the high expenditures of the institution and
opening a reform package by claiming that none of the developed democracies had their
own artistic institutions. On the other hand, many artists rejected these claims by giving
many instances from European theaters and their funding strategies by emphasizing the
autonomous structure of the State Theater. This autonomy was giving the artists the

opportunity to even criticize the government.

While watching the heated debates on televisions, | got some chances to visit some actors
and actresses at the backstage of the State Theater in Ankara. This way, not only | was
given their opinions about the reform initiatives of the government but also the feeling
related the political tension of identity search within the institution. Most of the time,
artists agreed on a necessity of having an opponent attitude by theater’s nature, however
stuck between the explicit rules, including dramaturgy and directory strategies, and their
expectations. However none could agree on their political identity for what they represent
within the State Theater.

| started to read about the history of the State Theater and then in order to progress, |
started learning more about the emergence of the modern theater in Turkey, to figure out
the institutional roots and political relations with the state Turkey. I didn’t know that this
little pleasure reading would allow me asking bigger questions and put me in a way to

search for the confusion of identity in Turkey.

While thinking that founding an artistic institution which is even popular in contemporary
Turkey could not be just a historical coincidence, I ran to the State Theater’s main building
in the center of Ankara, Ulus; to have an idea about their institutional perspective towards
the plays that were performed. I met the dramaturgy team there, and they let me take an
official list of the playscripts, starting from 1949 then allowed me get into the archives.
First | thought seeing the numbers of the playscripts, and the names would have told me
the political story behind the preferences, however then I started to think how could I trace

the change in the perspectives of national identity and explain how it has transformed.



After asking these questions to myself about the construction of Turkish identity and the
State Theater, | started reviewing the literature. The first classification of the literature is
framed according to themes: history, family, and space. The studies under history theme
could be divided as the ones which focus on early republican period (Basbug 2013; Bingdl
2009; Ersanl1 2013; Toprak 2003), the ones deal with the 1940s and mid-1950s (Brockett
2011; Yildirnrm 2014), the ones which cover the multiparty regime (Akinci 2010; Erkog
1995). There are historical studies that focus on a broader historical period to have a

historical comparative approach (ince 2012; Kanc1 2007).

The literature showed me that there were main issues in Turkish national identity such as
Westernization, the feeling of backwardness, Islam, etc. The more | read, the later the
confusion drop me back in history, until the first modernization movements in Ottoman
Empire. | found out that both the intellectuals and the artists were trying to find a solution
for their country’s “backwardness” as well as answering the question “who ‘we’ were.” I
could get satisfactory answers with much academic research until the 1950s. However
what | felt was walking on an empty space when | asked the same questions for the 1950s;
the years when Turkey met a permanent multiparty regime with a transforming world
outside and inside. By chance, | figured out that the foundation of the State Theater in
1949, overlapped with this historical period and decided to check whether the State
Theater could be a tool to illuminate the perception of Turkish national identity building in
the 1950s.

Choosing the State Theater as the representative institution for national identity building
meant a necessity to check the playscripts that were performed and became narratives
when it touched the audience. | had the opportunity to check many studies to question the
power of the narratives to reflect the identity formations. First I read Murat Belge’s
Genesis (Belge 2009) as he talks about the ‘Big Narrative of Turkishness’ in the
pioneering works of Turkish authors. Being Turkish was a thing for the authors and
prideful side of it affected the imaginations of Turkishness and created a roof narrative,

which Murat Belge calls it “the big narrative of Turkishness.”

Then I ran into a very significant work of Azade Seyhan’s about Turkish literature and the
formation of modern national identities. In her study, Seyhan (Seyhan 2008) asserts that

narratives are powerful enough to “respond to the universal human need for identification



or affiliation with a clan, a community a religious or ethnic group, or a state.”
Additionally, as she claims narratives feed the collective remembrance in a community, as
well as the feeling of continuity between the old and future generations. By using a
common language and carrying a common sense of memory through generations, they

become the agents and contributors of identity formations.

The decline of the old empires allowed different perceptions of history to come to surface
through the use of narratives by diverse communities. “Their conflicting memories turn
coexistence into turmoil and violence” by Azade Seyhan’s words (Seyhan 2008) found
themselves fractured into multiple nation states which would use nationalism to build their
new national identities and connect the various communities within their territory to nation
states as administrative units. Since there is not a single historical narrative throughout the
world with regards to the same historical events, one cannot expect to run into a single
historical concern even in the same space and time. The perceptions through history

change according to the authors’ concerns, experiences and the historical era.

In Turkish case of nation building, there are numerous specimens of scientific explorations
that focus on the early years of the Republican period, in which pointed out that the
founding official ideology is one dimensional in the context of a secular “identity of the
Turkish nation.” Less scholar focus on where the nation grows who the defined nation is
and when the nation emerges seperately. Most of the academic studies focus on the 1920s
and 1930s to observe the ideological concerns of the Republican elite over people. Also in
the literature, it is assumed that the effect of Kemalism and the ideological maneuvres
sustained in later decades. These studies interprete language, theater, alphabet reform,
education to cover as the instruments of nationalism in Turkey (Basbug 2013; Bingol
2004a, 2004b, 2009; ince 2012; Yilmaz 2011). Numerous studies discuss the breaking
point of Kemalism such as Cimnar (2010); Kanci (2007); Keyman and Kanci (2014).
However, transition to multiparty regime and the government change must have an impact

in national identity building perspective in terms of diversifying the projections.

Few scholars theoretically and historically keep their interest in 1940s and 1950s. For
instance, Brockett kept a different track from the other scholars by exploring Turkish
national identity through local newspapers, and he brings his work until the mid-1950s
from the 1940s (Brockett 2011). His main argument is that Turkish identity is not only a



secular national identity, but as derived from local newspapers, it is also religious. His
study provides an important projection to my study. But though, he can’t escape his
curiosity over the first years of the establishment, yet he is aware of the superior power of
the local newspapers to the national newspapers to reach out the local people and voice out
their reactions. His study encouraged me to study on the years of institutionalization of
Turkish national identity in the 1950s, in order the smooth the flow out between the early
years of the proclamation of the republic and the multiparty regime. Still, history has
become the general subject of curiosity over the years, yet his examination leave absences
of knowledge for the space and the body unit of the Turkish national identity, rather he
focuses on the place of the religion in the identity. Therefore, I will pursue his perspective
in this sense to provide a better understanding to the place of Islam that had a nationalist

aspect by illuminating the projects of Turkish national identity building in the 1950s.

Some scholars who take a broader historical range such as citizenship and identity building
(ince 2012), through years until today, secularism in modern Turkey (Cinar 2008, 2010).
They even though acknowledge that modernism in the 1950s but omit the change in the
1950s. These studies are outstanding, but they could not allow me to get a profound
examination over the 1950s Turkish nation building perspectives.

HISTORY

Early Republican Period

1940s-1950s

Multiparty Regime

Broader Historical
Perspective

Ersanli (2013) Brockett (2011), Erkog (1995) Ince (2012),
Bingdl (2009) Yildirim (2014) Akinci (2010) Kanc1 (2007)
Toprak (2003) Copeaux (2016)
Basbug (2013)

Figure 1 Literature in the Context of History Theme

On the other hand, numerous studies mainly focus on the theme family (Akar, Dém, and
Gilingor 2015; Kanci1 2007; Kanci and Altinay 2007; Kandiyoti 2004, 2013; McDermott
Harmanci 2016; Sener n.d.; Sirman 2005). Thirdly, the studies which cover the spatial
organization of nationalism and national identities look a few (Bozdogan 2012; Bozdogan
and Kasaba 1997; Biiyiikarman 2008; Cinar 2008; Cinar and Bender 2007; Mardin 1973;
Nalbantoglu Baydar 1997; Roy 2006). When | tried to find studies that cover all three
themes were very few (Bingdl and Pakis 2016; Cinar 2005).




FAMILY

Akar, Oz D6m and Giingdr (2015)
Kanc1 (2007)

Kanct and Altinay (2007)
Kandiyoti (2004)

Kandiyoti (2013)

McDermott Harmanci (2016)
Sener (n.d.)

Sirman (2005)

Figure 2 Literature in the Context of Family Theme

SPACE

Bozdogan (2012)

Bozdogan and Kasaba (1997)
Biiyiikarman (2008)

Cinar (2008)

Cinar and Bender (2007)
Mardin (1973)

Nalbantoglu Baydar (1997)
Roy (2006)

Figure 3 Literature in the Context of Space Theme

What usually calls attention about these studies was their single dimension to study about.
Two studies that were conducted to put all of the three thematical aspects of nationalism
and national identities also had single dimension. For instance, Alev Cimar’s (Cinar 2005)
study focuses on how religion and its representations took place in the public space while
trying to reveal the transformation of the public gaze in years. Furthermore, the study
conducted by Yilmaz Bingdl and Ahmet Pakis (Bingdl and Pakis 2016) focuses solely on
the difference between Anatolianism and pan-Turkism, which can be considered under
narrative and national identity aspect. Therefore, a wholistic approach that would take not
only three themes: history, family, space; but also three basic dimestions which

complement national identity: religion, state, narrative and national identity.

In this perspective, | scanned the literature and divided it into three under religion, state,
narrative and national identity. | saw that Bing6l and Pakis (2016); Cinar (2005); M. Cinar
and Gencel Sezgin (2013); Géle (1996); Mardin (1971); Ozdalga (2014) focused on the
relation between nationalism, national identity, and religion. On the one hand, Aki (1968);
Atabaki (2007); Bing6l (2004a,2004b); Roy (2006); Yilmaz (2011) dealt with the role of
the state within nationalism and national identity building. State uses its numerous tools,

such as alphabet, language policy, theater, spatial organization of the public sphere, etc. to



spread its power relations during nation building process. Yet none covers how the state is
represented in a national identity building. Aside from religion and state, third
complementary part of a national identity emerges as narrative and national identity.
Numerous studies covered how Turkish narrative and national identity is made and these
constitute a significant proportion of the literature (Ahiska 2003; Belivermis and Egribel
2012; Bingdl 2004a, 2004b, Cimar 2008, 2010; Ergin 2008; Ertugrul 2009; Goéle 2010;
Kadioglu and Keyman 2011; Kanci1 2007; Karacabey n.d.; S. Karahasanoglu and Skoog
2009; Kebeli 2007; Seyhan 2008; Tekelioglu 1996; Toprak 2002b)

Religion State Narrative and National Identity
Mardin (1971) Bing6l (2004a) Seyhan (2008)
Bingol & Pakis (2016) Bing6l (2004b) Kadioglu & Keyman (2011)
Ozdalga (2014) Yilmaz (2011) Gole (2010)
M. Cmar & Sezgin Aki (1968) Toprak (2002)
(2013) Roy (2006) Ahiska (2003)
Cinar (2005) Atabaki (2007) Ergin (2008)
Gole (1996) Cinar (2010)
Cinar (2008)
Ertugrul (2009)
Tekelioglu (1996)

Karahasanoglu &Skoog (2005)
Belivermis&Egribel (2012)
Karacabey (n.d.)

Kebeli (2007)

Bingol (2004a)

Bingol (2004b)

Kanci1 (2007)

Yildiz (2004)

Figure 4 The Literature that Deals with the Interrelations of Religion, State,

Narrative and National Identity with National Identity

The contribution of this study to the literature lies in the analysis of the State Theater
repertory between 1949-1960, through the lens of history, family and space themes in a
multidimensional approach (by examining religion, state, narrative and national identity)
in order to define the Turkish nation. Also, this study is an application of an
interdisciplinary method for cultural studies and national identity building which focuses

on the 1950s Turkish national identity building.

Literature review indicates that many studies (Kadioglu and Keyman 2011, Keyman and
Kanci 2014) assume that the 1950s are the continuity of the early Republican Period in
terms of perception of national identity. The one which argue that there might be a slight

difference in the perception of nation building, it ends up with arguing this is not enough to
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consider it as a significant transformation. For instance, Kanci (2007) argues that even
though Islam is restored in the 1950s, that did not provided a fundamental change in the
perception of nation building. Yet, | argue that due to the political changes such as
transition to the multiparty regime, approaching to the Western block and many other
domestic political events in the wake of World War Two in the 1950s must have created a

significant change in the perception of Turkish nation building process.

Secondly, this shift is visible through the playscripts of the State Theater. Kanci (2007),
Basbug (2013) argue that the early Republican era attempted to create an identity divested
from the Muslim and Ottoman aspects (Kanci1 2007, 107). 1920s and 1930s were the years
that Turkish national identity was imposed as it included a sudden cut from Ottoman and
Islamic heritage because of the secular anxieties. Bagbug (2013) puts it through the
playscripts of the Theater of People’s Houses. This structure had an organic tie with the
Republican People’s Party and worked as a tool to impose the perspective of nationalism
of the party and the government during the single party regime. Yet, this institutions stage
has been transformed to the State Theater’s first stage of Implementation as a transition
period of being an organ of the party, to the institution linked to the state. This link was an
attempt to the indoctrination of the national identity, rather than a unilateral imposition.
Yet, the dramaturgy strategies could not reflect the one single party’s approach, rather it

reflected a way of understanding and imagining the Turkishness in the 1950s.

After scanning my material that | got from the State Theater archives, the religious cues
called my attention, and I went back to the research of Bagsbug’s on the People’s Houses
playscripts to make a comparison with what she found out. There was no inclination of
religious identity as opposed to what | got from my first reading. Her work was not the
only one which figured out the secular nature of Turkishness that was imagined in the
Early Republican Era, but Yildiz (2004), Copeaux (2016) further argue that Turkish
national identity was defined as ethno-secular in the early Republican era. Especially
Yildiz (2004) discusses with his evidences that the frame of Turkishness was drawn with
ethnic features. He disputes the Ziya Gokalp’s understanding of nationalism that puts
Islam to the secondary place as Yildiz suggests that Turkish nationalism in early
Republican Era had ethnosecular tendencies (Yildiz 2004, 19) Turkish nationalism with
the contribution of Ziya Gokalp (Gokalp 1963) though, elaborates Turkishness as the first
unit of Turkish nation but perceives religion as a social fact which has echoes on both



individual and social lives. On the other hand, in the 1950s, | argue that my study that
focuses on the 1950s reveal that this frame has changed due to the horrifying experiences
of World War Two in Europe. In the 1950s, a roll-back towards Ziya Gokalp’s perception

of nationalism that was experienced with the return of the religion in a secular frame.

The method I applied in this study is called Critical Discourse Analysis. The objective of
this approach is to reveal the discursive structures of the dominance and power relations, to
give social phenomenon a better understanding. (T. A. van Dijk 1993). What the approach
means by the dominance and power is basically “the control of one group over another”

that is institutionalized and hierarchically organized (T. A. van Dijk 1993, 254-55).

In accordance with the methods, | used two categories to cover the material. First category
divides the playscripts into two as local playscripts and translated playscripts. The local
playscripts become an eye to how the local playwrights see Turkish national identity and
construct the feeling of sameness and the difference, whereas the translations’ focal point
is how the sense of sameness and the difference in the imagination of “the other” of
Turkishness. According to the Critical Discourse Analysis, the ‘self’ is not only
constructed one-sidedly but also mutually in opposition to the “historical others,” “familial
others,” “spatial others.” Therefore “the other” identity of Turkish identity gain importance
and it becomes visible through the translated playscripts. Second category separates adults’
playscripts from children’s playscripts. Adults’ playscripts put the imagined Turkish
identity onto the stage for the adults, whereas the children’s plays target the future

generations of Turkish nation to display Turkishness to the young Turks.
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Figure 5 Distribution of the Translated Playscripts on the World Map*

Methods also have an interdisciplinary attitude. This study borrows Gerard Genette’s
literature based narrative discourse analysis (Genette 1980). Also, the study analyzes the
space of the narratives, the playscripts in this study, narration and characters by searching
meanings with regards to the national identity building. Also Cillia, Reisigl and Wodak’s
approach that they developed while analyzing the Austrian national identity formation
through mutual dialogues within conversations is benefitted. They look how Austrian
national identity constructed through narratives and language. Yet, what they look is not
only how the narration forms and shapes a national identity and its discursive construction
while also checking how the audience forms and processes this construction and
contributes to the national identity building process. This mutual construction is applied as
the reciprocal construction of the national and narrative identities through the playscripts
of the State Theater by using the translated playscripts. The weakest part of this slight
difference of application of this approach has been my impossibility of reaching out the
audience of the sample plays, and getting feedbacks to control how they processed the

! For the World map visuals: https://thumbs.dreamstime.com/z/world-map-five-continents-colourful-
illustration-white-background-38719517.jpg
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images of Turkishness and “the other” on the stage. National identity discourse analysis
incorporates political sciences and linguistics and looks at the worlds of meanings through

the construction of the feeling of sameness and the difference.

I also benefitted from Alev Cinar’s thematization in her study (Cinar 2005). She uses three
themes that are introduced as body, space and time. She examines the representations and
transformation of secularism and identities in the public sphere by checking the bodies, as
the body of the national identities that are displayed in the public sphere; spaces as the
imagined spaces of the identities and nation, and finally time, as the historical
understanding that is showed up in the public sphere. So what she calls time 1 call history,
body is called family, and finally, space is equivalent to what | call space in this study
again. Her approach is also an interdisciplinary one which intermingles with political
science, linguistics. There are slight differences in how | define these themes by the help of
nationalism studies. History theme refers to the question “When did the nation emerge?”,
family theme searches for answers to the question “Who is the nation?” and how it is

defined?, and thirdly space theme refers to the question “Where is the nation?”.

| drew the sample of the research in the repertory fort his study focuses on how the
repertory picture the Turkish identity. The study takes the seasons between 1949-1960 into
account according to the plays’ ability to connect with the audience and the frequency of
encoding. If a play was not staged but taken to the dramaturgy list, then it is not counted as
a part of the sample for its lack of connection with the audience. Also if the first reading of
a playscript finished without an encoding, that meant it does not have any representative

power with regards to the Turkish national identity building.

The historical playscripts are;

Local playscripts

Adult Fatih, (Nazim Kursunlu)

Tanr1 Dag Ziyafeti (Resat Nuri Giintekin)
Gilgames (Orhan Asena)

Ugiincii Selim (Celal Esat Arseven)
Hiirrem Sultan (Orhan Asena)

Children’s Oyuncak (Hakk: Bigeg)

Figure 6 Plays by Local Playwrights
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Translated playscripts
Adult Ancient Greek Subtheme Elektra (Sophokles)
Birth of Europe Subtheme The Dead Queen (Henry de
Montherlant)
Don Carlos (Frederich von Schiller)
Maria Stuart (Frederich von Schiller)
The Crucible (Arthur Miller)
World War Il Subtheme The Robbers (Frederich von Schiller)
Anne Frank (Albert Hackett and
Frances Goodrich)
Children’s Little Colombus (Jacop Lorey)
Little Mozart (Jacop Lorey)

Figure 7 Translated Playscripts

The familial playscripts

Local playscripts

Adult

Eski Sarki (Resat Nuri Giintekin)

Branda Bezi (Nazim Kursunlu)

Akif Bey (Namik Kemal)

Finten (Abdiilhak Hamid)

Bu Gece Bagka Gece (Resat Nuri Giintekin)
Tablodaki Adam (Cevat Fehmi Bagkut)
Harput’ta Bir Amerikali (Cevat Fehmi Bagkut)
Cemberler (Cetin Altan)

Children’s

Deniz’in Mektubu (Sevil Dinger)

Figure 8 Plays by Local Playwrights

Translated playscripts

Adult

The Deceits of Scapin (Moliere)

Peer Gynt (Henrik Ibsen)

The Gaby (Georges Feydeau)

The Mourning Family (Brannislav Nusic)
On the Same Pillow (Jean de Hartog)
Wooden Pots (Edmund Morris)

Children’s

Blue Bird (Maurice Maeterlinck)

Figure 9 Translated Playscripts

Finally, the spatial playscripts are;

Local playscripts

Adult

Kiigtik Sehir (Cevat Fehmi Bagskut)
Kosebasi (Ahmet Kutsi Tecer)

C1g (Nazim Kursunlu)

Giineste On Kisi (Turgut Ozakman)

Children’s

Kara Boncuk (Miimtaz Zeki Tagkin)

Figure 10 Plays by Local Playwrights
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Translated playscripts

Adult She Stoops to Conquer (Oliver Goldsmith)
Teahouse of the August Moon (Vern Sneider, John Patric)
The Traffic Ticket (Paolo Levi)

Children’s Three Sacks of Lies (Margarethe Cordes)

Figure 11 Translated Playscripts

“Analysis involves what is commonly termed coding, taking raw data and raising it to a
conceptual level.” (Strauss and Corbin 2008, 66). | read the playscripts by the help of an
identity coding chart. | derived this identity coding chart by reading 156 playscripts. After
reading the material, | saw that religion, state, narrative and national identities were the
most common topics that dialogues were using while building a sense of sameness and
difference. This flexible view comes from the necessity to go towards a grounded theory to
help me understanding my sample better while developing the research’s own path
(Charmaz 2006)%. Reading and developing the theory by the aid of my material put
subcodings forward; such as the duality of Muslimhood and Christianity under religion.
On the other hand, while literature called my attention to the patriarchy and loyalty to the
state under the representations of the state, reading and letting grounded theory to take the
lead provided two other subcodes: Revolutions of Atatiirk and the bureaucrates. Narrative
and national identity had five subcodes likewise: narrative identitity, national identity,
emergence of nationalism, symbolic cues, Eastern-Western swing. This chart looks at how
religion, state, narrative and national identities are represented through the playscripts in
the context of construction of the feeling of sameness and the difference. So the identity
coding system looks for the representative codings of “us” versus “them” as Muslimhood
and Christianity under religion. Whereas patriarchy, loyalty to the state, revolutions of
Atatiirk and the typology of bureaucrates are the items under the state. Finally, the study
covers the representations of narrative and national identity, emergence of nationalism,
symbolic cues with regards to nationalism and national identity such as flag, homeland,

ethnicity; and the oscillation of the Turkish identity between being Eastern and Western.

%2 What is very useful about the grounded theory is to be able to develop the study’s own pathways which fit
into the subject and the sample(Charmaz 2006). Charmaz’s (2006) and Strauss and Corbin (2008)’ books
were my guide in writing memos and while coding. This does not mean that | have not used the literature
while building this path, yet both literature review and the playscripts build it reciprocally with ties. This
mutual interrelation can be seen in the chart | give as the map of the construction of the coding system in
appendices A.
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IDENTITY CODING SYSTEM

1. Religion Muslimhood
(“us” versus “them”) Christianity
2. State Patriotism, Patriarchy

“us” versus “them”)

Loyalty to the State

Revolutions of Atatiirk

Bureaucrates

3. Narrative and National Identity Narrative ldentity

“us” versus “them”) National Identity

Emergence of Nationalism

Symbolic Cues (homeland, flag, ethnicity, etc.)

Eastern-Western swing

Figure 12 Identity Coding System

To give an example to how | applied this bouquet of methods can be seen below. Coding
System gives three basic codes: religion, state, narrative and national identity. While
reading | code the meanings regarding these codes, and I call the cue/cues that include or

give the meaning in the context of national identity building, a coded segment.

Example for a Coded Segment: (gotten from the original piece)

Haga! Siimme haga! Biz miisliiman oglu

miisliimaniz... Bize Sultan Selim Nizami Cedid’i

kabul ettiremedi! Napolyon sapka mu giydirecek?

Then, considering that this is a religion code, | check the feeling of sameness, which is
based upon Muslimhood (in I11. Selim) (Arseven 1999).
*  «Us» : Muslimhood

“To speak on the Frankish applications on Muslim; if what they have done is beneficial
for humanity and valid through civilization, we need to apply them without hesitation...”
(Arseven 1999, 24). The bold words show the reference to how “us” is set up and

confirmed as Muslim.

» The Difference: Christianity (in, I11. Selim)
* «Them» : Europeans, non-Muslims

Within the same cue, the construction of “the other” is visible: “To speak on the Frankish
applications on Muslim; if what they have done is beneficial for humanity and valid

through civilization, we need to apply them without hesitation...” (Arseven 1999, 24). The

14




bold “they” refers to the “Frankish” and that one civilization that “they” developed. This
also indicates the swing of Turkish identity between being Eastern and Western identity.
This is a good example of overlapping codes for narrative and national identity and

religion at the same time.

| use MaxQda 11. Software (Cleverbridge Company, Berlin) to process and classify my
data easily. | do the same processes for each coding under religion, state, national and
narrative identity separately. However, MaxQda helps me to visualize and examine the

overlapping codings.

Conceptual Framework is drawn around the concepts that this study needs and the

literature review regarding nation building suggests.

This study defines nations as modern mental constructs of transformed minds by
modernization and industrialization. Nations are discursively constructed for the market
through mass education, ended up with creating high culture (Gellner 2013). Gellner
defines nationalism as a political principle that provide an accordance between the political
and the national unit (Gellner 1983). Therefore once the administrative unit and the
political unit have both a national base and once defined in modern terms, nationalism
arises. Nationalism needs a nation to become a principle, therefore transforms the common
culture of the collectives into a nationalist system of ideas, way of communicating and
behaving with the feeling of sameness. This sameness can feed nationalism if only
multiple people recognize themselves as a part of the same nation. Yet, recognition of
multiple individuals as members of a nation with shared duties and a sign system does not
explain the process of transition to the age of nationalism. A radical change in the
production mechanisms with industrialization brought about new necessities and also
transformed the intellectual world of the society. New industrial market needs new
occupational branches, which can only be provided by mass education that is supported by
the state. The mass education that is under control of the state, which is the legitimate
mechanism of enforcement, draws a certain sign system automatically in the framework of
the necessities. The sign system that is shared by the educated has an output that is called
high culture. Although Gellner and Benedict Anderson do not share the same stance,
Anderson’s contribution to the literature with nations as the imagined communities (B.

Anderson 2006) cannot be ignored. This sign system is spread through numerous ways
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among people, such as education, newspapers, maps or museums as well as the historical
narratives. However, this study is not concerned with what the people processed through
this common national sign system, rather how it is diffused in high culture. Nevertheless,
Anderson’s claim as nations are imagined communities, and they are imagined with
limitations, draw the line between “us” and “them” while showing the borders of the high

culture as well.

In Turkish case of nation building, Gellner’s theoretization is strong enough to explain the
emergence of high culture starting in 19" century Ottoman modernization. However,
Gellner’s assertions do not touch upon why and how a contradiction of being stuck
between Western modernization and tradition occurred in Turkish nationalism. Even
though his way of theorizing nationalism and high culture explains how the modern
Turkish elite emerged, it does not focus on why and how nationalisms other than the
Western European ones set their feeling of sameness on their authenticity against the West.
Partha Chatterjee calls attention to this contradiction. Chatterjee’s explanation on how
post-colonial nationalisms, more specifically modern India, take the West as a model for
modernization but also project their national uniqueness (Partha Chatterjee 1993). This
insight also illuminates the Turkish case of nationalism that is stuck between being Eastern

and Western with contradictions although Turkey was not colonized.

Most of the studies in the field focused in the early Republican Era’s nationalist ideology.
There are numerous specimens of scientific explorations that focus on the early years of
the Republican period, in which pointed out that the founding official ideology is one
dimensional in the context of a secular “identity of the Turkish nation.” Less scholar focus
on where the nation grows who the defined nation is and when the nation emerges
seperately. Most of the academic studies focus on the 1920s and 1930s to observe the
ideological concerns of the Republican elite over people. Also in the literature, it is
assumed that the effect of Kemalism and the ideological maneuvres sustained in later
decades. These studies interprete language, theater, alphabet reform, education to cover as
the instruments of nationalism in Turkey (Basbug 2013; Bingdl 2004a, 2004b, 2009; ince
2012; Yilmaz 2011). There are numerous studies that discuss the breaking point of
Kemalism such as (Cinar 2010; Kanc1 2007; Keyman and Kanc1 2014) However, transition

to multiparty regime, and the government change.

16



Few scholars theoretically and historically keep their interest in 1940s and 1950s. For
instance, Brockett kept a different track from the other scholars by exploring Turkish
national identity through local newspapers, and he brings his work until the mid 1950s
from the 1940s (Brockett 2011). His main argument is that Turkish identity is not only a
secular national identity, but as derived from local newspapers, it is also religious. His
study provides an important projection to my study. But though, he can’t escape his
curiosity over the first years of the establishment, yet he is aware of the superior power of
the local newspapers to the national newspapers to reach out the local people and voice out
their reactions. His study encouraged me to study on the years of institutionalization of
Turkish national identity in the 1950s, in order the smooth the flow out between the early
years of the proclamation of the republic and the multiparty regime. Still, history has
become the general subject of curiosity over the years, yet his examination leave absences
of knowledge for the space and the body unit of the Turkish national identity, rather he
focuses on the place of the religion in the identity. Therefore, | will pursue his perspective
in this sense to provide a better understanding to the place of Islam that had a nationalist

aspect by illuminating the projects of Turkish national identity building in the 1950s.

Some scholars deal with a broader historical range with single concept such as citizenship
and identity building (Ince 2012), through years until today, secularism in modern Turkey
(Cinar 2010, 2008). Even though these studies acknowledge that modernism in the 1950s
but omit the change in the 1950s and they are outstanding, they could not allow me to get a

profound examination over the 1950s Turkish nation building perspectives.

To apply this way of thinking to the case of Turkey, Turkish modernization and the
attempts of industrialization to catch up with the Western technological improvements
goes back until the era of Tanzimat®. Modernization process begins with the need for a
new stratum that would meet the needs of the new occupational branches. Modern
military, medical and bureaucratic schools, and shortly after school of arts, in Ottoman
Empire were opened in order to meet the modern needs of the market. Gellner asserts that

Turkey is an unique example for such nation building projects and needs to be explored

® Tanzimat, is the period of new regulations to regenuverate the weakened Ottoman Empire in the 19.th
century, begins with Tanzimat Fermani in 1839. It is accepted as the most significant turning point in the
century in terms of intellectual, economic and political transformations, led to the Westernization. The
transforming land regime in Ottoman Empire ends up with the recognition of the right of the property by
Tanzimat. The Notion of state of law is another aspect of Tanzimat Era to indicate the European effect
(Inalcik 1941).
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profoundly because Turkey’s modernization starts with inner dynamics, initiation of
Westernization despite the feeling of rivalry with the West after Tanzimat era.
Transformation of the imperial market to the modern market lets high culture to emerge,
which is highly influenced by the West. Literature and arts take important role to introduce
European culture by translation, overwhelmingly European literary works. Theater pieces

that are imported, adopted or rewwritten hold significant amount of these pieces.

The proclamation of the Republic, or then the transition to the multiparty regime did not
cease the tradition of translating Western literary arts that had begun in Tanzimat Era.
Translations, particularly that are borrowed, adapted or partially made suitable for Turkish
social life, come from Europe heavily. These plays had chances to demonstrate Western
understanding of history, Western life style and imaginary of space. However, in time,
Western projection inclusively European enlarged its projection by putting American
authors in the repertory. Getting inspiration from many studies in the field encouraged me
to focus on theater while allowing me to ask more questions about national identity
building in Turkey in detail. The State Theater particularly holds an exceptional place for
its organic relation with the state in the Republic of Turkey. The State Theater has a
dramaturgy list that is checked and supported by the state apparatus nevertheless it is
counted as an autonomous institution according to its founding law. Its target audience is
the elites of the young Republic of Turkey in Ankara, who can be counted as a part of the

high culture.

Several scholarly works demonstrate the power of performances* and performative arts®

when they are related to the politics, particularly national identity formations. This power

* Laura Adams projects Uzbekistan’s national parades in an anthropological perspective in the context of
official ideology (Adams 2010). She calls attention to the involvement of the state in the performative
celebrations and public rituals during national holidays in Uzbekistan. Uzbekistan is a very good example for
Uzbek national state’s national ideological discourse to build a nation. Classification of the parades, songs,
and the performances as well as interpretation of the given days off for the civil servants to show up in those
parades contributes to the knowledge with regards to ideological responses of the Uzbek people for the
nationalism and nation building initiatives. A special conference issue in 2012 was launched by ASEN under
the title: “Forging the Nation: Performance and Ritual in the (Re)production of Nation”. I have benefitted so
much from this issue, particularly from (Cesari 2012; Hemple 2012; Kuever 2012; Mock 2012) with their
power of envisioning. In addition to those studies, Florentina C. Andreescu was another author that inspired
me as this study focuses on how the nation can be legitimized with cinematic nationhood by the help of
constructing common fantasies in the case of Romania (Andreescu 2012).
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has become my departure point in this thesis. The political power of the theater in Turkey
starts with Namik Kemal’s “Vatan Yahut Silistre” (Homeland or Silistra) and the
remarkable reactions of the audience in 1873° and this performance is accepted as the
beginning of the modern theater’s relationship with politics in Tanzimat Period. Elif Dicle
Bagbug’s (Basbug 2013) study on the theaters of People’s Houses points out the nationalist
partizan ideology of the early Republican period in single party era to uncarth the state’s
ideological use of party apparatus, as she refers to Louis Althusser’s conceptualization of

state’s ideological apparatus.

On the other hand, Seyhan (2008) suggests that novels, literary arts in a broader sense
provide the readers a sense of belonging in a nation. No doubt that theater does this in a
stronger manner with its performative power. Adding performance into this suggestion
would only render theater to duplicate its power on the audience. Especially if one
imagines that theaters have been a mass messaging opportunity for the artists, they use the
chance of conveying their messages in a visual base as well with a voice alive.
Performative power of the theater overarches the literature, drama, voice, demonstration of
the consciously directed, strongly conveyed messages, creating a common language as

well as a common sense.

When theaters of the People’s Houses remained political and traditional, in a transforming
political climate after World War I, the sounds of diversity and a trend of having a high
qualified theater became visible in the 1940s. Academic theater initiatives emerged with
the foundation of the State Conservatory. Conservatory had its first performances in the
People’s Houses stages. It was then transformed into Tatbikat Theater in 1947. With the

German theater prominent: Carl Ebert’s’ efforts, the theater in Turkey had a Western,

® For more details about the theater as a part of semiotics see (Aston and Savona 1991; Melton 2001; Pao
2010; Pavis 1996); for more information about how the politics and public is affected by the performative
arts see (Melton 2001; Pao 2010).

® “The Premier of Vatan yahud Silistre at Gedik Pasha Theater on April 1, 1873 has become a significant
event. The audience that filled the theater shouted at loud “Long live our homeland! Long live Kemal! Long
live Kemal” and overflowed to the streets. Furthermore, a convoy moved forward in order to see Namik
Kemal, whom they could not find, and congratulate him at midnight with the lights in hands, passed over the
Bridge of Unkapani, turned up at the administrative office of the newspaper in Galatasaray. They left a
message to Namik Kemal when they could not find him there either, that mentions their appreciation and
congratulations for letting them experience extraordinary feelings.” (Akiin n.d., 368)

" The Tatbikat Theater and so the State Theater split their ways with the People’s Houses that were guided by
the Republican People’s Party (Cumhuriyet Halk Firkast) and its official ideology under One Party rule. The
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academic performative face and this track was also kept by latter pioneers of Turkish
Theater such as Muhsin Ertugrul (Celik 2013).

There are three themes that nationalisms are interested while building a nation: history,
family, and space. The literature is based upon searching for answers to three basic
questions in relation to these three themes. First question is “Why is the ‘‘making [0f]
history’” important for National Identity Building?” The answer is abstract® but mainly
given by Jonathan Friedman (1992) history is the «past» of the nation, and it is imagined
and remade by the help of narratives to construct the past of a nation to connect past with
now and the future. Second question is: Why is the ‘‘making [of] the family’’ important
for National Identity Building? Family is understood as the “body” of the nation as Niikhet
Sirman conceptualize it under “familial citizenship” (Sirman 2005). Final basic question
“Why is the ‘‘making [of] the space’” important for National Identity Building?” is
responded by Benedict Anderson (B. Anderson 2006) while arguing the significance of the
map which contributes to the national consciousness®. Space draws the «territory» of the

nation and mentions its nation state’s borders of sovereignty.

claim of the conservatory and the State Theater was to produce more academic and qualified plays, including
Western literary works, starting from 1949 with Carl EBERT. Carl EBERT, (1887-1980). Theater artist in
Berlin City Opera. After criticizing Hitler regime, he was fired. After years spent in Argentina and Britain,
he was invited to Turkey as a counselor of the newly established conservatory in Ankara in 1936. He was
employed by the Turkish government for 9 years on contract, administrating the State Conservatory and the
Tatbikat Theater. Before the emergence of the Western styled theater and foundation of the State Theater
institutionally, theater has been embraced in the context of improvisational theater (tuluat) and light comedy
(orta oyunu) throughout Anatolia. The theater of Tanzimat Reform Era and Darulbedayi bring into
prominence to the theater politically and visionally (Aki 1968). However, Republican identity building
process in theater first takes place at the People’s Houses (Turkish institution for public education and
spreading kemalism) (Yazgan 2012). Yet, Tatbikat Theatre and State Theater have claimed to be more
academy based. They reflected and promoted Western literary works and play an active role on the new
republican “Turkish citizen” identity institutionally, not by only the support of the government but also with
the support of related undersecreteriat, competing with the foreigner theaters as well as representing the new
identity abroad. The State Theater in Turkey is established under the presidency of Ismet Inonii. During the
depressing atmosphere of the World War Two, Carl Ebert from Germany was charged to establish the
Tatbikat Theater’ then transform into te State Theater. And the involvement of the Ankara public; especially
the university students and the public servants to the events was rather high (Tartan 1997). Moreover, the
State Theater performs in the other cities with a loyal audience.

® For more information about the different perceptions with regards to “when did nation emerge?” one can
check (Ozkirimhi 2010) for a critical introduction. Primordialists, modernists and ethnosymbolists suggest
different arguments about how antique the nation is.

° Benedict Anderson (Anderson 2006) also argues that the sovereignity of this collective identity and
consciousness needed borders. It does not matter how expanded it is in minds but seeing the borders, helps
imagining “our lands”. This can also be considered as a matter of creating a feeling of sameness and
difference.
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This study takes the State Theater as the signifier of the representations of nation building
process for the 1950s in Turkey because, arts, particularly literature and theater, have an
important role in reinforcing a collective remembrance in terms of inheritance of culture.
Moreover, the dialogues and the cues within the pieces work to create the feeling of
sameness among the members of a nation who share the same system of communication.
The interrelation between national identity building and the State Theater in Turkey relies
on the organic bond between the state and the institution. The artists and the workers of the
State Theater have been civil servants (Karsli 2013). Due to its repertory, the State Theater
IS seen as a massive transmitter of high culture for the Turkish national identity building
project, when television and the other visual technologies were not spread throughout
Turkey. There was a great interest by the Ankaran audience in watching theater
performances. Such an interest that, once before the opening of the State Theater, Istanbul
City Theater (Dartilbedayi) visits Ankara for a performance, a confluence had occurred.
This confluence ended up with broken chairs and a postponing of the play (Tartan 1997).
Teoman Yazgan mentions the couple of transition years of Tatbikat Theater to the State
Theater as the years in which Ankaran audience developed a passion of theater (Yazgan
2012, 65). These performances were also supported spiritually by the President Ismet
[nonii and the ministers. He used to attend the plays in person with his wife and used to
congratulate Muhsin Ertugrul, the manager of the State Theater of the period and the artists
in the aftermath of the performances (Tartan 1997). However, the civil servants and the
artists around Muhsin Ertugrul mentions that he would not be likely to get involved in
personal touch with any politicians, and when he had the chance, he would reject the offers

and suggestions™®. Yet, the people that were running around to service for the theater of the

01t is said to be the same when Muhsin Ertugrul was working for Dariilbedayi as well. “Let’s go back to
1927, 20 years before the foundation of the Kiigiik Tiyatro. Refik Ahmet (Sevengil) talks: ‘Istanbul Mayor,
Muhittin Ustiindag wanted to set a new order in Dariilbedayi in 1927 and... appointed Muhsin Ertugrul as the
director. ..He also appointed three names to the literary board... One day, a play, an adaptation of a French
vodville that | did not deem to stage was picked by the literary board. (...) Mithat Cemal Bey asked me why
Muhsin Bey was rejecting to stage this play. I did not know, I got angry a bit. They called Muhsin... The talk
between them: “Why do you not stage this piece that we picked?’” Mubhsin, with a frustration: ‘It is lousy.
Cannot be staged.” Mithat Cemal: ‘We like it.” Muhsin: “You wouldn’t understand.’Mithat Cemal: ‘I have
read this number of playscripts. I watched numerous plays, too.” Muhsin, responded theatrically by holding
his collars with two hands: ‘I have gotten dressed since the day I was born but I don’t understand anything
about tailoring’. (Tartan 1997, 173).This strict attitude continued during Celal Bayar’s presidential period.
There was a tension between Celal Bayar’s government and the artists of the State Theater. Muhsin
Ertugrul’s papers about Russian tradition of theater let rightest authors such as Peyami Safa blamed him
about being a communist and treason at the assembly. Muhsin Ertugrul then was discharged from his
position at the State Theater (Celik 2013). There were also other cases such as Miisfik and Yildiz Kenter’s
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State were the ministers, the prime minister, the president and the party members (Tartan
1997). This collaboration between the politicians and the institution strikes me as there is a
clear link between the politics, state, and the content. Although Muhsin Ertugrul was
principled and the enactment of the State Theater provided autonomy to the State Theater,
it was not possible for the institution to act as free as a private one.

Besides, the founding of the State Theater overlapped with Turkey’s transition to a
multiparty regime. The first official play of the State Theater was staged in 1949, although
the stage had two years background at Tatbikat Theater, which worked as an organ of the
conservatory. Further, the significance of the institution comes also from its popularity
among university students, bureaucrats, politicians as well as children in Ankara. This way
the target audience of the audience overlaps with the high culture, rather than targeting

ordinary people at its first step.

The playscripts are examined by classifying data according to how the characters feel
about their identity, how their sameness or the differences are shown. So this study uses
three other concepts that are related with the analytical tools of the research and identity
coding chart. Religion, state, narrative and national identity are three dimensions that
complement a national identity. Religion is a social formation which is founded by the
sacred beliefs and complemented by rituals and behavior. Living communities or social
formations involve getting together and social solidarity within (Peterson 2012). National
identity building projects encompass a process of building loyalty to the state as well as
nation (Connor 1978). The religion has never lost its room in the peoples’ lives (Mitchell
2006) and kept its place to define “the self” of both individuals and the communities.
Religion’s vital place in communities makes it also essential fact for nationalisms, either
nationalisms with secularism or nationalisms that incorporates with religion. Rogers
Brubaker (Brubaker 2012) brings up four approaches while talking on the relationship
between religion and nationalism and this study treats religion as a part of nationalism. By
the help of Anthony Smith’s conceptualization on nationalism that is composed by the aid
of myths and symbols (Smith 1994), this dissertation looks at how this nation is

represented through the symbols of religion.

resignation after Muhsin Ertugrul’s leaving from Ankara, while Celal Bayar was insisting on the case of
Tung Yalman’s “insulting the spiritual personality of the government” (Celik 2013).
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On the other hand, religion is not the only determinant. The state in modern societies
interferes with individuals’ lives and attempts to change it (Ozdalga 2014). State uses its
legitimate power to institutionalize this change. The State’s knowledge points out how the
state builds the national identity and how it is perceived by the intellectuals (Safran 1991).
A nation state collaborates patriotism in order to “nourish civic engagement, solidarity,
mutual responsibility” (Brubaker 2004, 121). As Rogers Brubaker suggests, thereby they
not only become the sovereign to define and change the lives of the individuals but also
talk in the name of them'. “Who” actually talks in the name of them, defines the
ownership of the nation state in terms of identity.

Narrative Identity is described as the sense of individual or collective sameness and
difference without modern and national terms, in a narrative. According to the responses to
those actions by the other “self”’s construct “me” and “the other” (Mead 1972). In social
formations, multiple self(ves) get together based upon certain norms and sameness
principles, create solidarity and raise “we” and “us” correspondingly. If national identities
are to be thrived, they lie in national narratives. The formation of the self “Us” and “them”

2

replaces individual “I” and “me, ” and the collective conscious is defined with modern
terms within a national scale. Overall, narrative and national identities rely on the direct

definitions of the sameness and the difference (Wodak et al. 2009).

The reason this study focuses on the 1950s Turkey is that the inevitable and irreversible
change in Turkish political life with the transition to the multi-party regime in 1946 with
Democrat Party. Before the emergence of Democrat Party, there were many suspicions
about having Inénii back in political life after his contestations with Atatiirk in 1938.
However, without any problems after the demise of Atatiirk, Indnii was elected as the
second president of the Republic by the parliament. Inonii’s era gave the signals of having
peace with the ones who were exiled in Atatiirk’s era (Ahmad 2014). inénii was the
determinant political figure to set the framework for Turkish nationalism in accordance

with the domestic and international politics.

! What Rogers Brubaker argues mainly is that nationalism studies should focus more on how the practices of
nation to collaborate patriotism and nationalism to integrate new forms of citizenry. He perceives
nationalism as a category or practice rather than a category of analysis. Therefore his article calls attention to
the “imagined communities that does not coincide with the territory or the citizenry of the nation state”
(Brubaker 2004, 116). The claim of sovereignity through nationalism may exceed the borders and may have
a broader understanding of patriotism that reflect upon nationalism. This study deals with both the imagined
communities that coincides with the borders of the sovereignity of the nation state as well as its extension,
when it comes up in the data.
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Based upon Yildirim (2014)’s interpretations and results for the early years of Inonii era,
Faroz Ahmad (2014) also tells about the wavy relationship between the government and
Pan-Turkists until the end of World War Il as well as the growing conservatism in the
Republican People’s Party. When Pan-Turkists were accused of being racist and counter
ideology, there were worshipped after their release by the courts and became the heroes of

the fight with communism.

| cut my study by May 27, 1960, military coup that suspended the common experiences of
young Turkish Republic. Many scholars agree that the coup was an event to start a new
political and historical era. Ahmad (2014) calls this new era between 1960-1980 “the
Military Tutelage.” In the light of these historian conceptualizations and classifications
over Turkish political history, | decide to cut my research in 1960. Therefore, my archival
research ends with the season of 1959-1960 of the State Theater in Turkey. As the coup

took place at the end of May 1960; overlaps the closing of the season.

Following part is a brief introduction of the data that I derived from the State Theater’s
archives. | first give an outlook for the repertory by scanning the content. | have gotten 156
playscripts that were readable. Most of them were typed by the typewriters. Therefore it
was not possible to count or scan words and derive a numerical contextual data. However,
after seeing that the metaphorical cues or the number of personification in the content is
pretty high, I saw that counting keywords would not mean or indicate anything. For
instance, a basic keyword would be chosen as “nation,” yet, the software would count the
phrase “kadin milleti,” without checking its meaning. Thereby, | decided to count the
coded segments which give the meanings of what | was looking for by the help of my
analytical tools, religion, state, narrative and national identity. So, first part of data analysis
gives information about the distribution of the playscripts according to the seasons, and
second part evaluates the frequencies of the analytical tools and checks the number of

overlapping coded segments.

By thinking that counting words with regards to the nationalism and national identity
projects would not give sound outputs because of the metaphorical and sarcastic use of the
words in the cues in the playscripts, | focused on the contexts and the meanings that give

the meanings with regards to the nationalism and national identity building. Therefore, |
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gave each segment of meaning a code and counted those codes to reach out their

frequencies at the very first step of the study, in order to get to know the data better.

These coded segments were all bounded by the same aim: to build a feeling of sameness or
dissimilation. Their connection within is set up on the sameness and the difference. These
feelings of sameness and difference are framed by three lexical components of the
construction of a national identity, given by the playscripts: religion, state, narrative and
national identity. Religion’s place within and the self-location of the religion is often
discussed in the literature; as a competitive component of the national identity. Secondly,
the place of the state in national identity building process in terms of patriarchy and the
nation-state is another determinant to reinforce the national sameness or the power to
create “the other.” Thirdly the tool to examine the national identity, | use narrative and
national identity to decompose first the individual and collective sameness that is
independent from the modern national identity but dependent on patriotism and exclusion;
secondly the meanings that refer to the collective national sameness which relies on the

modern emergence of a national identity and patriotism.

After getting the playscripts from the State Theater archives that covers the seasons
between years 1949-1960, | distributed the playscripts according to the seasons. The
starting off season puts four local plays on the stage, whereas the number of the translated
plays is 10 which is rather high, including the children’s plays. The impression of Carl
Ebert and West is visible, yet, even though Ebert tries to nationalize the State Theater with
a Turkish sense, the lack of local playscripts which are congruent with the institutional’s
ideals does not let Carl Ebert and then Muhsin Ertugrul to put more local plays on the
stage during the first season*2. This imbalance in distribution of local and translated plays
becomes almost even until the season 1953-1954. A general decrease in the number of the
plays might be a result of prepping for the upcoming general elections. Democrat Party
was struggling with the high inflation and the critics towards the government’s
applications over the media while rallying for the May 2, 1954, elections (Erogul 2014;
Kubilay 2014). This increase might indicate a tacit budget cut or control over the
institution. Starting from the season 1953-1954 until 1959-1960, the number of translated

12 Moreover, the first two plays were picked as one local and one translated as Cevat Fehmi Baskut’s Kiigiik
Sehir, and Goethe’s Faust to indicate that ideal of synthesizing Turkish essence with Western academic
approach of theater (Yazgan 2012).
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playscripts are more than the local ones. This period is pretty abundant for Turkish
literature, yet the number of the Turkish playscripts does not increase in the repertory. This
indicates a conscious display of world theater , particularly European and then American
theater, and creates a special zone for high culture with a content of Western literature

pieces.

Figure 13 provides brief information about the distribution of the playscripts according to
two basic categories: local playwrights’ works and translations. Then they are also given
as categories for the children’s plays. The average number of playscripts per season is
14.09. Following the 1954-1955 season, the number of the playscripts remains around 17
and 16 until 1959-1960 season. Although the number of the playscripts increases, the
number of local texts does not increase. However, the diversity of the foreigner authors
and their topics shows a remarkable variety as well as an increase in the number. This
variety brings about an opportunity to introduce the contemporary American writers,
popular European plays as well as new classics besides repetition of some major German
theatrical classics. The playscripts until the season 1953-1954 aims at introducing the
theater as an artistic branch of performing arts, promoting local authors and directors to
come up with their pieces, benefit their experiences in Dariilbedayi istanbul City Theater
at the same time. The State Theater starts increasing its productivity with a more
experienced cadre in 1954-1955 season, who enjoyed the realm of freedom and support of

the State during the first years of Democrat Party Government.

According to the Figure 13, 1949-1950 season starts with a high number of translations in
the lack of local works. High number of translations in each season except 1952-1953
season is a general fact. On the other hand, children’s plays are locally written and
preferred (except 1956-1957 and 1957-1958 seasons). This might be because of the
preexistent repertory tradition of children’s plays during People’s Houses Theaters or
might indicate the importance given to the future generations in terms of demonstrating the

local values.
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Season 1949- | 1950- | 1951- | 1952- | 1953- | 1954- | 1955- | 1956- | 1957- | 1958- | 1959- | Total
1950 | 1951 | 1952 | 1953 | 1954 | 1955 | 1956 | 1957 | 1958 | 1959 | 1960

The Total
Number of
Local
Playscripts

The Total
Number of 10 4 5 6 7 12 11 11 14 10 12 102
Translations

The Number
of Local
Children’s
plays

The Number
of Translated
Children’s
Plays

The Total
Number of 14 10 9 14 9 17 16 17 17 16 16 177
Playscripts

Figure 13 The Distribution of the Playscripts According to the Seasons

In 156 playscripts, in which | could reach out at the archives over 177 plays, the number of
total coded segments under religion is 1547, where the number of coded segments of the
state code is 239, and finally, the number of coded segments under narrative and national
identity is 1282. The highest number of codes is under religion. However, this high
frequency does not give clues about the context. Therefore, the numbers tell that religion is
something crucial to set the feeling of sameness and otherness, but does not tell how

religion is perceived. It is also valid for the contexts of the other analytical tools.

By using MaxQda 11, | examined the overlapping coded segments and saw that the
analytical tools have high frequency of overlapping coded segments (religion, state,
narrative and national identity). This indicates that these analytical tools are not only
integral elements of a national identity but also they complement each other. Especially,
the high frequency of overlapping religion and narrative and national identity coded
segments were striking. High frequency of interrelation of religion and narrative and
national identity displays that in the 1950s, religion and narrative and national identity go
hand in hand, while dispositioning the coupling of secular state and narrative and national
identity in the 1930s.
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Religion State Narrative and National Identity
Religion 0 42 177*
State 42 0 103
Narrative and National Identity 177* 103 0

Table 1 Frequencies of Overlapping Coded Segments™

As it is shown in the Table 14, the number of overlapping coded segments is 177, and it is
rather high when it is compared to the number of overlapping coded segments of state and
religion which is only 42. So it is possible to deduce that, the state is no longer
commemorated with religion, which posited secular system. On the other hand, the number
of overlapping coded segments with regards to state and narrative and national identity is

103. This infers a significant interrelation between state and narrative and national identity.

Chapter 2, deals with the reconstruction of history, as “History in Turkish Nation Building
in the 1950s”. The main objectives of this chapter are to analyse the history making of
Turkish national identity building in the 1950s and to disclose how Turkish national
identity is imagined while remaking history. Additionally, the main arguments of this
chapter are firstly, history is constructed mutually, in opposition to the «other» of Turkish
identity in the 1950s, who is European and Christian identity; and secondly, Turkish

identity is imagined as «secular Muslim identity» historically.

Performing «History» is significant for national identity building processes because the
performative power of theater demonstrates Turkish history on the stage to the target
audience. While doing this, local plays construct sameness by seeing “us” on the stage and

at the same time translations help showing how the “other’s” history looks like.

Supplementary Arguments of the Chapter are, in the 1050s, religion is taken historically as
the core component of defining the Turkish self, set on Muslimhood, where “the other” is
“Christians.” Secondly, history is constructed mutually, in opposition to the «other» of
Turkish identity in the 1950s, who is European and Christian identity. There are three
historical milestones for history of “the other”: Ancient Greek, Renaissance, World War
Two, and these arise as the subthemes of translated playscripts. History perceives young
generations of Turkish nation as Muslim, but plays create an antagonism between science
and religion, in favor of science. And finally for religion: Turkish identity is imagined as

«secular Muslim identity» : Picturing practice of Islam is very rare, but the Lexical style

B3 For detailed information, please see appendices B, the chart of codings.
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sets sameness on Islam and takes it as a thing in the past but gives religion’s place as a
daily glue for solidarity. The additional argument regarding state is, state is defined as a
historically integral part of being Turkish, with an intrinsic patriarchy. And lastly, narrative
and national identity of Turkishness is undecisively defined between being Eastern and
Western, claiming that civilization started with Muslim and Turkish origins. Historical
Turkish origins are set as Sumerians, in accordance with Turkish official history writing,
but in the 1950s, national identity building extends this view by incorporating Ottoman

Empire past with the remaking of Turkish history.

The study covers the representation of family in the third chapter. The main argument is
summarized within the chapter’s title: “Family Stuck Between the Modernists and
Traditionalists.” Main objectives of the chapter are to analyse the playscripts to picture the
identification of the Turkish nation (‘the self’) in “familial citizenship” (Sirman 2005)
during the 1950’s and search for multiple and multidimensional “family representations of

Turkish national identity in the State Theater’’ to find out who the Turkish nation is.

Performing “the Turkish family” is important since the performative power of theater
demonstrates the ideal family design on the stage to the target audience. While doing this,
local plays construct sameness by seeing “us” on the stage and at the same time

translations help showing how the “other’s” family looks like.

Main arguments of the family theme based chapter are, there are multidimensional
familial, national identity building projects in the 1950s. Also, this chapter supports the
main argument of this dissertation because the family theme reinforces the Turkish secular

Muslim identity building by the help of the division of public and private spheres.

There are also additional arguments with regards to the analytical tools, religion, state,
narrative and national identity that favor the main arguments of this dissertation. Religion
is taken as the core component of defining the Turkish self, set on Muslimhood, where the
other is «Christians,» in terms of lifestyles both in adults’ and children’s plays. Turkish
identity is imagined as secular Muslim identity: The sameness of Turkishness is built on
Muslimhood (“them” is imagined as Christians). However, religion is something thaught
within the family by women of the family (in private sphere). Patriarchal patterns in the
public sphere reinforces the intrinsic patriarchal patterns in Turkish family through state
institutions. Additionally, a family is an organization that behaves like a micro nation in
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Turkish nation building in the 1950s. Narrative and National identity of Turkishness is
undecisively defined between being Eastern (traditions) and Western (modern). There is an
indecisive swing between being Eastern and Western. There is a fear of loosing the
essence that makes a Turkish family Turkish because of the excessive Westernization;
congruent with the post-colonial nationalisms. On the other hand, though, French
bourgoise lifestyle is imposed in a family. But in time, American cultural affect enters on
the stage, not only with the translations of John Steinback and Arthur Miller’s pieces in the

repertory but also for example, in Cetin Altan’s playscript Cemberler (The Circles).**

Chapter 4 focuses on the spatial imagination of Turkish nation in the 1950s under the the
title of “Reconstruction of the National Space: How to Civilize Peasants?” The objective
of the fourth chapter is to analyze the playscripts to picture the identification of the Turkish
nation (‘the self’) in the imagined space, domestic territory during the 1950’s, in the
division of city-village life. And the chapter examines how the territory of the nation

turned into a public sphere that would be a stage for daily representations of identities.

The performative power of theater demonstrates the spatial design of the Turkish nation on
the stage to the target audience. Plays under the space theme construct the sense of
sameness by seeing “us” on the stage based on religion, state, narrative and national
identity. Furthermore, translations help showing how the “other’s” national space looks
like.

Supplementary Arguments of the chapter are: Turkish playwrights imagine collective
sameness in national terms in the construction of national space within the division of city
and village life. Cities are considered as the national space in the 1950s. Even though the
territory of Turkish nation is imagined in the modern, civilized, Westernized cities, there is
a fear of excessive modernization accompanied by the fear of loosing the Turkish essence,

the purity of Turkishness that only lies in the village life.

Religion is represented in the national space through the Islamic idioms used in daily

conversations, not through public displays of ritual in the 1950s. The audience does not see

Y Cemberler (Altan 1964) play incorporates the positive and negative aspects of Westernization and
modernization within Turkish family life style. The father of the family encourages his son to learn English
and get involved in an occupation with Americans, while not abandoning the previous perception of French
oriented Westernization. At the same time though, modernization and Westernization is understood as a
degenerative actor for Turkish family. Yet, the family is pictured as a nuclear one, in accordance with the
design of Turkish family in the early Republican era.
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Muslims who practice in the public sphere, rather constructs the sense of sameness through
Islam with phrases. Turkish nation in cities are imagined as secular Muslims in spatial
organization. When it comes to the second analytical tool: state, it makes the citizens feel
of its existence by the hands of its bureaucrats and its legitimate use of power both in the
cities and village. Interestingly enough, the identities of “others” are absent or silent. *°
Turkish identity is imagined as secular Muslim identity in Turkish territory. The sameness
of Turkishness is built on Muslimhood. Nonmuslims are not considered as the part of the
national identity, if they are represented, they are considered as exceptions with evil

manners.

In a nutshell, this study finds out that religion of Islam is accepted as the core component
of Turkish national identity. However, it should remain as an element of the private sphere.
Thereby Turkish nation is defined with being Muslim and secular at the same time. There
is a diversity that provides a transition to the identity definition from “secular Turkish
nation” to a more multidimensional one. There are continuities with diversities and

changes in national identity building in the 1950s.

This study contributes to the literature for being a unique study directly on the State
Theater, a unique study on the State Theater with a political science perspective. This
dissertation is also important because it also contributes to the field of theater studies, by
adding knowledge to the fields in terms of identity and the artistic policies for Ankara and
Turkey. This study includes an application of a method that can be used in further studies
in cultural and nationalism studies. Finally, this study is significant for its focal point in the

1950s Turkey in political science, in the contex of national identity building process.

This study also leads some inevitable questions. Next step after this study can be a
comparison of the findings of this study with the theater repertory after the military coup in
1960. Also, I will apply this method for my future projects while changing the sampling
material. Material can be either playscripts again or diaries or daily dialogues with a

sociological and anthropological extension.

1> This absence reminds of the possibly cleaned, migrated minorities. Turkish identity comes together around
its religion as a whole body, yet there is no other distraction left to this unity of Turkishness and Muslim
identity after the population exchange. For more historical information about population exchange, see (Ar
2007).
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CHAPTER 1

NATIONAL IDENTITY, TURKISH NATIONAL IDENTITY AND THE STATE
THEATER IN THE 1950s

The State Theater was founded in 1949 by the support of ismet Inonii, who was the
President of the Turkish Republic in transition to the multiparty period. He showed up in
he State Theater’s performances to render the political and state based support for the
institution visible. The State Theater has become a global showcase for having Western
type theater performances to confront “the West.” Moreover, the institution perceived
itself as a castle of the Republican reforms (Yazgan 2012). However changing dynamics of
both international and domestic politics interdependently, had allowed diverse voices of a
nation building projections to speak up. Having an artistic institution with a literary board,
actors and actresses who work as civil servants (Karsli 2013)™ must provide a roof for a
common sense to reflect'’. The State Theater is an autonomous institution as its founder
law mentions, has an organic bond with the state in pay-check wise, ideological wise and
authority wise. One must think that this bond would affect the dramaturgy strategies and

preferences of the State Theater.

Gellner’s theory of nationalism (Gellner 1983, 2013) suggests that nations are to be built
upon high cultures which are as of the result of a modern market, during modernization.
Turkish State Theater contributed to the disemmination of the high culture to the masses as
its target audience was the bureaucrates the faculty students, professors at Tibbiye,
Miilkiye, Harbiye and the children with the children’s plays who were the performers of
the future market. The institution provided a common sense, sense of participation and

belonging, a common language with certain words, hopes and messages.

'° For a detailed discussion about the personnel status about the staff at Turkish State Theater see (Karsh
2013)

' For more information about the numerical data of the artistic institutions see the Opera, Theater, Ballet
reports (Daloglu 2013) and for a case study on The State Theater about the political economy of culture and
arts see (Akdede 2011).
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The main concern of this research is to unravel the perspectives of national identity
building through a state based institution in the 1950s. This study takes theater as the case
because theater is one of the strongest mass messaging tools those years in the lack of
visual mass communication technologies. While doing this, this study searches for the
basic fictive elements of nation building processes: self positioning in a national history
making, family as the unit of the nation and the space as where the nation is set. The best
and concrete tool to supply these elements thematically is the repertory of the State
Theater. History, family, and space fictions are to be deconstructed through the
components of a modern national identity: religion, state and national and narrative
identity. Thereby, this research will provide deep analysis of the 1950’s Turkey, which

diversified national identity building perceptions.

The portrayal of the Turkish national identity building in this research is drawn by the help
of categorizing the data as the historical theme, family theme, and the space theme. The
themes are examined through the most common debates over nation and nationalism.
These discussions are shaped as the place of religion in national identity building, the place
of state in national identity building and the construction of narrative and national identity

in the texts, after reviewing the literature.

Touraj Atabaki claims that although there are many scholars studied the modernization
process from above to the people; academic studies fell short of searching for the reaction
towards nation building processes (Atabaki 2007). My research will be a step to explain
dialectical reactions between the arts and the state with regards to national identity
building. As the State Theater has an organic bond with the state with its materialistic
opportunities, and the literary board had some restrictions, they still had some preferences.
Besides, writing process is an opportunity for a playwright to transfer what s/he has in
her/his mind to the paper, therfore those pieces also illuminate the self positioning of the
authors of the period. Overall, this study does not focus on how ordinary people reacted to
the nation building process but, it provides a pathway to understand the self reflection of
intermediary agents’ of national identity building process towards the policies as

individuals too.

What makes the theater so important for the self positioning of a national identity is its

performative power and the embeddedness of the theater in politics. Not only in the West,
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but also in Ottoman or Turkish case, the theater emerges as a critical institution. Modern
theater shows up during Tanzimat era with Tanzimat literature and translation initiatives.
This outcrop goes hand in hand with the modernization that develops in the minds of the
intellectuals of the period. Just like Benedict Anderson puts forward about the
dissemination of the national solidarity through language and texts, modernization, parallel
to nationalism that affected the intellectuals of the period. However, this study helps to
demonstrate the transformation of the theater, from a critical institution to an instrument

for identity building in the context of national identity through its tacit messages.

Furthermore, the study aims at showing how the repertory of the State Theater reflects the
perception of the new citizen and the new nation state after World War Two. The
playscripts of the State Theater provide an opportunity to observe in the perception
regarding national identity building process. Therefore, the study takes 1949 the opening
year of the State Theater into consideration as the beginning of the research. The State
Theater begins its first performances institutionally after the abolition of the Tatbikat
Theatre. Since the transition to the democratic trial was interrupted in 1960 by the military
intervention, thus | cut the period for the study by the texts played until the end of the
season 1959-1960. The texts that are going to be interpreted are important because some

symbolic cues automatically scatter what is there more behind the written text.

1.1.Research Material

The establishment and the first performances of the State Theater were staged in 1949. The
core of a performance and the most powerful tool for a play in the State Theater has been
its playscripts. With a claim of having an academic background and a strong Western
traces in this institution the opportunities provided by the Republic made the theater a
castle for nation building project after transition to the multiparty regime in 1946. This is
echoed in Fikret Tartan’s book on the State Theater. He percieves the State Theater as one
of the model institutions of the Republic (Tartan 1997).

The texts were picked by a literary board. This board took Dariilbedayi’s structure as a
model (Yazgan 2012). The literary board of the State Theater benefited from the
translations that were published by the Ministry of Education. The cooperation between
the Ministry of Education and the State Theater comes from the state policy that sees

theater as an educational tool, yet, the institution was first founded as a part of Ministry of
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Education despite its given autonomous structure by the law. The State Theater invites
local playwrights to write playscripts for the State Theater but also gives an important
place to the translations. Although, some of the translations are made after the translators’
seeing the performances of certain plays in their local countries, most of them were
borrowed from the publishings of the Ministry of Education on theater pieces. The literary

board mentioned its preferences by examining the written texts.

The lack of many performance videos during the first years of the State Theater, and the
obvious power of the texts directed me to take the repertoire as the research material of my
research. I went into the State Theater’s archives in Ankara and got all of the playscripts
that 1 could reach out. The director of the archives let me to save the copies of the
playscripts, as | officially prooved that this is for a university based doctoral research.
They gave an official list of the performances of the State Theater between 1949 and 1960,

later helped me with reaching these playscripts out in the archives.

| could get 156 playscripts in total. The rest that I couldn’t take into my research universe
were either lost or impossible to read. These 156 playscripts have 65 local playwrights’
works, 81 translations and 12 children plays. After scanning these playscripts, | saw that
some of them lacked indicators about national identity building process or less powerful in
political messaging. Some were eliminated as they were officially performed only a few
weeks and couldn’t contact the audience. Thereby | limited the sampling frame of the
study with the popular authors that take place in the repertoire, with heavily coded

material.

1.2.Data

| read the research material carefully first, then divided it according to the seasons and
categories as local playwrights and translations. The total number of the playscripts that
were produced between 1949-1950 and 1959-1960 seasons is 156. The number of the
playscripts that were written by the local playwrights is 44 over all. Therefore % 68,64 of
the repertory consist of translations.

Then 1 figured out the distribution of the playscripts between the local authors and the
translations as well as their distribution of the translations according to the years helped

me to get to know my research data better. That helped me out to reveal the frequency of
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the playscripts through the seasons according to their categories. The numerical
information calls attention only to the literary committee’s preferences, the changes in
their preferences, without revealing the reasons behind it. However, this distribution helps
to gather some clues about the State Theater’s perceptions towards modern theater. The
State Theater’s preferences also reflect the attitude towards the construction of a national

theater tradition where the nation building process begins with technically.

Following the study that focuses on making a content analysis through the playscripts, the
study looks at the concepts of religion, state, and narrative and national identity. As it is
mentioned before, looking for the religion, state and narrative and national identity
concepts through texts will reveal the clues for the national identity construction of Turkey
over the theater texts. The religion, which is the most critical component of self-
identification has never lost its power. Religion has always been a very significant matter
to describe oneself in every era. Likewise, the perceptions of the state in societies alter.
But this alteration cannot be drastically fast. The perception of state remains as a social
phenomenon and affects the ordinary people’s lives to relocate themselves as the citizens
or parts of the society. The narrative and national identity concepts are the indicators of the
most explicit sameness and otherness definitions. The narrative identity is to reflect the
identity unit to make individuals a part of a whole, creating “us” using patriotism or wish
for living together. The national identity indicates the constructed modern samenesses
relying on nations. The interpretive approach of this study helps the deconstruction of the
identities over the theater playscripts, in order to conceive the indoctrination of an

institutionalized nation building process.

Afterwards, | classified the material according to their thematical weight. I checked their
spaces, time and the roles to divide them. The material itself gave its historical, family
based and space based themes and I started coding them with the concepts that | have been
searching for. | derived the necessary concepts from the literature review as religion, state
and narrative and national identity. The details will be given under methodology section

after the literature review part.

Figure 1 demonstrates the frequency of the coded segments regarding the identity
construction according to the seasons between 1949-1950 and 1959-1960. There are only

slight differences in the number of codings until 1954-1955 season. However, the season
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1954-1955 starts after around 4 months after the general elections in Turkey in which
Democrat Party won the elections and reinforced its political power within people for the
second time. The number of coded segments stands out by finding the number 894 which
is rather high during 1954-1955 season in the State Theater. The high number of coded
segments is parallel with the large number of plays that was performed during 1954-1955
season. However, only after an interpretive analysis, the reason behind the density of the
codings and the large number of the performances would be revealed. The number of the
playscripts reaches 17, with only 5 local authors’ pieces. However, these pieces are strong
enough to convey messages regarding national identity construction by also including
some elements which oppose to the official state ideology such as Resat Nuri Giintekin’s

Tanrt Dag Ziyafeti (1989) (Akinci 2010).
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Figure 14 The Number of Coded Segments According to the Seasons (1949-1950 to
1959-1960)

The numerical findings attest that the State Theater tries to keep the number of the
playscripts stable between 9 to 17. The institution tries to remain productive, even during
the great political corners such as 1950 and 1954 general elections. In 1950 Democrat
Party’s rise in 1954 Democrat Party’s success leaves no room for the discussion of
political changes. The number of the plays decreases until 10 or 9 these years but increases
the following seasons. During the 1954-1955 season, the increase in the number of
translations looks significant and keeps its place as being two times of the number of the

local authors’ pieces the same until 1960. Data might be interpreted as an international
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expansion during the powerful years of Democrat Party as well as the State Theater’s
confidence on performing foreign plays, showing itself off as a global showcase before the

West and introducing the advanced modern arts of West with the Turkish audience.

1.3. National Identity and Nationalism in Turkey

In this section, | will clarify the concepts that | will use in this study. These concepts are
derived from the literature review | have done and helped me to draw a framework for

deconstructing the national identity building in the 1950s in Turkey.

In this respect, the literature that | gathered together has been very broad. Therefore I
divided the academic materials according to their themes and focal points. These focal
points demonstrated the pathways of the deconstruction of the perception of national
identity building. | classify the academic works with regards to the national identity
building as the ones related to the case of Turkish nationalism and transnational studies.
The group of literature with regards to the Turkish national identity has basicly three
dimensions. First group of studies focuses on certain historical periods and can be
evaluated as an elaboration of the 1920s- 1930s and 1940s-1950s. Second group can be
classified under themes as history, body, and space, according to their basic arguments and
the samples that they mention. Third dimension of the literature is shaped by the Turkish
political debates in accordance with the general discussions on how national identities are
constructed dependently on what the cultures, administrative structures, and social norms
that are carried out. These debates can be gathered under three subtitles: religion, state,

narrative and national identity.

1.3.1. What is nationalism? What is a nation?

Until mid 20th century, nationalisms ruled the political and international World, while
having its peak during World War Two. Many scholars gave thought on late 19th century
and early 20th century nationalisms while scoping the emergence of nation states as well
as their applications to build a social body in the framework of their ideologies. Less spent
their time on evaluating how these national identity building projects transformed and how

they have been reacted aftermath of World War Two.

Scholars tried to find answers why people could reach out cruelty during the war era, and

the relationship between how nationalisms mobilized masses into these total wars.
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Nationalisms created their nations, continuing to be a state of mind as a modern
phenomenon. However, this did not bring the scholars to a position of agreeing upon the
definitions of nation and nationalisms. They kept having strong debates on which created

the other, what is modernism’s place in these studies and how it evolved.

Some scholars claim that the nations are archaic and natural entities, providing that nations
are timeless and everlasting (Ozkirimli 2010). These created a literature under
primordialism in nationalism theories. However, the nature of ethnic and natural ties must
be seen fragile for individual preferences and how the groups may feel about their own
identities. Also, one cannot assume that ethnic and nationalist ties automatically brings
about solidarity (Ozkirimli 2010).

In fact, primordialism is seen as an outdated theory in the literature of nationalism. That is
to say; there is a more recent group of theorists of nationalism that build their arguments
upon the critics of primordialism. Therefore, nationalism, which grows its meaning after
industrialization, is a modern phenomenon, so to speak. They tend to talk on the
relationhip between modernity and nationalism where civilization and modernity are used
for the same meaning for a long time. Both represent a way of life and an universal sum of
principles for modernizing countries to adopt (Cmar and Bender 2007), ended up with
multiple modernity experiences (Sachsenmaier, Riedel, and Eisenstadt 2002) and various

nationalisms.

According to the modernist theory, changing conditions and nationalist ideology needed a
nation state, which then needed a nation to rule. Cleavages between religion and
secularism ended up with national and narrative identity perceptions. First subgroup of
theorists bring economics prominent where the others percieve nationalism as a form of
political transformation. The third and the one that | embrace in this study is the vein that

nationalism is a product of social and cultural transformations.

Aside from the scholarly tradition that puts economics into the center of their studies, led
by Tom Nairn, Michael Hechter (Ozkiriml1 2010), the theorists who tried to explain the
main dynamics of nationalism with political transformations such as John Breuilley, Paul
Brass and Eric J. Hobsbawm, illuminated the historical and discursive practices more

accurately. They take economics to a one step forward to explain the dynamics of
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nationalism. For Paul Brass, nationalism is kept as an instrument to reach out the political

power.

On the other hand, John Breuilley tries to explain nationalism through the role of the state
in terms of political transformation. For Breuilley, nationalism is a form of politics, and he
gives British nation as an example while comparing many nationalisms. There he suggests
a new conceptualization of nationalism as a form of politics (Ozkiriml1 2010). Aside from
Breuilley, Marxist theorist Eric J. Hobsbawm tries to explain nationalism by taking social
and economic dynamics that start political transformation. Hobsbawm argues that nations
and nationalisms are the products of “invented traditions.” Invented traditions include
tacitly accepted rules and practices that demonstrate symbols of certain meanings that lead
to repetitions. These repetitions set various values and behaviour to connect “now” and

“future” with the “past” of a nation (Hobsbawm 1992).

Modernist theory is divided into three branches for which dynamic of modernity leads to
nationalism centrally. The third vein of modernist theory tries to explain nationalism
through cultural transformation. One of the most distinguished scholars in this field, Ernest
Gellner, emphasizes the change of the relationship between the power and the culture in a
society to explain the absence of nations and nationalism in premodern era (Ozkiriml
2010). Therefore the answer to the question of Gellner to the question: “When is the
nation?” is given as actually the birth or emergence of the industrial society with new
moral values. When cognitive and economic growth have transformed (Gellner 1983), and
the way of thinking had a shape of dualism. Gellner originates his definition of state
around Max Weber's approach of apparatus for legitimate usage of violence. A legitimate
agency with the social consent on a central authority may apply violence in order to
provide peacefully ordered societies. These modern states need division of labour as they

did in centralized Western countries.

Hans Kohn claims that the first modern nation was 17th century England. However, Kohn
finds nationalist doctrine’s first sparkle in French Revolution and carried out its
ideological aspects in to applications by self-determination, thereby nation-states emerge
in international arena as actors (Kohn 1965). So the nation states would wait for bloody
revolutions age to make the Continental Europe the creed for nationalist doctrine. The

liberty and nationalism together to be the active force of modern nations in 17th and early
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18th century left its place to the mergence of power and nationalist doctrine in a modern
way by separating public and private space. So for Kohn (1965), nationalismwise
movements before modernism do not consist of mass devotion to the nation and nation-

state culturally, politically or economically.

On the other hand, Benedict Anderson claims that nationalisms sparked off in Americas,
rather than England or Continental Europe, and make this assertion stronger with his
examples regarding the spread of literate society with common press language. This
commonality would bring about solidarity between the stakeholders of a standard language
by making a legacy through literacy and literature. The role of the press was to provide the
readers and hearers of this standard language, a part of a certain community with the sense
of belonging. Thereby, a bigger family and its members could imagine that they somehow
know each other. Nationalisms emerge and modern nations, as “imagined communities”
(B. Anderson 2006). Moreover, the spaces are drawn for the borders of these imagined
communities. Maps were to make geography a tool of imagination where the nation was in
the World and museums were to reinforce the forgetting and remembrance of the imagined
past of the community. So he tends to explain how these imagined communities emerged,
rather than the date of nations.

For the same historical period, Ellie Kedourie too asserts the importance of a common
language to inherit first consciousness of solidarity regarding “self.” Language provides a
first step tool to make a culture legacy of a particular group and express the inner self by
linking an individual to that group via sense of belonging. For Kedourie, “In nationalist
doctrine, language, race, culture, and sometimes even religion, constitute different aspects
of the same primordial entity, the nation. The theory admits here of no great precision, and
it is misplaced ingenuity to try and classify nationalisms according to the particular aspect
which they choose to emphasize.” (Kedourie 1961, 73). The same feeling would bring
about a loyalty to the nation and the nation state.

In other respects though, Ernest Gellner (Gellner 2013)argues that nationalism and state
are not destined for each other. But nationalism wants us to think otherwise. Because
nationalism emerges when the administrative principle and political principle in nation
scale overlap. Both had an emergency time and evolutionary history. Especially when we

consider that the state emerged before and independently from nationalism, we see that the
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emergence of nationalism and nation states are contingent. We can talk about the
appearance of the state before the nation. However, this time we cannot call that state a
nation state. The relationship between culture and power finds its body on the state.
However, when nationalism had been constructed, it made the culture and power destined
for each other, which is not true when one checks agrarian age. Gellner argues that even if
the clerisy in agricultural societies has certain effects on cultural norms in a society, they
have never been as successful as nationalism in order to mobilize the masses. It has usually
been used for daily arrangements in the mass framework (not military based) (Gellner
1983) As opposed to what Gellner says about clerisy or about any religious authority; it
cannot be entirely valid for the colonial world or non-Western oriented modernizations. In
those, religion has never loses its place in authority, central power as well as social life.
However, in modern societies, when the religion was used to mobilize the masses, it is
used on behalf of nation, and it's been nationalized if it is not only taking place in everyday
lives. But in industrial, societal era, a high culture becomes necessary to deploy the
religion’s status and maintain the relationship between the power and culture by providing
necessary work-force for the market as well as modern bureaucracy. High culture then
becomes sustainable by the polity, so by the centralized authority: a modern state.
Thereby, the propagators of the high culture aims at spreading the certain type of culture
into the society and transform it as a whole. Gellner sees this transformative aim as the

"secret of nationalism™ (Gellner 1983, 18).

And then seeking an answer to: “What is not nationalism?” seems logical. Construction of
nationality relies on will and culture, theoretically according to Gellner, at first step.
However, these two are not enough to form nationalism. “They are just instructive because
they may exist in any kind of a team, community, gang, etc...” (Gellner 1983, 53-54).
They need to overlap a state of mind and historical facts. Nationalism tries to indoctrinate
homogeneity rather than the other way around (Gellner 1983).

When nationalism stops being obscure, this means a new social order emerges. Gellner
benefits Durkheim’s definition of society with religious symbols and in which the sacred is
religion. With a cultural and social transformation, a social order which worships a divine
becomes a thing in the past and passes to a society which makes itself the sacred by the
help of nationalism. If nationalism is making the society itself “the sacred,” it makes it real

by picking some elements from history and culture. These constitute the sacred essence of
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that society. “Going back to the people” narod in Russian or volk in German expresses this
essence. “People” is pictured and administered by some officials. This liberative feeling of
nationalism in postcolonial countries particularly starts building up the nationalism and
nations by rejecting the invaders’; “the other’s” imperial identity, so to speak. Resistance
to the cultural repression determines the shape of the new national identity most of time.
An independence war follows cultural awakening and an affirmation. Gellner discusses,
aftermath of the victory, the turn is the definition of the high cultures. Elements of folk
culture or a certain dialect are picked and put in the place of the deployed and rejected
foreign culture. Rather nationalism creates its own myths and divine. Thereby, a local high
culture is embraced and used in nation building processes (Gellner 1983). When Gellner
saw a possibility of having a high culture under foreign indoctrination, nationalisms in
postcolonial World happened to be a reactionary movement, which goes back to a folkloric
essence to revitalise. That essence is used to create a high culture and motivate the masses
to be a part of it while rebelling the cultural domination of the foreign (Partha Chatterjee
1993) but catching up with its technological skills at the same time. Therefore both Hans
Kohn (Kohn 1965) and Partha Chatterjee (Partha Chatterjee 1993) could perceive
nationalism as a possible integral part of liberal movements. To talk about the differences
of patriotism in premodern era and patriotism within nationalism can be differentiated for
its social circumstances. Patriotism in modern era needs loyalty for social norms, in fact
for virtue for being part of the high culture. Being a member of high culture allows people
to feel familiarity with each other and create homogenous society (Gellner 1983).

The discussions on what is a nation and when were nations born has no concrete result.
Therefore, explanations on what nations and nationalism are remains as theories. But what
| deduce about nationalism from these theoretical discussions, determined the problematic

of my study.

Nationalism needs history making, family unit and a space to announce that it has a nation
and a limited sovereignity. History sets the relationship between the past and now of the
nation. While history making, the official history tries to reply “When is nation? When did
it first emerge?” Then nationalism also needs to give an answer to the question of “Who is
the nation?” As an ideology, nationalism defines the citizen, the individual and their
features to picture the members of a nation. National identity building process takes the

family unit as the reproducer of the members of the nation. Next definition that national
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identity building project needs is a constant definition of borders, the imagination of the

territory of the nation. These are the basic themes of the national identity building projects.

Another aspect that strikes attention about the discussions is that the debates on
nationalism. While doing the reading, one can easily see that the discussions with regards
to nationalist discourse are codependent with the place of the religion, the state and how
the narrative and national “self” is defined. Therefore on the same track with modernists,
national identity building is composed of three main elements: history, family, and space.
In the light of the discussions, how one feel about the self-positioning of his/her identity is
affected by his/her self-location according to religion, state, the definition of sameness and
difference. Aside from the theoricians who put religion or the state’s place into the center
of the study, | take them all as the corresponding components for each other. Although
these scholars in the field represent different explanations for when and how nationalisms
have emerged, they all agreed on three bases: nationalism needed a history, a unit, and a
territory. While shaping those, the debates on nationalism goes around discussions
regarding the place of religion, the role of the state and national and narrative identity
perception. Therefore all constitute the discourse of national identity. | will explain each
concept with the related literature in the next section, by being loyal to the problematic of

my research.

1.3.2. History of a nation

Making the past for constructing a modern national identity is a self positioning initiation.
It creates a world at present, referring to the past, which is full of meanings. Modern
identities start up constituting their national identities by making a historical narrative.
This way, history becomes a tool for creating a common ground of symbols for the
members of the nation. Therefore, making the history is making the identity according to
Jonathan Friedman (Friedman 1992); thus the past becomes a reflection on “now” and
“future.” A history that's re-written is a result of representations. They are invented and
induced by education as Eric Hobsbawm (Hobsbawm 1992) suggests and ends up with
becoming imagined collectivities as Anderson argues (B. Anderson 2006). These chains of
representations are imagined, consolidated by time leading the national identity building.

In modern national identity building, there is one single historical truth. The making of the
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history for the modern identity choses a starting point and an ending point arbitrarily. All

other historical schemes or interpretations regarding past are ideological (Friedman 1992).

By linking the history, historical documents and archives to the beginnings of nationals
and nationalisms renders the nationalism making the past of nations. Hans Kohn gives
Frangois Guizot (1787-1874) as an instance in France to emphasize the importance of the
historical studies for the development of nationalisms. As Kohn argues, Francois Guizot,
as a well known historian, then became minister of education and played a major role in
making the general, national history perception through the Society for the History of
France (Kohn 1965).

Eric J. Hobsbawm argues that invention of the traditions is predicated upon the making of
the past. This provides a continuity of the nation in a convenient past and “use history as a
legitimator of action” for the nation states (Ozkirimli 2010). Addition to this, Walker
Connor (2004) claims that identities are sustained by perceptions through history; not
through chronological facts and events. Therefore the history is more important for its
subjects in a modern nation building. Thereby, modern identity founds itself reflecting its
self-positioning on the language of history. “Self-positioning” is not only constructed one
sidedly but is a mutual construction with “the historical others” of the identity. Identity
construction is a sum of complex interaction between multiple identity constructions. The
playscripts of the State Theater bring about the construction of Turkish modern national
identity via its repertory regarding history. Positioning the self and constructing the past of
a modern national identity (Friedman 1992) needs an “otherness” which is “West” in
Turkish case. Translation playscripts of the State Theater’s repertory between 1949-1960,
are eligible enough to mirror the samenesses and the differences of the modern West- the

modern Turkish identity.

The studies in the field with regards to the historical periods and themes illuminate the
pathways that arrives at the 1950s Turkey with different objectives and tools. Studies that
focus on certain historical periods helped me drawing the period of my research. Besides,
the thematic studies, particularly history in this section, provide multiple results and

methods that put history into the center of their research.
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Studies that focus on certain historical periods

While reading the related literature to the Turkish national identity building process, the
studies are divided into two categories according to which historical periods they have
focused on. When the studies wanted to make an emphasis on ideological component or
the instrumental existence of nationalism, the authors tend to give thoughts to the early
Republican period. This period comprises the years between the 1920s and 1930s.
Prominent and profound series of analyses have been made through this initial period of

newly-established Turkish Republic.

Thereby these studies provided satisfiable knowledge on ideological perspective of young

Kemalist nation state during one-party era.

National identity building takes language, which is the communicative tool of the social
formations to the center. For instance, Yilmaz Bingdl takes language into the heart of
nationalist discourse, where nationalist discourse regenerates a common Turkic language
(Bing6l 2009). He concentrates on the literature as the modernists and the traditionalists
and focus on traditionalists’ initiations of language through the policies of the Tiirk Dil
Kurumu- Institution of Turkish Language. He gives numerous example of institutional
criticism that the traditionalists put forward as oppose to the purification suggested by the
modernists, throughout the Turkish political history. He finds out that especially in the
1980s, the purification policy has been abandoned. The place that has been emptied by the
elimination of Arabic and Persian words has been replaced by the European loanwords.
Bing6l (2009) suggests that language policies are the agents of the perceptions towards
national identities. Thereby, the departure from modernist language policies ends up with

the traditionalists’ nationalist gaze that aims at incorporating Central Asian elements.

Another scholar who thinks that regulating a language reform is one of the most important
steps of building a nation is Zafer Toprak. Toprak describes the Language Reform in
Turkey as the keystone of creating a republic (Toprak 2003). Though, he prefers using an
historical perspective to exemplify the regulatory role of the alphabet reform in the 1930s.
The new alphabet is considered as an integral part of the culture revolution which was
implemented by the Republican elite. Therefore, Latin alphabet was perceived as the
symbol of the independent Turkish culture, starting from 1928.
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On the other hand, narratives are strong enough to use language to inherit the legacy of
national identity building. The strongest tool has been theater, written literature, and
media. A significant contribution comes from Esra Dicle Basbug by focusing on the early
years of Republican elite’s nationalist ideology. In her exploration about Peoples’ Houses
of the Republican Party in Turkey, she presents the effective messages that were sent by
Republican Party in order to create Turkish citizen and nation by the help of theater
performances (Basbug 2013). Basbug interpretes main themes of Kemalism as
development, civilization, nationalism, and leadership. While doing this interpretation, she
introduces theater playscripts that put emphasis on historical perception of Kemalism. As
Basbug mentions, those performances were used as the state’s ideological apparatus,
provided educational and shaping role for the promising citizens in the 1930s. This study
will contribute my thesis in terms of preparing the historical framework filled with a single
Kemalist project in the 1930s. Single party period and the usage of the theater as one of the
most valuable educational tool within the political party’s organization, having such an

exploration for the 1930s is illuminating.

These studies that sight early Republican years see the Kemalist ideology’s strongest
regulatory and nationalist moves. Most of them end their discussions presume that latter
years would not make any changes in the view of the elite’s perspective and

implementations during the 1950s.

Second group focuses more on the 1940s and the early 1950s and tries to compromise the
ideological base of Turkish nation state with the new political climate in the aftermath of
the World War Two, with the transition to the multiparty regime. However, these studies
fall short to make a deep analysis of the 1950s, as they try to connect the 1930s political
changes with or elite nationalism. Or, some tend to focus on a single narration of their
data.

One of the prominent studies that put single narration to the center of the research is Gavin
Brockett’s. Brockett pursues Turkish Muslim national identity through local newspapers,
focusing on historical narration, starting from the early years of the proclamation of the
Republic and brings his exploration to the 1930s, 1940s, and 1950s (Brockett 2011). As he
cuts his collection in the mid 1950s, he successfully puts a milestone in Turkish political

life with the transition to the multiparty regime. Brockett helps the reader to conceive the
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similarities between Turkish case and postcolonial modernist projects while illuminating
the efforts of young Turkish Republic to transform its people to a nation. He carefully
analyzes the limitations of religion through the images of newspapers that provide a certain
way of being a “Turk” in the periphery. He opens his study’s theoretical background by
referring to the debate on the imagination of a secular nation state by Kemalists. He takes
“history” as the central narration of the ideology in his analysis. While interpreting the data
that he derived from provincial newspapers, he sees that there are reactionary religious
newspapers which compete with national print culture. He basically argues on whether the
national identity of Turkish people is “Muslim Turks” or this is a reactionary religious
awakening. His main concern is not the elite nationalism, rather popular identification of
the nation (Brockett 2011). This argument and work contributes my thesis while making
me question the role of Islam in Turkish national identity in the 1950s. Besides, the
different outlook of popular identity building helped me to have a look at the “sameness”
through the texts since texts reflect the mindset of their authors directly. Nevertheless, it is
not possible to dissociate the popular identification from elite nationalism. It is a mutual

process that built not only domestically but also internationally.

Another aspect of the nation building is citizenship. Basak Ince explores Turkish
citizenship and identity through legal texts, party programmes and civic education text
books, by dividing Turkish political history to four basic periods as single party years
1923-1946, transition to multiparty period 1946-1961, military interventions and
constitutional changes 1961-1980, then to the present day; remaking Turkish identity
between 1980-2010 (Ince 2012). Her main concern is the construction of citizenship, not
independent from the transformation of nation state and nationalism. Thereby she creates
the chance of comparing the periods according to their perception of citizenship. While
doing this exploration, she also finds outs gendered nature of the citizenship as well as its

embeddedness with religion Islam.

Giilayse Erkog is one of the rare scholars who tried to understand the search for identity
during multiparty era in Turkey through performative arts (Erkog¢ 1995). She considers the
early republican era as the initiative years of establishing educational and cultural
institutions. As single party was the only ideological sovereign of the period, theaters were
used for the benefit of the reforms. However, after 1944, different views were proliferated,

as World War II finds an end and Turkey gets ready for multiparty regime. Erko¢ claims
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that this period witnessed a series of economic and political change, however, did not
affect the cultural and artistic projects. Not to forget about the establishment of the State
Theater, and its mission for the Atatiirk reforms, and keep in mind that this institution was
Inénii’s project, cultural policies must have been affected by this change. She then
continues to try to illuminate between the years 1960-1980. Yet, Erkog looks at Turkish
theater in a general perspective, and defines “the search for an identity” in the multiparty
era, as an intermingling process of historical views, cultural essence, the effect of Western
theater, urbanization and the changing lifestyle of the families. She also addresses a
technical search for a literary shape. Although she illuminates the pursuit of an identity of
the playwrights, later she focuses on technical issues that are affected by this quest. She
gives Musahipzade Celal’s theaters as an outstanding example for an synthesis of Western
and local values (Erkog¢ 1995)™.

Ugur Akinci has become another scholar to get to know more about the approach of
Turkish theater towards multiparty regime, politics, and politicians (Akinci1 2010). He
takes the years 1946-1960 into account, in order to argue the perception of the playwrights.
Akinci says, there had been no tradition of modern political playscripts since Turkish
playwrights preferred telling about social problems in terms of family theme. What he
wants to focus on with this study are the playscripts which takes politics and the politicians
into the center of their pieces. Akinci explores many modern playwrights and their
representative playscripts to figure out the perception of politics, politicians and the
changing political values. He sticks on within the political criticism and reveals that the
perception of the politicians is not optimistic. The way Akinct puts the relationship
between theater and politics in transition to the multiparty regime is significant. Though,

his main concern is not examining the role of the State Theater within the same years.

These studies collect significant data for official identity and Turkish national identity
building process in certain periods either profoundly such as the usage of language,
education or theater in politics and policies, or in a broader way by dividing Turkish
political history according to its milestones and pursue the change of a certain
phenomenon such as citizenship. The common point of these studies is that they explore

original dimensions of the national building process.

'8 For more information about the synthesis and its causes see (Erkog n.d.), and for more information about
Musahipzade Celal’s Theater and its themes on Ottoman identity see (Tuncay 2004).
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However, my study explores the State Theater’s perception of national identity building
process and argues that the years in which the institution performed its prominent
performances, are important to reflect the state’s changing perception of national identity
during the 1950s. That is to say; this study will contribute to the literature by giving a
chance to make a profound and multidimensional analysis of the 1950s Turkish national

identity perception.
History as a Theme

History is a narrative rewriting of the past to link a collective past to now. And theme is
“ethical system which provides a framework of elements and rules for establishing
relations between elements” (Partha Chatterjee 1993, 38). Some studies take history as a
theme. They usually focus on the effective use of history and the importance of the
remaking history for the nation states. Biisra Ersanli grows curiosity about the remaking of
the official history by Turkish elites in the early Republican era between 1929-1937
(Ersanl1 2013). She explores the text books and the related congress documents which are
remarkable for its power of conveying messages to the younger Republican generations
about the “truths” of history. She finds out that the narration of history is one of the core
components of nationalism. Thereby she reaches out the ideological patterns of the Turkish
nation state in its early years. She finds out that the story of the official history thesis that
is written by Turkish Republic had been the story of “an offended nation’s historical

narration” by the Europeans (Ersanli 2013, 122).

The relationship between the official history making and education is elaborated to focus
on the changes in Inénii era by Ering Erdal Yildirim (Yildirim 2014). She argues that the
historical intellection of Inonii era has both continuities and modifications. She points out
the transformation of official history writing through history textbooks. Her study reveals
that in the 1940s, there are traces of Blue Anatolianist movement that aims at creating a
synthesis of Western and Easten culture in Anatolia. Moreover, the opposing intellectuals
could speak up more about the inalienable place of Islam as a component of Turkish

national identity. Above all, the history making started to move away from the language of

50



disengagement with Ottoman past like it did with Turkish History Thesis®. Rather, the
perception of history started embracing the booming era of Ottoman Empire and noted the
inadequate modernization movements of Mesrutiyet II. However, she cuts her evaluation
in 1946 by the transition to the multiparty regime, as she takes the prints of history
textbooks of 1942 and 1945 to compare their 1932 and 1936 equivalents.

The echoes of Turkish History Thesis can be traceable through arts, particularly in theater
playscripts. Mehmet Sogukémerogullar1 unravels the official ideology’s positioning the
Turkish in history by tracing “Attila” piece. While he examines the piece, that was written
by Behget Kemal Caglar, he cannot considers the piece independently from the debates
related to the religion (Sogukomerogullart 2011). He also takes the Attila image in the
Western countries’ eyes into account and asserts that image’s relationship with the
nationalism. He finds out that “Attila” has become a reactionary image for “Turks” as

opposed to the Western condescending perception of “Turks.”

[lber Ortayli, who is a distinguished historian in Turkey, evaluates Turkish historical
playscripts in a political perspective with an historian lens (Ortayli 1978). His aim is to
examine the Turkish playscripts in terms of historial philosophy and social transformation.
For Ortayl, it is necessary to consider the contemporary theater pieces by their intellectual
content and arguments. He classifies European historical theater playscripts according to
their periods and assertions. Thereby, he gives numerous examples about European authors
in the 19.century, to articulate the political connections of the historical playscripts with
nationalism. Then he gives a projection for their Turkish counterparts in the 19.century
with their historical playscripts. Ortayl in his article, argues that the emergence and the
success of the historical playscripts in theater does not rely on dramaturgy strategies, but

they find their roots in the related historical period and its ideological interpretation

9 Turkish history and language studies have always had an ideological component, and are supported by the
state policies within certain institutions such as universities and Turkish Language Institution. For more
information see (Bingdl 2004a, 2004b). Many publications are supported by Turkish Language Institution to
encourage the authors and scientific researchers to delve into Turkish history and language. Some studies are
published for their important findings in this context about linguistics. As one of those publications, Osman
Nedim Tuna addresses the relationship between Sumerian and Turkish language and tries to find the age of
Turkish language (Tuna 1990). He argues that some words in Sumerian were borrowed from Turkish. By
following these words in Mesapotamia, he argues that Turks lived in 3500 b.c.e in the eastern Turkey. His
attempt to explain how old Turks and Turkish are can be considered as a primordial attempt.
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(Ortayli 1978, 232). By the help of this short but effective essay, | could classify the
playscripts that | got from the State Theater archives under historical theme. By the help of
Ortayli’s projection, I could ground the relationship between nationalism, history, and
theater, as it cannot be considered as independent from the power relations that affect the
perception of history in a given period.

1.3.3. Family in a nation

By the rise of the academic studies in post-colonial nationalisms, the relationship of the
nationalism and nation state with the family and gender has become another significant
topic to examine. Chatterjee (1990), Jayawardena (1986) and Yuval-davis (1997) point out
the tight bonds between the masculine nature of the nationalism and nation state by
revealing their concentration on shaping the bodies of women as well as drawing an ideal

family to reproduce the future generations for the sake of a nation.

Although this study is based upon the modernist approach of nationalism theories, which
pay attention to the bureaucracy or the elites to disseminate nationalist discourse, it also
benefits from the gender and family related literature. This literature helps us to understand
how this dicourse is operated in terms of forming an identity for the members of a nation.
However, most of the studies explore the indirect inclusion of women to the nation state

building by calling out attention to the gendered nature of nation state building processes.

Nationalism as a modern phenomenon, first deals with the past by remaking history, then
turns its face to “now.” The second step of the process has been the shaping of the nation
and their lifestyles. This move includes dividing the modern life into two as private and
public spheres. Private sphere is the unit to raise members of nations and make them ready
for the public sphere of the nation. “Home” becomes the base unit for the new modern
sense of morality and the state’s control over the people20 (Murakami 2005). Family
becomes the core unit of the society that includes intrinsic and gender biased roles. These

roles are allocated as the man who is the father, leader, husband of the family; woman as

0 Kaoru Murakami, takes Japan and Turkey to unravel the relationship between nation building, nation state
and family in a comparative method. Murakami first challenges the premodern families and the state then
deals with the difference between the premodern and modern societies. By benefitting numerous studies over
the relationship between family and the state in general, Murakami provides applicable framework for the
nationalism as an ideology and nation state (Murakami 2005).
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the mother, caretaker, wife in the family; and the kids as the future generations for the

nation.

Identity is most commonly taken to an account under the membership of a nation in the
context of citizenship. Many scholars tend to examine the nature of the social contract
theory in order to check the constructed legal values of citizenship. Carole Pateman
(Pateman 1989) tries to confute the masculine nature of this division in the understanding
of Western political life, which begins with the social contract theories. What Carole
Pateman (Pateman 1989) does is to examine the nature of the social contract as of its
sexual context. Theorizations of the social contract can be evaluated under three titles: the
classical social contract theories of 17th and 18th centuries, the ones which reject feudal
paternal rights (feudal patriarchy, the king or the noble lords) and thirdly, they absorb
masculine, patriarchal rights because men come together and agree on a particular type of
state as a fraternal pact. Therefore, women become natural subjects that lack of necessary
capacities and abilities. So that, Pateman argues that these theories are built upon fraternal
preferences they absorbed patriarchy and one kind of patriarchy is transformed into
another one and state is absorbed in it. She mentions that this contract reflects the familial
construction as the core unit of a nation during modernity with changing values, that ends
up with the split of the private sphere and the public sphere.

In the light of these discussions, it is possible to encounter the same structure within
Turkish case. Women and men are gendered in this sense, where fighting and protection
are the assignments of the men citizens, and women citizens take the responsibility of
creation and preservation of life. Since nation is a modern phenomenon, nation states
project a dualism between nuclear families and broad families. For Niikhet Sirman (Sirman
2005), nationalism, portrays a heteresexual nuclear family that defines man as husband,
woman as wife and child as their children, and this is also the valid case for Turkish nation
building. Every nuclear family has its own man to be protected. This sounds like the
family is the castle of the man. The husband of the family has some rights and duties to
hold the primary citizenship. Men are the sovereign power and the family like a micro-
nation. She uses Pateman’s analogy while explaining the family in the Turkish nation.
Husbands become the sovereign power of the family that way. Those extended families
were perceived as common during Ottoman past. One father honored as “Pasha” is the

man of the family as the sovereign power. What transformed during modernity is an
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expectation of evolving into nuclear families. The women are defined in relation to men in
a transformed way. Again the husband remains as the hegemon of the nuclear family.
However, this time, the primary duty of a man becomes the serve in the military to serve
the nation state. He becomes the correspondent with the state. Tuba Kanci1 (Kanci 2007)
suggests in her study that the family is portrayed in Turkish nation state as the middle
class nuclear family within the definition of ideal citizen. Other men are set in a

relationship of complicity with these ideal men in the families.

This research, which is conducted through the family theme of Turkish State Theater’s
repertoire helps bringing up the perception of family in nation state building process. The
performative power of theater demonstrates the ideal family design on the stage to the
target audience. While doing this, local plays construct sameness by seeing “us” on the
stage; on the other hand, helps showing how the “other’s” family looks like. Thereby the
playwrights and the translators have the power of directing the audience with his or her
own values by staying in the borders that the state draws, with regards to the family

perception as the real agents of the membership of the nation.

On the other hand, the elites of Turkish Republic started regulating the Turkish family by
borrowing the civil law from Switzerland. Even though, this regulatory reform offers
insight to the implementations of monogamy or many other aspects related to the status of
women; Serif Mardin says that the founding fathers of Turkey “did not realize that
legislating for the family does not mean bringing new values to existing families” (Mardin
1971, 210). Therefore, sheding light on how the 1950s Turkey visualise the Turkish family
would provide beneficial knowledge on how family is imagined after the first years of

indoctrination.
Family as a theme

After acknowledging the significance of the family for the nation and nation state, I
checked the academic studies that are conducted about the visualization of the Turkish
family. | hereby figured out that the studies are gathered around the concepts of
citizenship, patriarchy, the roles within the household and their performative emergence in

theater and literature.
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Niikhet Sirman unravel the gendered nature of citizenship and sovereignity, which are
reproduced by the family, in Turkish postcolonial context (Sirman 2005). Although Turkey
was not directly colonized and is a unique example with its nation building process in the
world, it displays similar reactionary identity perceptions with the postcolonial world. She
argues that building of a nation state is a product of a nationalist discourse and an attempt
to define the identity of the nation as a polity. This discourse constructs the identity of the
proper citizen as a member of the nation state. While defining what the rights and duties of
the member of the nation are, it also produces "familial citizenship” (Sirman 2005, 148).
Sirman addresses that the modern way of being a family in Turkish nation state has a
certain way. This description of family includes a patriarchal nuclear family and draws the
borders of the morality of the family and the citizen. She finds out that the new modern
citizens do not have the dependency on an omnipotent lord; rather have a nuclear family
unit to reproduce the love for the nation and the nation state. She points out the imagined
citizen is a man, and women are as men's extension, having a certain imagined lifestyle.
Thereby the family becomes the basic unit of the nation to produce this emotional bond

between the citizen and the nation.

Deniz Kandiyoti traces the patriarchal society norms over time in postcolonial
modernizing states and articulates the gender politics as “a tug of war between the private
and public patriarchy” (Kandiyoti 2004, 46). She emphasizes the use of the image of the
emancipation of women by modernizing policies under the name of “civilization” or
“modernization.” She utters the similarity between the premodern’s and the modern’s
attempts to define patriarchal patterns. However, modernizing project put the ethnicity and
the representation of the nation within the image of woman. Automatically this makes the
body of women the embodiment of the relationship between the religion and secularism
with the modern nation state, full of ambiguities, particularly in postcolonial countries.
Most of postcolonial countries react colonialism with nationalistic echoes, including an
idealization of “the private” for the women. The language of patriarchy only makes the
patriarchy reproduce itself in the private sphere, rather than differentiating postcolonial
identities from the West (Kandiyoti 2004).

Most of the studies with theater regarding the role of the family in the transformation of
the society with modernity see the phenomenon as through dramaturgists’ eye. Meral

Harmancit McDermott’s study on the gender politics through the women authors since the
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proclamation of Tanzimat until the Republic is one of them (McDermott Harmanci, 2016).
The concepts she digs are based upon the transformation of the household, traditional life
style, and the political thoughts. The family theme in this study has significant data in
terms of the transformative power of the modernism and their reflection on the artistic
pieces. It also consists of an attempt to transform the conservative life style. Mcdermott
suggests that on the illuminating role of the feminist theory, these artistic pieces have this
transformative power in terms of having an opposing view towards patriarchal society. The
point that the researcher focus on is the playwrights’ textual way of expressing themselves
as women. She finds these women playwrights redefining the patriarchal world that they
live in. The household that had defined as the place of reproduction, compassion as the
women’s space; she finds out that households are redefined as the spaces of the
suppressed, so often “death” (McDermott Harmanci 2016, 44). Moreover, some of the acts
that the women kept their silence, most particularly in public sphere or while talking to a
man who is omnipotent, are consciously made in a critical way, in order to demonstrate the
silence of the women in certain spaces. McDermott examines the pieces with an eye of a
theater expert as she also takes the textual power, literary value, and style. Although she
uses a political concept to search for, her perspective does not rely on political science.
Yet, this data that McDermott derived from her study helps to shape my argument on the
transformation of the family, with regards to the roles of the female and the male as well as

the children as the members of the modern nation state.

Another attempt to explore the relationship between gender issues and nationalism within
migration phenomenon through theater playscripts comes from Basak Akar, Ozge Oz Dm
and Melike Giingér (Akar, Oz Dém, and Giingér 2015). They take Turkish nationalism as
a case during Bulgaria migration and its social echoe on Ahmet Er’s theater, which is acted
in a prison by a gendermarie. This study has significant indicators of the relationship
between nationalist ideology and the gender biased nature of the family relations in arts.
This small study in terms of size also shows that the state’s shadow is traceable in the
perception of historical events and migration is one of them. Moreover, the publishing of
this “Go¢men” (The Immigrant) playscript that overlaps with the year of the rise of
nationalism in society, in 1980, the year of the military coup. And the aouthor’s claim is
that this piece is an example of national theater, as it is written by a Turkish nationalist.

What Akar et al. (2015) demonstrates with regards to the gender issues by this work is that
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nationalism within theaters helps reproducing of the social patriarchy by deepening the

gender inequality within the immigrant population as well as in the family.

Sevda Sener suggests that playwrights create the characters according to the general social
norms in concordance with the social realities, thereby they render their playscripts
believable by the audience (Sener n.d.). Sener explores the “women image” in Turkish
theater concurrent with her curiosity for the common perception of the character’s
representation. Sener articulates that the woman image in the playscripts that are written
until the 1940’s, is sinful of guilty. “Bad wife” or “bad mother” in a family constitutes a
danger for the sake of the family or society if women’s desires cannot be suppressed. By
the proclamation of the republic, conservative playwrights start worrying about the rights
that are given to women might be misunderstood and lead loosing the cultural essence.
However, these worries can also be traceable for the other authors with the fear of the
women who are cheating wives at the same time. In the 1950s and 60s, this woman image
gets more flexible, but it is still there in the playscripts. Women are irresponsible and bad
wives and mothers who yearn for a luxurious lifestyle (Sener n.d.). She exemplifies many
playwrights for having this perspective while overlapping the repertoire of the State
Theater such as Sanilik Ev (The House for Sale) by Ahmet Kutsi Tecer or Cemberler (The
Circles) by Cetin Altan. At the same time, same authors create an ideal woman image as
opposed to irresponsible woman image. These ideal women are super women that take the
responsibility of their family by being good mothers and good wives. They are sacrificing,
modest, fragile.

Sener also emphasizes the common points of evil women images. The evil woman image
has common points with the World literature. After the 1960s, the internal immigration,
industrialization, and urbanization makes the authors talk more about the expectations and
the problems of women. Turkish playwrights’ common ground has been their perspective
towards woman image as a social phenomenon, rather than having this image articulated in
an individualistic basis. They want to draw a shape of the ideal woman in an universal
gaze. This image consists of well educated women, who are sacrificing, modest and
traditional but “modern” at the same time. Deniz Kandiyoti explores Turkish novels in a
similar aspiration but adding the transformation of the “woman image” in a historical way.
She agrees with Sener, on having the fitne, fesat (factious, trickery) image of woman in

novels. But Sener also tells that enemies of Islamic order consist of these “evil women” as
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well as the outsiders. She points out another feature of the emancipated women of the
Republic women: nationalist women who are emancipated, who are free but still modest.
While following these signifiers in novels, she argues that “woman image has been used
prominently in order to symbolize them as the carriers of the moral corruption or
opposedly, national rebirth” (Kandiyoti 2013, 150). Turkish novels use the image of
woman to mention the anxiety of loosing the national essence through the body of women,
puts a degenerated, impure, European style women opposed to the virtuous, sacrificing and
nationalist women characters. Literature compromises both polars in a genderless
nationalist identity that’s drawn for women, as the responsibles of the reproduction and the

raise of the future generations while touching the family theme.

1.3.4. Space of a nation

At an interview with the editors of New Left Review, David Harvey tells that the
geography is a historical matter and needs to be reinvented for a better understanding of
the regional divisions throughout the world (Harvey 2012). Geographies turn out to be
“spaces” which has bodies and histories in the social sciences with a background
philosophy that was provided by the critical geography. His approach brings about
modernism and postmodernism debate on the cities while exploring historical and
economic backgrounds of the cities, by seeing them as the main spaces of the important
political turning points in history.

One of these historical milestones, particularly for the European modernization, is the
decline of the empires and gradually the emergence of the modern nation states. What has
changed with regards to the perception of the space during the transition to the nation
states system is the physical definition of the space. Nationalism tended to use an imagined
space in order to establish a relationship between the geography and the history of the
people, by appealing to the memories of the people on the way to build a nation. While
empires were focused on the production and collecting taxes, nation states were more

obsessed with the mobilization of the masses by speaking to their emotions.

Benedict Anderson (B. Anderson 2006) suggests that the precise boundaries of the spaces
are borders in modern era. Boundaries of nations are drawn by nationalisms and nation
states that have emerged as the suitable spatial organisations. Thereby territory of the

nation and its nation state became the answer to the question of where nation exists.
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Homeland was the name of the territory of the international borders, having primordial and
historical essence. However, this land was not only called "homeland” of the nation but
also included prioritization of the urban to the village as a sign of modernization. Jan
Penrose (Penrose 2002) claims that the strength of nationalism comes from the elasticity of
mobilisation wise tools of material and emotional powers of territory by sustaining a
mergence of nation states and nations. Still, defining space, any space have difficulties.
Space, in general, has to have two latent units: first is as the basic prerequisites of survival
in a place. the second is as an emotional power. Emotions can be the motives to move to
that space apart from its survival, and material privilidges or that might be repellent by its

Own negative aspects.

Once humans embrace a place and draw a border for where they embraced both physically
and emotionally, they transform it into a territory. Thereby, a territory is a created place
that did not exist before with the same deployed meaning. Space becomes a territory
within a certain meaning. As Penrose (Penrose 2002) suggests, territory and territoriality

as a social creature prescribes a control over a space and leads to power relations.

There must be spatial boundaries of monitoring and power relations. For Penrose,
geographically these boundaries require "harnessing the latent powers of space” (Penrose
2002, 280) . In a nutshell, not to delve into details of this discussion, Penrose simply
argues that the latent powers of the space are bounded by some cultural encodings and
social experiences to set deep emotional bonds with their territories. Penrose (Penrose
2002)explains the urban and industrial transformations over territory and territoriality by
applying Calhoun and Mackenzie's point of view: modernity, urbanisation, and
industrialisation made this bond more abstract, yet, did not desentisized people from their

territories, just transformed it.

With the beginning of the modernity, the perception of the borders and territories of a
nation state defines the space of a nation, and it is called “homeland.” As Penrose suggests,
nation states have provided cultural and territorial popular support for mobilization
(Penrose 2002). This mobilization was put possible by the transition of agrarian societal
status to modern society. This transition and transformation is made real in the centers,
rather than periphers. But periphers; the villages, in this case, were romanticised for its

essential features given to the essence of a nation. The villages are the ones to be

59



integrated to the center, as the secondary spaces of the nation, by the help of a modern

transformation that clicks the cities and villages together.

On the other hand, while postcolonial nationalisms were establishing their own institutions
to consolidate the imagined national identity, their experiences with the space have varied.
For the imperial powers, cities have been important centers of administrations (Jacobs
1996). Thereby, colonialism had its first modern institutions, such as educational or
administrative offices, at the city centers. This way, cities became the public spheres to
bring differentiated identities together, and to perform the “ideal way of being a modern.”
Once the self and the other confronts in the space, where history is remembered, linked or
forgotten (Ozaloglu 2017), the bodies of the certain identities find a chance to show up and
perform their identities. This experience helps both sides to clash and find new ways to

construct their identities, sometimes in a reactionary sometimes in an harmonious way.

Space as a theme

This research is also after of how the space of the Turkish nation is imagined and
visualized in Turkish State Theater in the 1950s. In the context of the space in Turkish
nation building is explored with many different perspectives, particularly taken into

account for its urban transformation after modernizing movements.

For instance, Cinar & Bender (2007) examines Turkish urban transformation within the
context of modernization through nationalistic features of it. They pursue the traces of
modernity that reflects the building of collective imaginations in urban space. For them,
the representative power of cities as cities decreased by the strengthening of nation states.
Historically, cities became a space for nations to show up. Especially Alev Cimar with
Ankara case (Cinar and Bender 2007) and Srirupa Roy (S. Roy 2006) with Indian case,

provide the link between the nation and the space in urban imagining.

Scanning these studies and seeing the urban aspect of national identity building projects
within modernity, rouse questions regarding the perception of space: Where is the nation?
Where does the nation stand between the tension with regards to the village and the city?
How is the space of the nation designed? What is the place of religion, state, and national
sameness which stands in the national space? These questions set the boundaries of the

spatial aspect of a nation in this study.
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On a micro level though, the competence of the spatial powers in the context of nation
state policies takes place in the dualism of the modern and the unmodern. The domestic
space of the nation is the villages or the cities according to their getting share from their
nation state’s modernism projects. One of the studies to concern about the transformation
of the space and spatial power with regards to urbanization and modernization is Alev
Cmar’s and Thomas Bender’s (Cinar and Bender 2007). They tend to explain the borders
of the urban in a nation state and the urbans’ being a part of national imagination. They
gather many authors throughout the important cities to give examples by analysing them
through their gender issues, their inclusion and exclusion strategies and the cities’ latent
assignment of being the visions of their nations. Alev Cinar suggests that (Cinar 2007), for
being the capital city of Turkish Republic, Ankara was an obvious example of being a part
of Turkey’s modernization project. Cinar indicates the division of the city’s public sphere
into two: as the modern and the unmodern. Modern and new center for the nation is
representative of the secular young Republic. The informal signs of the nationhood
throughout the urban area become a playground for each government to demonstrate their

own senses of nation building.

As mentioned in the previous chapter, Cinar (2005) reveals the multiple modernisms that
are perceived by the public space and public realm’s performative strength for the power
relations. She uses the relationship between the public sphere and modernization processes
in Turkish modernization process by using its visibility in the public sphere in the context
of secularism. Nation states use public space as the stage of the performance in the making
of nations while transforming cities, squares, and statues. Not only the official nationalist
discourse finds a place to perform “the nation” that’s imagined, but also the non-official
nationalist projects carry out the way that they perceive their nation, whenever they get the
political power. Cinar’s another study about the case of Islamic head scarf, being excluded
from the public space by the official performance of nation making process, led gender
biased nature of this discourse, as well as the debates on the visibility of the “excluded” in

public sphere (Cinar 2008).

On the other hand, Sibel Bozdogan and Resat Kasaba (Bozdogan and Kasaba 1997) edits a
work on the modernity project of Turkish case. Thereby they provide the connection
between the architectural design and modernity project, as well as its aspect of

nationalism. The modern is often nationalized by creating a synthesis. And the architecture
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was one of the areas of modernization with its visual power in the public sphere. Sibel
Bozdogan calls this an attempt of having a national architecture by nationalizing the
modern in early years of the proclamation of the Republic in Turkey (Bozdogan 2012).
She argues that the early architects of the young Turkey embraced Kemalist reforms as the
illumination of their creativity. And the late 1930s witness the architects who try to unearth
Turks’ historical roots to form a “national architecture.” The architecture of the early
Republican era signifies the Turkish nation building project by its buildings, boulevards,
monuments, and museums. As a side, Bozdogan also call for attention to how modern
“family” was defined by its relation to the spatial perception. Therefore “the modern” is
not something valid for the public sphere but also it has a transformative power in the
private sphere. She also mentions the German affect on the design of the urban with
touches of German architectures. But this effect was not about the shape of it; it required a
local essence of Turkish people. Local architecture was not “Western” or “Ottoman, ” but

it was embodying Turkish cultural essence in the shape of the modern architectural style.

However, urbanization has become an interactive process with the significant
transformation of the urban by modernization. The previous works demonstrate that the
main concern of the modernism project is about building the nations in the urban area. It is
though, a though process when these nation building projects had to integrate “the rural”
into the project and transform the villagers into citizens in a beneficial way. The cities are
the representatives of the new, modern nation where the villages are the cradles of essence
of the culture to be protected. This essence gives the unique side of the nation, which
becomes visible in the cities. These cities were the showcases of the synthesis of the
national essence and the global values with the name of “civilization” (Bozdogan and
Kasaba 1997; Cmar 2010). Giilsiim Baydar Nalbantoglu point out the borders between the
rural and the urban set up by the nationalist narrative (Nalbantoglu Baydar 1997), caught
in the middle of the national essence and the universal modernization. With this sense,
nation building project also had an ideal of village, with reflection on the architecture of
the village. Moreover, the borders of the urban loaded burden on to the shoulders of the
periphery. However, these were the future city dwellers of the modern urban at the same
time. The sound of the rural architecture was muted in this competence in favor of
modernists. Nalbantoglu sees the villagers that split their identity as half-villager half-city

dweller becoming the silent interruptions of the settled national architectural narrative.
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The dilemma of “the urbanized villagers” and “the ruralized urbans” is not a recent
discussion. Serif Mardin defines this debate field as a tension between the center and the
periphery (Mardin 1973). So is possible to carry this opinion into the structured space of
modernization, which divided the center as the cities and the periphery as the villages. On
the other hand, Onder Senyapili takes this debate into account and discusses on three
essential aspects: socio-economic results, such as internal migration; social stratums and
politics, in order to reveal the problems of the “urbanized villagers” and the real sources of
the problems that they are getting through (Senyapili 1978). Senyapili takes the year 1950
as the beginning of the change in the economic policies that affected spatial
administration. He explains the internal migration as a result of change in the economic
policies as well as the propertylessness with regards to the division of the agricultural land
(Senyapili, 1978). Senyapili strongly disagrees with the ones who claim that the villages
are urbanized, and the cities are ruralized. On the other hand, he believes in a mutual
interaction between the villages and cities, with the transformation of the job market,
splitting up of the villagers from their land as well as a change in the culture of
consumption which would affect the feeling of sameness and discursive identity

construction.

The disengagement of the people from their traditional lives and being a part of an
urbanized population cause a yearning. As Senyapili mentions the change with
percentages, 75% of Turkish population lived and worked in agricultural lands in 1950.
However, this proportion dropped down to 61,2 % in twenty years (Senyapili 1978, 16). A
standard life style that was mentioned by the nationalist discourse had to transform the
migrant masses into urbanized citizens priorly to the larger immigrations from the villages
to the cities. This attempt found a respond in literature pieces, in which the intellectuals

saw that the cultural essence lied in the villages.

Having not a multi-level example of an analysis but undoubtedly significant one on
Tanzimat era and early Republican era theater is Didem Ardali Biiylikarman’s
(Biiytikarman 2008) study on “homeland” construction. She prefers using the word
“motherland” for the geography that has changed through years and affected theater pieces
of both Tanzimat and Republican theater. She starts her analysis from the year 1860 and
brings it to the year 1940. She argues the change of definition of motherland by historical

periods and observes the transformation of being the land of where Islam was sovereign to
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the land that has sacred and eternal political borders of Turks, protected again by Turks by
sacrifices. She adapts the relationship between the political history and the political will of
theater playscripts, as well. Biiyiikarman (2008) suggests that the aim of the Tanzimat
Theater in terms of protecting the motherland is to unite the elements of Ottoman Empire
to keep the motherland undivided. However, after the proclamation of II.Mesrutiyet’in®!
1908, theaters started conveying Turkist and Turanist messages. The change in the borders
of Turkish land affects the theater playscripts during Republican era. This time, these plays
start telling how hard Misak-: Milli, national borders were won and protected, how Turkish

nation was sacrificing.
Studies that focus on all themes at a time
History, Family, Space

Two broad studies bring three themes together with different names in their studies.

Thereby they embrace a wholistic approach, differentiating themselves from the others.

Yilmaz Bingdl and Ahmet Pakis address the symbiotic relationship between Turanism and
Anatolianism movement as different veins of nationalisms in Turkish nation building
(Bingol and Pakis 2016). Anatolianisms often criticized Turanism for being responsible for
the collapse of Ottoman Empire with their irredentist dreams through their definitions of
nation, nationalism, history, geography. Having noted Bingdl and Pakis’s modernist
approach towards nationalism, they find a complementary existential nature for their
hegemonic struggles among other identity building projects such as Islamism. Panturkism
was often criticized by Anatolianism for having an endless, borderless homeland
definition. Secondly, Turanists’ way of defining the nation, based upon ethnicity, without
having a common land to share their life with, is vilified for not being away from realism.
Also, their historical perspective, which takes Syria, Khorasan, China, Russia, Turkistan
and Mongolia as the Turks were sovereign over, was criticized. As opposed to pan views
of Turanists, Anatolianists defend territorialism by drawing the borders of the homeland
with Misak-: Milli, national borders. They start the history of the Turks in Anatolia with
Battle of Manzikert in 1071. There, in Anatolia, Islam and Turks meet and start a new

civilization. At first glance, Anatolianists seem to have a “civic” definition of nationalism,

2L 1. Mesrutiyet: The period of the second proclamation of constitutionalism and amendments
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as it is defined by Anthony Smith (Hutchinson and Smith 1996) however, in details, it is
possible to run into similar ideological messages with the Turanists in the texts of
Anatolianists such as, having Alpaslan in the Battle of Manzikert as a Muslim Turk of
Oguzs (Bing6l and Pakis 2016). Thereby, Bingol and Pakis argues that Anatolianism is a
transformed version of Turanism according to the norms and needs of the current historical
period. Their study contributes to the nationalism studies in terms of demonstrating
multiple nationalisms in the nation building projects that grow mutually, and they choose
to focus on the conservative side. They follow three themes: history, geography, and
nation while shaping and classifying the thoughts of the authours that they took into

account which looks applicable in nationalism studies.

The second wholistic study is made by Alev Cinar. She tries to figure out the patterns of
modernity in Turkey while exploring its adoption by the official ideology that overlaps
with the process of foundation of the nation state (Cinar 2005). She argues that modernity,
Islam, and secularism in Turkey had deep roots with the modernism applied through
bodies, places and time. As a unique example throughout the world, Turkey has
established a modern nation state with a claim of secularism. These increased the debates
about the place of Islam, especially in public sphere as a performative gaze. She suggests
that even the modes of Islam and the way Islam was applied in public sphere have been
modern  phenomenons, by referring alternative modernities of Gaonkar’s
conceptualization. The study offers the performative aspects of secularism and Islam meets
up in the public sphere in a mutual contestation and leads to produce a “creative
adaptation” (Cimar 2005, 2; Gaonkar 2001). She uses three basic themes while applying
discourse analysis, bodies, places and time; where bodies refer who and which look is
attributed to the women in public sphere as the representative of particular modernities;
places refer where the performative gaze occurs, public space and the urban; time relates to
the remaking of the history of the nation through modernity definitions. Cinar’s main
concern remains as the discourse that has been constructed around the definitions of
modernity, although she illuminates the road to making of a nation through modernism.
Themes, which she uses to deconstruct the performative politics that takes role at public
space, are applicable to the construction of discourse of national identity. However with
slight differences: nationalism makes nations by using historical narratives, the families as

the manufacturers of the members of the nation, and the space as where the nation is
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sovereign and built. Her approach that calls “time” is history, “bodies” is family and

“spaces” as space in my study.
Studies that focus on political debates

History, family, space related thematic works were shaped around how people and the
projects define the self. The self is constructed on sameness and differences with regards to
religion, state and the narrative and national identity. In time, | scanned the scientific
literature | saw that each nationalism study rallied around the political debates of religion,
state, narrative and national identity. The place of the religion, the shaping power of the
state apparatus and how the self is defined are the main issues in this section.

1.3.5. Religion

Religion was defined by sociologists or religion studies thousand times; however, none
could compromise on each others suggestions. This study demonstrates a closer perpective
to those who define religion as a social formation among a bale of definitons (McCutcheon
1998). Religion is a social formation which is founded by the sacred beliefs and
complemented by rituals and behavior. Therefore, it is not wrong to say that religion is
both the construction and the content within the cultural studies. The religion is not only

the sacred texts; “...rather it is living communities” (Peterson 2012, 454).

Living communities or social formations involve getting together and social solidarity
within. While this solidarity is conceived as kinship, tribal bonds or ethnicity in
nationalism literature in general (Hutchinson and Smith 1996), one should not neglect the
contribution of the belief systems to these solidarities. Although kinship or ethnicity-wise
bonds are able to create physical and imagined common bases for a shared life, religion
has the power of setting moral values, rituals and behavior mazes. Therefore, religion is
capable of defining the good and the bad, as well as “us” (who is the good) and “them”
(who is the bad or the ones to be convinced and won). No matter which belief system or
the sacred text is taken into account, these promises of having a shared life and life style

have been the determinants of social relations and social formations.

In Europe, the contestations between the bourgeoise and the Catholic Church allowed a
transformation in social relations. When one gazes at the World politics of the 15th

century, can see the shake throughout the World of empires, ended up with the collapse of
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the empires because of the social and administrative transformation that was brought about
by modernity and industrialization. Religion in Europe was deployed from the center of

the political power after Reform movement (Inalcik 2011).

Back to Ottoman Empire and Turkish case, Ottoman Empire started a modernization and
Westernization movement with its own domestic dynamics by taking Europe as a model in
19th century. After rising Western type military academy generation, a tension between
the ulema and this elite sparked off. Even though, the reforms aimed at reforming the state
apparatus in military arena, Westernization also affected the intellectual and social
atmosphere of the Empire. However, the effect of Islam over the administration and the
social relations because of the sociological effect of Islam allowed the Muslim community

to keep its moral values in the same framework (Mardin 1971).

Thereby religion, if taken as a social formation, emerges as two ways determinant. First, as
the determinant of what is good and what is wrong in a community. It contributes to the
solidarity, uniting and setting up a shared life, by defining new “us” and “them” in
religious context. Secondly, the efforts to deploy the place of religion from the political
power and instead setting a secular nationalism as a secular religion caused a new
solidarity mechanism based upon new definitions for “us” and “them.” These two
determinants also light up the tension between the religion and nationalism in Turkish
modernization times. Since nationalism lacks of capability to challenge religion to define
new moral values (Mardin 1971), it becomes impossible to exclude religion from the ways
of solidarity and the political power. Religion, which was tried to be exempt by the forms
of secularisms, in fact, forms new networks of solidarity and supplies a new way of

understanding of religion that compromises with nationalism.

That’s why one witness the rise of conservatism that brings a new dimension to the politics
of nationalism in the 1950s Turkey, as opposed to early Republican era’s secular
Kemalism. Therefore, the poets and authors could affect the intellectuals of the period that
have impacts on political power, get together around panTurkism and Anatolianism.
Although these perspectives had different perceptions with regards to the history and the
space of the nation and involved a tension amidst (Bingol and Pakis 2016), their efforts are

basicly for demonstrating the compromise between Islam and nationalism.
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Smith (2002) argues that treating religion as only a secondary component to ethnicity is
overlooking its significance in a construction of a national identity. Yilmaz Bingol states
that a significant “change in intellectual and social lives of peoples naturally brings about a
change in their language. Converting to Islam of Turks has brought about a differentiation
in their social and intellectual lives as well as their language properties” (Bingdl 2004a, 3).
While illuminating the place of the Turkish State Theater in nation building process, this
study does not neglect the significant role of the religion and its definition within national
identity. Yet, Islam and Islam’s relationship with the other religions, including the status of
the minorities, constitutes an important part of the definitions of identities with regards to

the construction of “us” and “them.”

Many scholars agree on the power of nationalism to mobilize the masses. The scholars in
political psychology field tend to explain this mobilization with regards to the
psychological patterns of the masses. On the other hand, comparative politics perceive
nationalism as a discourse that acts like “the sacred” of the societies. Though, the
relationship between nationalism and the sacred is a long term debate. Ernest Gellner
explains this relationship with reference to Connor Cruise O’Brien’s views by criticizing
him (Gellner 2013). For Gellner, although O’Brien pointed out an important topic, he falls
short to explain it fully by seeing nationalism as a new religion. Nationalism should create
a circle of respect in order to mobilize the masses and keep them together. Gellner skips
the debate on whether political power can survive with or without sanctity, but more

concerned about how nationalism created its own sanctity over religion.

Thereby, rather than excluding religion completely, nationalism uses religious rituals to
transform institutions with or as opposed to it. Nationalism solves the political chaos that
was caused by the transformation by using current rituals such as education, an official

history, and culture.

Under the light of these debates, the relationship between the regime change and the
religion is yet to be discussed. At this point, Serif Mardin addresses the undeniable place
of ideology and religion in Turkish revolution (Mardin 1971). Serif Mardin explores the
similarities and differences of French and Turkish revolutions in a comparative method by
defining revolutions as the transformations of political systems. He compares two

revolutions in many aspects such as class dynamics, violence, patrimonial structure,
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policies, civil society and administrative structures. He tells how French Revolution and
Turkish revolution, which ended up with the proclamation of the republic, have similarity
of putting religion a side and setting “civisme” into the place of religion (Mardin 1971,
202). Although the tradition of administrative structures remained, the symbolic cues are
transformed and threatened the core Ottoman values. Thereby Mardin suggests that the
Young Turks and the “fathers of the Republic” had a revolutionary movement. Then he
discusses the spacious place of the religious structures in Ottoman social life by giving
examples from Anatolia. Religion is everywhere that the state cannot reach out, including
local education, local jurisdiction. Therefore, Islam had a chance to touch social structures.
Mardin explains it well with “Religion had thus a double function: for the rulers, that of
linkage with the lower classes, for the ruled, that of an alternative to the polity and a buffer
against officialdom” (Mardin 1971, 204), implying that religious structures were in the
space of civil society in Ottoman Muslim community. What has transformed after the new
regime, was the equality of the religion and the state. Religion was used for an institutional
legitimacy by the ruling elites after the Republic, and secularism was their underlying

ideology by making it the official religion, for Serif Mardin.

Elisabeth Ozdalga ciriticises the scholars of the field of nationalism for neglecting the
importance of the religion to reinforce nationalism’s essence in the Middle East (Ozdalga
2014). Ozdalga asserts that the relationship between religion and nationalism has been
different from the European case in the Middle East by politicization of Islam. She
demonstrates this difference in an analogous manner by bringing Egyptian, Turkish and
Iranian experiences of nationalism taking religion as an embedded power. She discusses
the dynamics behind the together naming of nationalism and religion in these countries,
and then argues that the relationship between the state and the people in modern societies
resembles the relationship between the ummah and the state in the early era of Islamic
period. Ozdalga calls the readers’ attention to the role of Islam in the relationship between
the state and individual; as opposed to those scholars who believe that the secularization of
Islam is impossible. Then she takes three prominent authors in Turkish history as the
agents of three different representations of religion in the context of national identities.
These three authors are Mehmet Akif Ersoy, who is a religious Muslim and the author of
Turkish national anthem, Halide Edip Adivar as the defender of women rights and an

author that combines the religion with nationalistic views, and finally, Necip Fazil
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Kisakiirek who is one of the first advocates of the political Islam. She figures out that the
narratives of these authors conceptualize the nation-state as a “vital unit,” as a habitus to
develop a national culture, and Islam is a natural component of this national culture. Even
Necip Fazil’s stance against the secularist reforms contributes to the new forms of national

secularisms as she suggests.

When we have an overlook upon the 1940s and 1950s, it is evident that the religion and
the political field come across in a different manner in Turkey. M. Cinar & Gencel Sezgin
(2013) address the discontent religious power groups for being singled out from politics.
This discontent prepared the basis for future Islamist activism as they claim and
reproduces a Republican orthodoxy. They point out the neglected aspect of Islamism,
because of engagement of the religion with cultural activities by nature. The suppression
of the religious power groups and institutionalizing an official religion did not bring about
a control over them but reinforced their informal structure. Multiparty regime though
provided a certain level of elasticity, and these groups became more visible through their
local publications and political engagements in Democrat Party. M. Cinar & Gencel
Sezgin (2013) do their exploration through assembly records, legal regulations as well as
political statements of the politicians, particularly from Democrat Party wing. However,
they call attention to the secularist tendencies of the party despite their engagement with
nationalist and Islamist political movements, by the closure of Nation Party, some
conservative publications as well as a conservative author Necip Fazil Kisakiirek’s
conviction. Thereby, it is possible to deduce that religion has always been a subject related
to the identity and politics in Turkey, just like it was in the early years of the Republic. The
1950s is the continuation of the modernization and nation building process. However, the
arms of the changing government are not wide open to every movement that they label

“reactionary.”

Alev Cmar in her thematic work about performative power of modernization in public
sphere in Turkey explores “secularism” as a way of defining the modern Turkish (Cinar
2005). She keeps putting Islam as a defining factor no matter whether it has silent or
visible actions. She particularly takes Islamic headscarf as a case in her another study,
while interpreting the ways of performing the visibility of identities in public sphere in a
broader period, bringing the case from the modern nation building process to the present

day (Cinar 2008). Public sphere has become the space of where two identities contest and
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the religion as a political power to mention its visibility. Her context is both gender and
public sphere that finds its summit with religious symbols. She argues that the public
sphere is no longer a space for emancipation, but it is a field for contestations that take
place with controlled silences, performances, and symbols. In this Turkish context, case
lets the public sphere to be a field of power relations as well. The relationship between
Islamism and the founding ideology through secularism becomes visible in public sphere
with performances, embodied in the bodies of the women with veiling or unveiling
practices. Niliifer Gole interpretes this situation as that the founding ideology caused

women to construct new identities based upon gender (Gole 1996, 2010).

In a nutshell, religion constitute an important part of the discussions on nation building
projects, no matter if it was covered under public sphere, identity building, political
contestations or philosophical backgrounds. The place of the religion in history, family or
the space of a nation has always been an important debate. Scholars explored the
interpretation of religion in many aspects and had different results. As though analyzing
religion’s place in Turkish nation building in the 1950s depending on the repertoire of the
State Theater might have bring a different point of view to these debates.

1.3.6. State

Many nationalism theories start with how and when did the nation-state system emerged.
Industrialization and modernization theories suggested by Anderson and Gellner have been
the most popular ones (Ozkirimli 2010). Although this study is based on modernist
approach on nationalism, it also benefits from the power-balance theory suggested by
Andreas Wimmer and Yuval Feinstein (2010) intellectually. Wimmer and Feinstein
suggest that the role of the cultural modernization theories as Anderson or Gellner asserts
have only limited explanation on how nation-states proliferated throughout the World.
Rather, an explanation regarding the success of first nation-states would help. The rest of
the cases imitate these first nation-states to reach out the necessary power to survive in the
international polity system. Furthermore, there are proper circumstances to deligitimize the
ancien regimes, particularly empires, in terms of military, economic or political action by
the weakening international wars. Later on, nationalists, more specifically the elites take
the power over and need to have a nation building project to consolidate their power by the

help of the will of nation.
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Although at first, this theory seems to explain it all with its weighty results it still needs
modernist approach and its tools to explore how this will was proliferated. As the power
approach explains the emergence and the system of nation-states, nationalism provided
nation-states to be the actor for both domestic and international polity. By trying to
disseminate the nation building project the elite’s biggest tool has been the state to define
the identity of the nation and its citizens. Nevertheless, as Yilmaz Bingdl argues, the state
is not a central determinant of identities as a political actor, but rather it can be a
complementary unit (Bing6l 2004a). This study, in congruence with Bingdl’s statement
about the location of the state in political sciences research takes the state as a

complementary unit of a national identity.

National identity building projects encompass a process of building loyalty to the state as
well as nation (Connor 1978).%% Therefore, the state becomes not only a tool or actor but
also an objective. State would organize the mobilization of the nation while being an
administrative apparatus at the same time. It appeals as a roof to determine the level of the

mobilization and organization of the nation.

The role of the state in modern societies interfere the individuals’ lives and attempt to
change it (Ozdalga 2014) and the state uses its legitimate power relations to make it
consolidated. Elisabeth Ozdalga defines the social boundaries to set the identities: “Tribe,

community, religious or ethnic groups or the state” (Ozdalga 2014, 107)

I will not delve into the theories of emergence of the nation state here, but it is appropriate
to give a place to Ernest Gellner’s statements about the state. Ernest Gellner says “Nothing
would happen without a state. However, this does not make the state national” (Gellner
2013, 99). For him, nationalism is a principle to bring political unit and national unit
together in a harmonious way. What gives a state its national feature is its applications and
polities through a legitimate apparatus. It is possible to deduce from that statement that,
although nation states are seen as the given status this is not the case and he is not alone.
Also, Sylvia Walby expresses nations’ noncontinuation and lack of frequency; thereby

defines nation-state as a myth (Walby 2003), particularly at the age of globalization.

22 In his work though, Walker Connor tells how unsuccessful these efforts are (Connor 1978).
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Nation-state evokes by the help of its founding ideology sometimes and sometimes with its
institutions or politics. In Turkish nation building process, it is possible to see the nation-
state involved into the policy making and applications vividly until it transforms the lives
of ordinary people into the citizens’ lives. Nation-states need nations to administer and try
to have them in a shape of its founding ideology. While trying to construct the identity of a
nation it makes its policies consolidated. Nation states create their own representations of
the state while constructing an identity. These representations might include a “poor state”
or a “powerful state” according to its needs. A representation for a poor state provides an
expectation of having sacrificing citizens, whereas the representation of a powerful state
brings about a dignity and pride for the citizens as they are the members of the same

nation.

Besides, power relations are embedded in the body of the state and nationalism provides its
patrimonial nature by administrative structures. Since Turkish nation state is a product of
the founding fathers of Turkish Republic, particularly Atatiirk, they knew the best for the
nation and nation’s survival. However, nation-states and their nationalist ideologies miss a
certain point: people’s own experiences about identity perception. To fill this gap, Hale
Yilmaz explores nation-state’s transformative power in nation building process in Turkey
through language politics. She gets to know more about how ordinary people were affected
from the Alphabet Reform in 1928 directly. She describes those people as the ones who
became illiterate in a night because of the radical change in the written language (Yilmaz
2011). After analyzing the stories of the personal experiences with regards to the alphabet
reform, Y1lmaz finds out that there was a silent resistance to the the reform. However, she
does not consider this resistance as an ideological or a corporate reform, yet it is more

related to the difficulty of changing one’s personal and habitual practices.

Rather, Most of the studies take the state as a determinant of the nationalist ideology and
the framework of the citizenship. On the contrary, Yilmaz Bingol’s study on language
politics and identity perceptions is a rejection of orthodox academic studies which put the
state into the center of their analysis (Bingdl 2004b). He starts grounding his argument; the
existence of antagonism between the modernists and the traditionalist towards language
policies, by giving the state as the central determinant of the language policies. However,
he mentions that this policy making process has various affects on different groups

because of their backgrounds. Therefore, it is possible to deduce that, identity construction
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IS not a one-way process but a mutual one; also shaped by the reactions of the ones who
are expected to adopt the reforms. He takes numerous statements of the policy makers as
well as institutional policies and the reactions of the intellectuals of the single party period.
He then analyses the traditionalists, who are Islamists and Turkish nationalists, challenging
the reforms that were implemented by the modernist Kemalist wing. Furthermore, he gives
place to the clash between the modernists as the representatives of the founding ideology
and the traditionalists as the challengers of the reforms. Thereby he shifts his projection to
the 1950s, to the years the uncertainty of the modernists in policies begin, until 1983.
Yilmaz then claims that, after the nationalization of Turkish Language Society by altering
its vision from the modernist policies to Turkish nationalists, the policy has drastically

changed.

Unfortunately, not much of the studies related with the national identity building process
dealt with the representations of the state through the eyes of the ones who are expected to
adopt the new nation building policies. Performative arts and the literature is robust
enough to draw the representations of the state in order to unravel the perception of the
state in a certain historical period. As Niyazi Aki (Ak1 1968) tries to reveal the perception
of the state and politics through theater helps us to understand how politics, the state as an
actor and theater are embedded. However, while giving clues about the relationship
between the politics and theater, he does not really look at the perception of the state in
Turkish theater.

Although “state” has been an important title for the nationalism related debates, very few
scholars are interested in exploring the representations of Turkish nation state. Srirupa
Roy’s study on national commemorations and the public sphere in a comparative method
with Indian and Turkish case is significant in this sense (S. Roy 2006). She pursues the
symbols of remaking a public that set by the nation state. Public sphere is taken as the

space for “nationalization and étatization” (S. Roy 2006, 200).

For Touraj Atabaki, modernization process has been a sovereignity issue for Turkey
(Atabaki 2007). Atabaki, in his study with a comparative perspective with Iranian
modernization, suggests that the historical circumstances prepared the base for an
authoritarian modernization to keep the nation united and mobilized. This authoritarian

manner was implemented by the legitimate power: the nation state. Atabaki wants to
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account for the reactions of the ordinary people towards the top-down processes of these
authoritarian modernization implementations, by using Gramsci’s “subaltern” concept that
is defined as the excluded classes of the society from the power of the regime. In his edited
book, he gathers up many works in this framework, however without touching the
mindsets of the real people, but with an eye of a social historian. He takes the discipline of
labour by the clocks as the beginning of modern life and supplies mesmerizing flow of
knowledge about the relationship between this discipline and the state, given by the socio-
historical proofs. Although he claims that the narratives are very strong to mention the
socio-historical and philosophical background of a certain period, less is given for the
strength of the narratives because of its focal points. Besides just like many other studies in
the field, this edition is state-oriented when it searches for hegemony through sovereignity
and power. However, state needs to be examined as a complementary unit of a national
identity construction, as it acts like an actor to implement identity but still cannot be the
core of an identity. While Atabaki’s edition with contributors such as Vangelis Kechriotis,
Erik-Jan Ziircher, Hiilya Kiigiik, Umut Azak, Nicole A.N.M. van Os (Atabaki et al. 2007)
calls out attention to the subaltern communities on the contrary of the priviledged stratums
of the society, helps unraveling the reactionary or the acceptability of the modernization

reforms by these subaltern communities.

1.3.7. Narrative and National Identity

Herbert Mead in his critical edition about the formation of “the self” in mind asserts that
“the self” of a person arises in social formation with social experiences. These social
experiences are formed by communications, and they end up with constructing a unity in
the body of the self. While a self is formed, it objectifies the actions that it had, therefore
distinguishes “T” and “me.” According to the responses to those actions by the other
“self”’s one constructs “me” and “the other” (Mead 1972). In social formations, multiple
selfs get together based upon certain norms and sameness principles, create solidarity and

raise “we,” and “us” correspondingly.

Social formations and so are any identity formations allow the feeling of sameness and
solidarity by the help of narratives. Thereby they create a language of assimilation and
dissimilation (De Cillia, Reisigl, and Wodak 1999). The common narratives use common

subjects for actions, utilize a common language to transfer these narratives to reproduce
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the feeling of being common. Big narratives have the subject of “we” and create a dualism
between “us” and “them.” Some scholars find these common shares as ethnicity, kinship,
language (Hutchinson and Smith 1996; Smith 1994, 2000). However some attribute
importance to the ideology for having a common imagination of togetherness in modern
times (T. a. Van Dijk 2006). But all agree on the creation of “sameness” and “the
difference,” assimilation and dissimilation overall (De Cillia, Reisigl, and Wodak 1999)

during identity formations parallel to the social formations.

The units that constitute “we” are sameness, Sameness, solidarity, victimhood, “positive”
manners and gestures that only attributed to “us.” On the other hand, the elements that
construct “them” are difference, otherhood, hostility, dominance/cruelty, “negative”
manners and aspects that only attributed to “them.” Interestingly and inversely, “us” are
the dominants and the controllers in a society, whereas “them” are the controlled and the
oppressed (De Cillia, Reisigl, and Wodak 1999). That’s why, the language that’s used by
the dominant use, the discourse that’s reproduced reflect the power relations between the

group identities in a single society.

Not surprisingly the identity formations in macro level involve the same dynamics. Yet,
modern times, integrate modern terms to the formations of identities. The necessity of
sameness gives rise to the emergence of nations by the help of nationalisms. For Benedict
Anderson (B. Anderson 2006) this feeling of sameness was spread by the press and
allowed the emergence of nations as the imagined communities, on the other hand, what
Ernest Gellner (Gellner 1983) advocated about creating the sameness is led by the mass
education. Therefore, the content of what is taught or spread out involved the discursive
construction on commonalities with certain symbols, positive manners, language,

historical approach.

In this content, narratives matter the most, in transmitting these symbols and
commonalities. Narratives are fundamental indicators of how national identities are formed
and transmitted from one generation to another. This strength makes the written texts,
educational materials and literary works very significant in terms of being the signifiers of

the discursive construction of identities (Seyhan 2008).
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Therefore narratives and texts provide information about the discursive constructions of
national identities. Wodak, Reisigl, Liebhart, & De Cillia (2009) apply Critical Discourse
Analysis with discursive construction of national identities in Austrian national identity
through conversations among regular people after World War IlI, to reveal subtle
reproductions of anti-semitism in daily conversations. So their research is groundbreaking
in the sense that the tacit reproductions of nationalisms and national identities, that take
powerful and dominant structures in the base, by asserting that each identity construction
uses a discriminative language one way or another (De Cillia, Reisigl, and Wodak 1999).
Their approach focuses on unraveling the structural dynamics behind this language.

Talking about Turkish national identity, allows one to get involved in debates of where
does nationalism come from and which philosophical roots help the perception of a
modern national identity in Turkey to grow. Sticking amid being Eastern and Western
causes a paradox in Turkish national identity as Ayse Kadioglu argues (Kadioglu 1996).
This paradox lets the scholars discuss about the European way of nationalizing the
identities, and the correct way of implementing Westernization. Kadioglu states that
European part of the official identity building is affected by both German romanticism and
French jakobenism, thereby fostered top-down identity building process by going to the

essence of the Turkish people.

Ayse Kadioglu and Fuat Keyman inclines to widen the symbiotic structure of Turkish
national identity in their edited book that they discussed the competing nationalisms in
Turkey by the help of significant scholars of the field such as Serif Mardin, Tanil Bora and
Umut Ozkirimli (Kadioglu and Keyman 2011). They tend to explain the protean aspects of
nationalism that finds intersection points with liberalism, conservatism, Marxism,
depending on the historical facts. Particularly the departing point of having historical and
non-historical nations as Hegel mentioned and Marx and Engels benefited, took the
nationalism debates to a point that some nationalisms are good and some are bad. The bad
nationalisms were rooted in the oppression and the distinction between “us” and “them.”
This distinction is also used for the Turkish modern national identity, as Turkish
nationalism was taken as the oppressor, but the Kurdish and Islamic nationalisms are the
oppressed, having a discourse of transferring the political power to the people. However,
the authors keep in mind that no matter how good or bad nationalism is, it relies on

assimilation and exclusion, bringing about a distinction between “us” and “them.” These
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nationalisms in Turkey acted in a symbiotic and a competing way and determined the

contemporary political discourses.

Although this book takes the competing nationalisms and the historical artifacts of
different nationalisms in contemporary Turkey, the its point of view on searching for

3

certain “us” and “them” constructions and seeing nationalism as a self-reproducing

phenomenon are illuminating for my research.

Ayse Kadioglu in the same source, argues that Turkish nationalism is based upon
“preserving the state and the Westernism” (Kadioglu and Keyman 2011, 34-35). It 's hard
to talk about commonalities within nationalisms or nationalist projects as Tanil Bora
suggests, however this effort of preserving the state and the Westernism holds the share for
the competing nationalisms in Turkey. Her argument not only supplies the relationship
between the state and Turkish nationalism but also visualize a very important debate on
nationalist vocabulary in Turkey. The question of who is the Turk in any competing
nationalism might get different answers, but the replies certainly include a debate of

Westernism.

As Westernization and Westernism hold a prominent place in the discussions on Turkish
national identity building, even the intellectuals supported Westernism found themselves
searching for a national essence to build the nation on. Going to the real essence of the
people in nationalisms mostly discussed as a tradition of German volk nationalism (Gole
2010). However, Zafer Toprak calls this case in Turkish nationalism, parallel with Russian
national identity construction, narodnik nationalism (Toprak 2002a). The national identity
projects that took the West as a model of the modern, they tended to Westernize their state
apparatus as well as their society. However, they stuck upon an essential and authentic
feature of their society, mostly found in their villages or towns. This authentic culture
become the cultural dress code for women in modern India (P Chatterjee 1990; Srirupa
Roy 2007) and the Anatolian culture for Turkish case. Postcolonial nation building
strategies inclined to show similar tendencies in this respect. Thereby, these countries
approved their feeling of backwardness but tried to prove that they had in fact particularity
to have a nation. Within the framework of the discussions regarding Edward Said’s (Said
1985) orientalism that neglects Turkish case for its unlike history. Meltem Ahiska points

out the feeling of falling behind of the modern model “the West” and encountering “the
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West” also as a threat to the essence of the nation. She calls this understanding of the
identities with a swing between East-West distinction Occidentalism of Turkish
nationalism. She argues that modernity is a historical construct and modernization is a

historical fantasy that relies on East-West polarization (Ahiska 2003).

Another debate about the search for a Turkish national identity is the place of the race
within nationalist discourse. The definitions of a nation required a definition of Turkish
citizenship in the national identity building process and had alternatives as such: civic
definition or racial definition as believed that both were representing different types of
nationalisms. Murat Ergin examines the place of the race in Turkish citizenship and
questions whether a Turk is a “white man” (Ergin 2008). What he examines by “white
man,” is the racial vocabulary that’s been used in Turkish to define the modern Turk. He
argues that racial components of modern Turkish identity goes back to the early years of
Republic and also has a face to encounter in contemporary Turkey. He states that there are
two forms to constitute the racial vocabulary in Turkish identity is the assumption of
immutability and unity in skin color. Although it’s been made civic definitions of the Turk,
nationalist discourse takes the definition of a Turk, beyond its constitutional definition by
its perception of stability. He gives examples for political, bureaucratic and scholarly elite
to disseminate the racial vocabulary. Murat Ergin agrees with Zafer Toprak (Toprak 2011)
on what he discusses about the usage of history, archeology and anthropology to re-
constitute the Turkish image in a global showcase as a member of the white world in the
1930s. This attempt is not only a consequence of the rise of fascism in Europe but also is a
consequence of a reaction towards the settled European perception of “Turk™ that the

Republican elite wanted to transform.

In the 1920s and 1930s, founding ideology was on its summit in every aspect. Turkish
nation building project was a modernizing attempt that targets practices of everyday life.
Alev Cinar (2010) tells about the communizing perception of modernization, civilization,
Westernization while having a global gaze. She asserts that globalism, is a product of
nationalism and attains its aim of secularism by only erasing the local. The imagination of
“the modern”, “the civilized” is where the West is, particularly Europe, so the globe is

imagined as Europe.
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Cinar helps the readers to see that each political power focus on defining who 1is the
modern and who is the civilized in a nation. Thereby multiple definitions of a modern
nation arise and becomes visible in the public sphere with certain performative actions
depending on which political sect takes over the political power in a nation state (Cinar
2008). This multiplicity takes us to the point of having multiple national identity
definitions. Each political power defines “us” and “other” with its own rules. Alev Cinar
deals with how these definitions emerge in the public sphere as performances with power
relations. Her conclusion about what was seen as subjugation and excluded as non-modern
has its own way to define the modern, becomes my departure point for asking questions
about the multiple definitions of a “national identity”. I decided to search for how “us” and

“the other” are defined through the State Theater’s repertoire.

Congruent with Alev Cinar’s point of view, Kiirsat Ertugrul compares three modern
Turkish novelists in terms of their perceptions over “the modern” (Ertugrul 2009). He
takes Ahmet Hamdi Tanpinar, Oguz Atay and Orhan Pamuk, all well-known for their
differentiating relationship with modernism in comparative literature field. Ertugrul (2009)
states that the main concern of the modern Turkish novel and Turkish literature in general,
has been Westernization. Yet, the emergence of the modern Turkish literature begins with
Westernization in Tanzimat era. The correct way of Westernization, the individualistic
Westernization determined how the authors perceived their “self’s in modern society.
Ertugrul’s perspective does not include historical depth as it carries on a literature
perspective in a comparative manner. Narrative identities’ meeting point with national
identities are my main question marks. As a modern identity, the characters in a text carry
the most powerful messages about their views towards “self” in a nation. Not only
modernity and modern society affects their self positioning, but perception of a national

identity must be visible through a state regulated theater.

Additional to what is seen in the public sphere or literature, “Westernization™ has also been
an important issue for Turkish music. Orhan Tekelioglu points out the initiatives of having
a synthesis of Western and Turkish essences in popular music (Tekelioglu 1996).
Tekelioglu gives a historical background for these attempts by getting the help of
philosophical roots that reaches back to the Tanzimat Reforms and accelerates with the
proclamation of the Republic in Turkey. Ziya Gokalp’s suggestions for having “East-

West” synthesis, often affected by Mustafa Kemal’s quotes, constitute the future of
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Turkish nation to search for identity. Tekelioglu maps the historical background and the
place of East-West or West-East combination issue in Turkish popular music starting from
1930s until 1990s. He gives place to the political restrictions, the lines that were drawn by
the state, adaptations and translations, that include both Western and Eastern examples.
The bulk on the preferences change in time, depending on the political preferences as well

as the political environment (Tekelioglu 1996).

The same concern was also covered by Songiil Karahasanoglu and Gabriel Skoog. They
call attention to the attempts of synthesizing Turkish identity over popular music (S.
Karahasanoglu and Skoog 2009). They benefit Edward Said’s opinions with regards to
filiation and affiliation that lets the intellectuals or the artists to surrender to a new system
in a cross-cultural way. Turkish artists affiliated themselves into international music
through popular music and made Turkish popular music an example of fusion of both

internal and external cultural hints.

Belivermis and Egribel takes Turkish theater as an ideological apparatus of the renewal
movements in history (Belivermis and Egribel 2012). These renewal movements ended up
with Westernization and modernization in the last decades of Ottoman Empire. Theater has
been a transmitting tool of the Western way of living and doing arts. The relationship
between the state policies and arts continued during the early Republican era as well, with
a slight difference. The young nation state wanted its audience to embrace a certain
identity, displayed on the stage. This attempt led Turkish theater fail to express its own
identity in a sharp manner as nor Eastern nor Western. Belivermis and Egribel contribute
the field by discussing the paradoxical signifiers of Turkish identity in theater pieces.
However they miss that this unsteadiness between being Eastern and Western is a general

indecisiveness with many components, such as religion, state and the feeling of sameness.

Having a scan over the theatrical academic sources took me to a point that narrative
identities constitute the base of the playscripts most of the time. The playscripts give clues
about their authors’s identity discreetly or explicitly, no matter from where or what école.
On Turkish theater field, theater has become a voice of self-positioning opportunity in
terms of political views. Siireyya Karacabey asserts that traditionalism and modernism are
the basic dynamics of Turkish theater. Transition to the Western type and professional

theater from traditional theater had followed the city based, basicly Istanbul, People’s
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Theater culture (Karacabey n.d.). This competence or dualism between traditional and
Western type theater also showed up throughout the texts after Tanzimat. After the
Mesrutiyet II in 1908, the interaction between the Tanzimat Theater and the audience rose.
What Karacabey suggests about this interaction and dualism that it led the Turkish Theater
to search for a stable identity. The search for an identity allowed an indecisive swing
between Westernization and an Eastern identity. Modern national identity building process

was rooted in multiple feelings about Westernization.

One of the works that indicate the Western- Eastern swing of self-positioning is a non-
published masters thesis written by Sevim Kebeli, on Abdiilhak Hamid’s being against
colonialism (Kebeli 2007). Kebeli uses postcolonialist approaches in her study to explore
Abdiilhak Hamid’s views about imperialist powers with a literary scholar’s eye. Although
she finds out that Abdiilhak Hamid’s theater was only critical towards British Empire in
colonial context as a result, the reader figures out that the “other” of the playscripts are
constituted upon “British” identity and “West” in general with his discreet critics about
orientalism. Kebeli’s study has an intersecting playscript: Finten, in Turkish State
Theater’s repertoire. This intersection contributed my reading process and allowed me to

take this dualism into account.

Yilmaz Bingdl points out the disagreement between the traditionalists and the modernists
while making a broad literature review on the language reform in Turkey (Bingol 2004a,
2004b, 2009). As language reform constitutes the base of Kemalist reforms, Bingdl
clarifies the previous developments that prepare the preconditions for the language reform
in the early Republican years (Bingdl 2004a). Although most of the time it is assumed that
the political actors have rationale choices, he suggests that identities are another
determinant to shape the interests of the people and actors. Thereby, political actors cannot
behave independent from identity based interests. Because, both people and the political
actors cannot shape their behaviours without acknowledging who they represent or who
they are (Bingol 2004a).

Changes in intellectual lives and social lives of the intellectual during the early years of
modernization that started with Tanzimat era rendered a new language policy necessary in
order to introduce modern terms such as, main concepts of French Revolution, to the

masses. This included purification movement in Turkish. Bingdl, in his same study,

82



stresses that the Tanzimat intellectuals avoided using Turkish and Western words because
of their devotion to Ottomanism, however they were still eager to reach out the masses by
using a simple language in their pieces (Bingol 2004a). This point of view later allows
Ziya Gokalp to build a national language by including “national” words. Omer Seyfettin
and Ziya Gokalp suggested the intellectuals of the period to discover the goods of the
homeland and the local essence of the people. This way of understanding the essence of
nation, is parallel with German “volk” nationalism or Russian “narodnik” nationalism so
many ways. Ahmet Pakis and Yilmaz Bingdl asserts that this kind of nationalism finds
itself in “Anatolianist Rhetoric” (Anatolianist rhetoric) (Bingdl and Pakis 2016). On the
other hand Zafer Toprak considers this point of view as narodnik nationalism in the early

20™ century (Toprak 2002a) with an emphasis on the essence of the nation.

1.4. Contribution of this study to the literature

Nationalism and national identities embed themselves according to the historical
necessities and political conditions. Thereby the national identity perceptions and projects
to define what the nation is by the hands of the political power may change, vary or be
opposed in time (Kadioglu and Keyman 2011). In the light of this embedded
transformation and the findings by Yildirim (2014) regarding the continuity and changes in
Inénii era, I suggest that the competing nationalisms as well as different national identity

building projects became visible in the 1950s, after the transition to multiparty regime.

Turkish national identity building in the 1950s is not studied deeply. Aside from
Brockett’s (Brockett 2011) study on national identity and Muslim identity that covers the
provincial newspapers in Turkey until 1954; scholars were more intended to unravel the
official ideology and its consolidation in the early years of Republican era. Therefore, this
study is an attempt to be a profound explanation of Turkish national identity building in
the 1950s with a multidimensional approach to demonstate the places of religion’s, state’s,

narrative and national identity perceptions in national identity building in the 1950s.

Communication and messages about nationalism needs instruments. In this case: theater
and the State Theater in Turkey. While trusting the performative power of theater and the
relationship between arts and politics, this study analysis the State Theater repertory
between 1949-1960 threough history, family and space in order to define a Turkish nation.

A complete and a deep analyis through the 1950’s to reveal the self-positioning of Turkish
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sameness both in native and foreigner playwrights will contribute to the literature, which is

pretty slenderly-studied, regarding Turkish national identity building process.

During the exploration, | expected to find clues of identity formations that are received by
the audience. | take both the works of local playwrights as well as the translations in the
repertory to reveal both self-positioning of the characters and self-reflection on the
translations. This double-way analysis would demonstrate the level of clarity of identity
perceptions within the State Theater in the 1950s. Since this period represents the
diversified political vocalisation, | expected to catch swings between Western values and
traditional values that reflected upon Turkish national identity formation. The dramaturgy
preferences must vary according to the political climate, yet the institution has a direct
relationship with the state. Although 1950s are the years of transition to a more democratic
multi-party regime, Democrat Party did not change the policies of the State Theater
radically. Indicators and the frequency of the indicators that | am chasing for must have a

wave by the affect of political climate historically.

1.5. Research Design

In this section, the coding manual of the study, the strategies of the collection of the
necessary data and its analysis as well as the validation strategies will be explained. Finally

| will give the fulfilled ethical considerations and requirements.

| reviewed a very broad range of sources that provided a categorization of my data
universe while shaping my conceptual framework. | figured out that national identity
building process constitutes three basic themes: history, family and space, deriving from
the conceptual framework and literature. Therefore, | decided to divide the main categories
of my research material into history, family and space themes. Furthermore, debates on
national identity and nationalism brought about an opinion on how to interprete and code
the data. | searched for the place of the religion, the role of the state and how narrative and

national identity is formed in the playscripts.

So, | examine the content of the texts to form a framework for frequently used themes and
forms that | derive from the literature review. The following figure is the coding system of
the research and it is emerged by the help of discussions in the literature review as

aforementioned in the introduction.
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Thereby the religion, the state, national and narrative identity perceptions become my
analysis tools for deconstructing national identity building in Turkey in the 1950s. The
content is systematically scanned and analyzed by the help of MaxQDA 11.0 software
(Cleverbridge Company, Berlin, Germany) to benefit computer analysis and data

management of my sample.

By counting on the repertory, which reflects the confusion with regards to national identity
between the years 1949-1960, the selection of the playscripts varied according to the
political climate. The governments of the Democrat Party did not radically change the
policies of the State Theater, however reinforced the political elasticity to the definition of
the national identity that was provided by the Indnii’s inevitable reliance on the opponents,
during the agreed convergence to the democratic block. Therefore, during the transition to
democracy, the State Theater borrowed heavily from Western literature, especially from
European literature, with a little shift towards American literature, by the time.

| attempt to discern what goes behind the meanings within the playscripts (Frankfort-
Nachmias & Nachmias 2000) so that for this research, the suitable method is the
qualitative method. The data of this study refers to a social phenomenon that can be
pursued through language and literature. The approach of this study derives from
document and literary analysis. This kind of approach attempts to bring order the disunited
parts by categorizing them (McNabb 2008). As a result, | use discourse analysis to find out
the patterns of national identity construction as a social phenomenon through the

playscripts.

I collect qualitative data that refers to collections of “words, symbols, pictures or other
nonnumeric records, materials and other artifact” (McNabb 2008, 273) as well as texts and
statements in the prefaces of the playscripts. This study is an interpretive one because it
includes hermeneutics (McNabb 2008; Neuman 2014)

| use a conceptual framework that | derived from my primary data and start with using the
descriptions of the concepts that | have made in previous sections as history, family, space,
religion, state, narrative and national identity. “It is important to understand that
description is the basis for more abstract interpretations of data and theory development,
though it may not necessarily lead to theory if that is not the researcher's goal. Descriptions
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already embody concepts, at least implicitly. Though description is clearly not theory,
description is basic to theorizing” (Strauss and Corbin 2008, 54). Therefore, this
conceptual framework will lead me to a naval theory which fits into my research. Concepts
and theories are constructed, because in a qualitative research, participants or the textual
dialogues take place in the research to convey meanings. These meanings have an
intertextuality and these dialogues between the texts need to be interpreted in a way that
the researcher feels right (Strauss and Corbin 2008). Some researchers prefer applying the
theories on a different set of data with a previously applied conceptual framework,
nevertheless, that framework may fall short and the data itself needs to be interpreted in a
deeper sense with various different concepts. Thus, this initiation takes the researcher to
the grounded theory (Strauss and Corbin 2008). The theory which is not only applied but

also retouches the theory by the help of the data in a research.

Conceptual framework refers to the organization of data into discrete categories (Strauss
and Corbin 2008). After scanning my primary data from the State Theater archives, I
decided to conduct the research with literature review and the first reading of the data.
First reading made me draw a chart that mentions the interrelations of the commonly used
concepts in nation building and discourse analyses. Thereby, | had a chance to constitute
the identity coding chart by the help of the literature review and the data itself at the same
time. On the table of Appendices A, | give a place to the map of the construction of the
coding system which reveals how the codes are interrelated and how far or strong these
relations are by using MaxQda 11.

More particularly and technically, the method | use is Critical Discourse Analysis in order
to check my arguments. Critical Discourse Analysis does not aim at contributing to the any
schools or paradigms but rather its objective is to reveal the discursive structures of the
dominance and power relations, to give social phenomenons a better understanding.
Having a better understanding means criticising, deconstructing and call for attention to
the reproduction procedures of the discourse to provide legitimacy for the power and
dominance among the groups of a society (T. A. van Dijk 1993). What the approach means
by the dominance and power is basicly “the control of one group over another” as well as
the strategies to reproduce this control and make it a hegemonic power with Antonio
Gramsci’s conceptualization, that is institutionalized and hierarchically organized (T. A.

van Dijk 1993, 254-55).
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The need for using different conceptualizations Critical Discourse Analysis requires a
multipdisciplinary approach with multiple concepts, literature reviews and theoretical

(3

backgrounds. Critical Discourse Analysis is “...an interdisciplinary approach which
combines historical, socio-political and linguistic perspectives in exploring the discursive
construction of national identity.”(De Cillia, Reisigl, and Wodak 1999, 157) In this study,
the access of the discourse is provided by the theater performances, funded by the state “as
the core of the dominance. Theater playscripts provide the information what | needed to
process to unravel the discourse structures. Theater, as a performative art and a part of
literature is based upon narratives. Therefore, this study needs to borrow point of view

from political sciences by nature, and literature as well as linguistics.

Narrative discourse analysis, which is developed by Gérard Genette (1980) brings
narratives together with time and space. For Genette, literature is not only a bouquet of
texts which is written dully in a certain period in history and in a space, but with a
cognitive reason to be written. Moreover, the use of grammar, local dialects, sometimes
syntax, indicate certain identities and power relations. Thereby linguistics became also
important for applications of Critical Discourse Analysis. While deconstructing the fiction
of "the difference™ and "the sameness" in the text throughout the basic themes, additionally
| look at the scene to see whether there is an evidence for a space, a way of critisizing the
literature, a target audience, an implied author. Moreover, the preface, the notes in the text,
the stage instructions and the narration of the author as well as the authors’ backgrounds
are to be examined. Finally, some narratives can be undermined at first but then become
popular over time because of various political reasons. This helped me to divide the
playscripts according to their themes. The ones which put forward “time” are regarded
historical, whereas the playscripts focus on family construction or life styles they are
considered under family theme. Finally whether the playscripts are based upon where the
people become the nation’s citizens, those are evaluated under the space theme. Therefore
this study takes the chronological order of the repertory but while dividing the pieces into
the themes it uses the reason of a certain piece to be picked rather than its original time of

being written.

Furthermore Critical Discourse Analysis also pay attention to the accessibility of the
discourse to the target audience or the masses. Therefore this study takes theater because

of the artistic and performative power of this branch over the masses, particularly in the
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years that visual mass media was not spread. Accessibility to the discourse or the power of
accessibility of the discourse to the masses requires an elimination of the playscripts in the
repertoire that has never met with the audience, or met but staged only a few times.
Discursive access, influence the social cognition and the individual attitude. If a
performance cannot find a connection in the society one cannot talk about the social
cognition. However, one can never exactly know how the messages are processed by the
brains of the masses or the individuals, but can opine on how the discourse is conveyed.
Additionally though, in this study I assert that “the control of knowledge” (T. A. van Dijk
1993) come true as the real scripts, as written texts and visual performances. Therefore, |
will interprete the data that | have collected depending on this assertion. The playwrights
in the State Theater for this study are both controllers and the reproducers of the discourse.
Moreover, they are mental process indicators; because what they have written or translated
directly indicates what they think and feel about the discourse as well. Because they are
the language users (T. a. Van Dijk 2006). Therefore | will draw a sample frame according
to the plays’ ability to connect with the audience via the criteria of being popularly

selected authors by the dramaturgists as well as the density of the codings.

Critical Discourse Analysis helps doing a detailed and analytical reading of a context. This
context might be made up by the talks only, can be written texts or can be only voiceless
performances. This approach pays also attention to the profile of the target audience, the
spaces for the meetings and the settings (T. A. van Dijk 1993). In the case of theater, there
are many scholars who focused on the semantics of the theater performances (Aston and
Savona 1991; Burian 2000; Pavis 1996; Schuler 2009; Wilmer 2002). Unfortunately in our
case | had to be loyal to what was written and kept in the dramaturgy archives of the State
Theater. It was impossible to observe or analyse the reactions of the receivers/ the target
audience since the performances were hardly shot. The target audience is the university
students in Ankara, the bureaucratic elite, parliament members, artists and media as well as
the children for the children’s plays. Both women and men used to take place in the
audience and sometimes their kids used to come along to the children’s plays. The
performances were set in the Kiiciik Tiyatro, most of the time, which was located in the
new center of the city in Ulus (means nation)?>. The adult plays were performed in the

% The Conservatoire and Tatbikat Theater used for the very first performances, that were started in 1947
until 1949. This building is now Mamak Kiiltiir Merkezi (Mamak Cultural Center), and close to the train
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evenings, so they used to keep the urban life alive in the evenings. And the performances

were also visited by Ismet Inonii who was the President of the republic in that period

(Yazgan 2012).

Another topic that Critical Discourse Analysis focuses on is the inclusion and exclusion
throughout the context. It is difficult to test the dissimilation and assimilation as a
discourse-historical approach by the help of the texts; however | also check whether there
is a silence exclusion, because even the silence may show the dominance in a discursive
reproduction. So that, while picturing the dominance structures | look at the facts,
rhetorical figures as “their”,”our” actions, lexical style, story telling which is subjective,
structural emphasis of the actions of “the others”, and giving place to the quotes of
credible witnesses (De Cillia, Reisigl, and Wodak 1999; T. a. Van Dijk 2006; T. A. van
Dijk 1993).

The most prominent part of applying the strategy above is the rhetorical figures and lexical
style, in this study. What T. A. van Dijk (1993) calls rhetorical figures and lexical style are
the feeling of sameness and difference. Sameness depends on imagining the “us” with
positive manners where difference is based upon the “them” with negative features. Each
identity formation’s nature involves a discriminative language. Critical Discourse Analysis
provides knowledge about the power, dominance of the controller body (actor) and also
the reactions of the agents who carry the related messages and help building social
cognition. If one applies this strategy to the national identity level, would see that the
dissimilation with regards to the national differences would go hand in hand with the
assimilation that mostly concerns about the construction of sameness (De Cillia, Reisigl,
and Wodak 1999; Wodak et al. 2009)

As a summary, in this study there are three interrelated dimensions in the discursive
construction of a national identity. First dimension consists of contents, topics and
categories. The content, the playscripts are classified in categories as the local playwrights’
works and the translations. Then the content is divided into themes according to their
dominant topics under history, family and space. These themes are also derived by the help

of literature review and the definition of nation and nationalism. These themes are read by

station in Kurtulus and behind the building one can easily Access the Ankara Castle, where the Roman
Empire and old Ankara was built before the proclamation of the Republic.
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the eye of a researcher who tries to find the given answers to the questions “When is the
nation?”, “Who is the nation?” and “Where is the nation?” After that, the analysis tools
religion, state and the construction of narrative and national identity were used to clarify
the discursive structure of national identity in the content, while also investigating the
place of religion, state and national identity in the light of nationalism debates. Therefore, |
look at the characters’ emotional and geographical attachment to Turkey as a cultural
habitus (Margolis 1999) with Pierre Bourdieu’s terms, supposed national behavioural
dispositions/habits; various aspects of the biographical genesis of national identity/
nationality- destiny, origin, hometown, place of birth, place of upbringing and place of
residence and socialization gestures. | also scan the narrative of a collective political
history that involves myths of genesis and origin, mythical figures, political triumphs,
times of flourishing and prosperity, decline, defeat and crisis or aspect of victim-
victimizer, reparations. The discursive construction of a common culture, as the continuity
of habitus, the perception towards language, arts, science and technology as well as

everyday culture like sports, food and cooking and drinking.

1.6.Data Analysis

In a qualitative study, data is diffused and is not concrete (Neuman 2014). Political
scientists have three methods of collecting data: interviewing, document analysis and
observation (Johnson and Reynolds 2005).

The data is documents and the unit of analysis is the texts; the playscripts regarding
identity building between the years 1949-1960.

1949 season is taken as the beginning year of the data collection, as it is the opening year
of the State Theater and has begun performing actively.

After Inonii became the president of the single party regime in 1938, a swinging
relationship between different nationalisms and Westernization, especially after the end of
World War Two by choosing the side of democratic block in the international relation
systems. However, Indnii was also aware that the defeat of the fascism would force him to
establish a multiparty regime, just like the developed democracies had. Besides, this was
not only an external necessity but also a national expectation (Ahmad 2014). Land reform

became the main reason for a split within the party. Thereby Democrat Party was founded
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by the parliament and party members who were opponents of this reform after their
discharge (Erogul 2014).

Democrat Party got its first seats as the opposition in the parliament in 1946 elections®.
Having a party of objection in the parliament reinforced the flexibility of the government.
For instance, the statist part of Republican People’s Party led by Recep Peker, lost power
in the party by Peker’s resignation. These develeopments and sitting on the opposition
seats provided Democrat Party to find more support from the rising bourgoise, bureaucracy

and land owners for the next elections.

In 1950, when the new elections held, Democrat Party could get the majority of the seats.
And this shift of the governments in Turkish history is perceived as a milestone for the
democracy of Turkey in Turkish history (Ahmad 2014). The convergence to the Western
democratic block, the membership of NATO brought about a new perspective of
international relations aside from Kemalist single party policies. On the other hand, both
parties agreed on changing projection of Westernization from Europe to the United States
in domestic politics, but were not compromising about the methods. Besides, Democrat
Party claimed that it was going to be the main representative of the traditional values of
Turkish people in the parliament. The people’s content about the change in policies also
became visible with the success of Democrat Party in 1954 elections. Adnan Menderes,
who was the leader of the party as well as the prime minister, became more confident
about his implementations following this success (Ahmad 2014).

On the other part, when the party reached 1956, it found itself struggling with high
inflation and stagnation in economics. Ahmad (2014) claims that the economic worries
were the determinants of the period 1956-1959 also became a reason for a military
intervention. Even though Democrat Party could become the superior party in the 1957
elections, lack of currency and the pressure over the media caused a general discontent
among the university students and military members (Erogul 2014).

The data collection stops at the end of the 1959-1960 season, when the 1960 military

intervention disrupts the political life and coincide with the end of the season. Political

1946 elections are also called as “the elections with the stick” because of the suspicious implementations
of the Republican People’s Party during the elections. But despite all of the obstacles that’ve been put
forward, Democrat Party could get 66 seats over 465, for more information see (Ahmad, 2014), (Erogul,
2014).
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environment, institutional policies in State Theater and personal courier preferences of the

artists caused break ups. The cadre in State Theater changed almost entirely after then.

After data collection, in the content analysis of the written documents, | define the content
categories (Bilgin 2014) that are going to be measured as first, local authors and
translations. The themes are history, family and space. The study evaluates the densest
playscripts in terms of codings and the popularity of the authors for the dramaturgists at
the State Theater.

The categories are important for the texts by symbolic cues, themes, voicing and scene
with open coding system (Neuman 2014). Next, | evaluate the patterns and the connections
that are obvious or hidden by bringing the data in order. What is important while
categorizing the data for the analysis is to refer the meaning rather than only numeric data.
The qualitative data is coded for a specific meaning and the patterns to as well as the
hidden or silent cues for identity building process.

For reliability and validity in this research | used intercoder reliability. Multiple anaysts
checked the coded segments and interpreted the data harmoniously.

1.7.Ethical Considerations and Challenges

Since the research unit is not individuals, ethical concern is not very high (McNabb 2008).
| consider Nuremberg Codes of Ethics, try not to violate any code (Neuman 2014). Yet,
gathering and reaching the data is everything for a qualitative study, | tried to reach every
playscript in the archives if it was possible. Therefore, | took the permissions to use the
State Theater’s archive by a petition sent from Yildirim Beyazit University to the General

Directorate of the State Theater.

Just like every qualitative study, this study has some challenges too. These constitute the
weaknesses of the study at the same time. | try to eliminate the disadvantages of a
qualitative study, particularly the problems may occur in a document analysis. The main
challenge in this study, has been the difficulty of reaching out every material in the
archives. Some playscripts were torn, some were lost and some of them were retyped after
many years by trying to be loyal the original copy. However, | can never learn how much
the latter typed copies were changed by the type-writer of the institution. Also another
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weakness is, one can never figure out which dialogues were emphasized or deleted during

the play depending on the directors’ preferences.

One of the most confronted weaknesses of a qualitative study is subjectivity (Johnson and
Reynolds 2005). Since the researcher in qualitative methods is active and has a
perspective, subjectivity emerges; however, this perspective including interpretations
should not damage the scientific value of the research. Although context analysis is a non-
reactive study, discourse analysis may carry the back ground of a researcher. Therefore |
try to eliminate those question marks by telling my background at the end of the study.
Additionally, one other coder also read some examples from my data and we compared our

coding strategies to provide intercoder reliability.

Second problem is selective survival (Johnson and Reynolds 2005). Sometimes researchers
try to verify their arguments by selecting only tendencious data. | scanned and read all of
the playscripts, but eliminated the ones which were not representative, out of theme or

codeless.

One of the biggest challenges of the document based qualitative research design was the
existence of unavailable data. Some texts were not in the archives or some pages were
damaged. | leave these contents off the research after informing the reader. Another
problem was the retyped or re-published playscripts, but | paid attention to use the same

interpreters’ playscripts that | borrowed again from the State Theater archives.
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CHAPTER 2

RECONSTRUCTION OF HISTORY: HISTORY IN TURKISH NATION
BUILDING IN THE 1950S

The main objective of this chapter is to unravel the history making of Turkish national
identity building in the 1950s. Reconstruction of history is pursued through historical
playscripts which are analysed through religion, state as well as narrative and national
identity perceptions which give us clues on an overall identity construction in Turkish
State Theater. The history theme distinguishes itself for having reflecting a certain time
period from the history. History theme is important for picturing the perception of the
history of the nation, as well as what is left behind as history by cutting the bonds between
“now” and “the memory”. Ernest Renan defines as “culmination of a long past of sacrifice
and devotion” yet he signifies an oblivion and remembrance referring a certain historical
narrative (Renan 1996). Arts, particularly literature and theater, have an important role to
reinforce this remembrance. The dialogues and the cues within the pieces work for the

feeling of sameness among the members of the nation who share the same past.

This chapter analyzes the sameness and the difference imaginations of the local
playwrights in history making process. | also by evaluating the translations, the self
positioning of the translators, so the State Theater’s history perception of “the other”s
imaginations and narratives. Historical playscripts will take us to the history theme and the

way of making history on behalf of the nation.

| also discuss “Western history” and self-positioning of the Turkish identity in it. | argue
that the self positioning of modern Turkish identity relies on the feeling of being “the
other” identity against “Western” and “European” identity historically and the State

Theater’s translation repertory under the history theme provides a good source to trace it.

The playscripts are literarily examined by classifying the data according to how the
characters feel about their identity, how their or the others are shown, how religion and

state constitutes their identity and reaches a narrative and national identity narration. The
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data regarding religion is significant because Claire Mitchell (Mitchell 2006) states that
religion has always been a non-negligibile component of an identity no matter the time is
modern or not. The state constitutes another significant part of a national identity and its
knowledge points out how the state builds national identity and how it is perceived by the
intellectuals as William Safran (Safran 1991) demonstrates it within French case.
Discourses on national identity might be confusing despite having one constructed
“history” perception. The actors of the applied identities reconcile their past with future via
how they feel about their identities (Parekh 1994). Identities have always included a
religious self definition, and been a part of modern nation building within the perception of
history. Therefore national identity building process must be understood as a mutual
process of how the history is made and how one positions oneself in this narrative of

history.

What is the place of the religion for a nation historically? Having nature of opposing the
Church’s institutional and political power in Europe during the decay of the monarchs,
European nationalisms inclined to shift the place of the religion with nationalism by
bringing in secularism. On the one hand, in the postcolonial world, religions’ relationship
with nationalism and the identity building processes have been much more complicated.
Religions had important roles in mobilizing masses, were embedded in nationalisms
during the independence wars included in national identity. Unlike European nationalisms
or Anglosaxon secularisms; religions, not defined by an upper administrative class or as an
institution in postcolonial countries. As a matter of fact, religions had a parallel importance
during nationalist struggles. In the aftermath of the wars, the nationalist struggles
transformed into a process for building a nation state, that defines its history, citizens, its
public spheres, borders. While in Turkish and in North African cases religion was tried to
be excluded from public space in the name of having a modern and secular nation states,
the Indian case tried to place religions and diversity as a discourse (Partha Chatterjee 1993;
Joseph 1997; Srirupa Roy 2007). Yet, each case ended up with the suppression of
minorities and the exclusion of a part of a society from the citizenry benefits and
responsibilities. However the place of religion in peoples own lives and the way that they
defined their sameness could barely fall apart with religion through history. The members
of certain ethnicities kept its religious content alive (Mitchell 2006). While nationalisms

determined to rewrite the history, excluding a religious sameness or selfpositioning could
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not eliminate its existence in people’s lives; but worked as a complementary element of a

national identity.

States have always been a part of political cleavages for its nature of being an
administrative apparatus. However a modern state, finds its roots in the decay of monarchy
in Europe or in 20th century while having a counter nationalist feature in postcolonial
world. Hobsbawm stresses that nations and even word “nation” in modern term is pretty
young in history. The Word “nation” has started including a modern meaning in late 19th
century and transformed its meaning from “the people who are living in the same territory”
to a central modern meaning. In this meaning there is a state, certain borders and a
government to administer this unit. It is imagined that the people who live in these borders
holds a unit as one, as a part of a whole. And he tries to reinforce his statement with
Spanish dictionary lacked of having Word “nation” in it until 1925 (Hobsbawm 1992). The
prior statement is also congruent with Ottoman case, yet in Turkey as a geographical
territory, word “millet” meant Ottoman millet system. Late 19th century intellectuals start
blurring the difference between “millet” as Ottoman millet system and millet- ulus, having
meaning of modern nation. This transformation overlaps with the start of Turkish national
identity building.

John Breuilley explains the relationship between modernism and state as obtaining the
“political” power is obtaining the state power in modern era (Ozkirimli 2010). He gives
historical examples referring British case (Breuilley 2005) to explain the relationship
between the nationalism and the state, while differentiating his stance with Ernest Gellner
and Benedict Anderson. Even though the base transformation in societies in modern times
through nationalisms predicated upon cultural transformation, one cannot neglect the state,
the state perception and its place in defining self. Nationalisms try to end up with a nation
state and embody its state of mind while applying its power. Breuilley takes “state” in the
center of his analysis and suggests that modern state is based upon a liberal form, then
public power utilize their power through the hands of their institutions such as parliaments,
bureacracies. He clearly distinguishes the public from the private in order to emphasize the
importance and the existence of nationalism as a form of politics in state formation as a
form of politics. However this stance is to be taken further by blurring this distinction and
not ignoring the existence of nationalisms in the private as a form of politics even again

with regards to state.
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Elie Kedourie starts his debate on understanding the history as a scholar in nationalism
field, by explaining Kant’s way of understanding history. For Kant, history is the history of
struggles between the good and the evil; where the humanity is the creative pushing force
of a perfectioning progress. He also adds that different ethnies exist for one another and
necessary for the rest of the world (Kedourie 1961). His approach divides at first and then
unites. This dual way of thinking is predicated upon many social sciences theories and
facts after the Enlightenment, then became applicable for nationalist thought. With
Kedourie’s words: “To explain evil was then quite easy. Evil was necessary in the passage
from barbarity to civilization, from ignorance to knowledge. This change was effected
only through struggle, violence, upheavals.” (Kedourie 1961, 52). This dualism mainly
used language and religion to emphasize differences between the cilized and the barbar, to
distinguish “us” from “them”. A narration is needed to define the sameness and the
otherness, including a dualism in the identity formation. While making the history,
nationalisms, tended to put the language into prominence to define the cultural interaction
based sameness, assuming this interactiong would bring a solidarity on the contrary of the
“other”. Furthermore, as Kedourie mentions, language is the first step of feeling
consciousness for the “self”. It carries out the legacy of previous generation's traditions, as

well as being the expression of the inner experience of self (Kedourie 1961).

However, Hobsbawm does not think the same way with Kedourie about the feeling of
narrative and national identity. Hobsbawm stresses out that language does not play a
central role for the construction of nationalism; rather it gained an indirect role for the
definition of nation. The role of the nation state and the mutual embrace become more
important, providing a standard language. People get together around the same sounds and
meanings especially when this standard language gets a printed form through the hands of
literature (Hobsbawm 1992). Then clearly, central education reinforces this “common
feeling” by narratives (Gellner 1983). Thereby, historical national and narrative discourses
help to build a new form of sameness and otherhood, where it is possible to pursue through

the State Theater playscripts.

In Turkish nation building case, during the early Republican period, the intellectuals and
the administrative elite were concerned about who “we” are, “who the Turks are” by
looking at the history at the very first step. The discussions kept holding place in their

minds in the 1930s, and at the end, Turkish nation building was formuated as an “eclectic
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model of both French and German nationalisms” (Yildirim 2014, 37). This formula was
inconsistently evident by the territorial definition of the “Turk™ as a citizen and a member
of the Turkish nation as well as the briefings of the politicians in which ethnic nationalist
discourses were used (Yildirim 2014). As the founding “father” of Turkish nation, Atatiirk
was alive and active in politics, his well-said words explain the importance of the place of
history to define nation and its future existence: “Nations that are ignorant about their
history are destined to disappear” (“Tarihini bilmeyen millet yok olmaya mahkumdur”).
Atatiirk’s single party era saw the history as a tool of survival and existence among the

other Western and developped nations.

Although many scholars presume that even after the demise of Atatiirk in 1938 and
Inénii’s coming back to politics as the President of Turkish Republic, political life has not
changed, Ering Erdal Yildirim reveals that the history textbooks reflect a crystallization of
different perspectives of nation building. Depending on her findings, it is possible to claim
that the official history writing in the early Republican period is different from the history
writing of Indnii’s era until the transition to multiparty regime. For the early Republican
period of history making was based upon the idea of the collapsed Ottoman Empire with a
shameful darkness and allowed a new Republic to born. Correspondingly the 1930s
became the years for regime to dissemminate the official state ideology to the masses. The
state used ideological tools, with a quick reference to Louis Althusser’s conceptualization,
such as educational institutions and media in order to consolidate the official ideology in a
top-down process.

However, the main point for the elite was to compromise on a single history perspective.
Thus, Turkish History Thesis was born with a reaction to the Islamic and Ottoman past.
Thereby this thesis highlighted the pre-Ottoman and even pre-Islamic eras to find the
answer to the question of “When is the Turkish nation?”. For instance, Afet Inan was
assigned by Atatiirk to proove the Ancient Greek and Anatolian- Hittite roots of the
Turkish people in this context (Ersanli 2013; Yildirnm 2014). Thereby Turkish History
Thesis aimed at demonstrating a contiunuity with of tge Turkish nation and with Anatolian
peoples in a geography. Furthermore, this view was corroborated with ethnographical
evidence with the idea of opening Anatolian Civilizations Museum in Ankara.
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However, by citing Suavi Aydin’s opinions on having a nationalist history writing,
Yildirirm (2014) claims that, a history making to help national identity building process
with the enemies and treators could not emerge until the 1940s. Back in the 1930s,
intellectuals were trying to convince that Turks were the ones who discover the
civilization. Turkish History Thesis was a reaction to the perception of Eurocentric history
that looks down upon the civilizations of the rest of the World, but included a claim of

being a part of that European White civilization.

There are two main veins of historical attitudes towards the Turkish History Thesis. First is
positivism that worships the primary historical sources and the second is the culturalist
essentialist approach that aims to find out the Turkish nation’s cultural essence that
differentiates it from the other nations (Yildirim 2014). By having echoes Turkish history
thesis and the textbook “Outlines of the Turkish History” in the programme of Republican
People’s Party, these two approaches embodied themselves in the single party regime.
However, this continuity does not mean that the personal preferences of Inonii and the
changing political environment did not change the implementations. Inonii was aware of
the democratic demands from the bottom, however was concerned about the
incompleteness of the nation building process.

Inénii’s return to the political arena brought about an elastic relationship with the excluded
political figures during Atatiitk’s era. Some scholars evaluate this softness as his
international policy to keep domestic politics stable for the upcoming war whereas others
argue that he was aware of the domestic political demands for an oppossing party was
inevitable. Besides, his initiatives about holding the educational system and his
suggestions to establish artistic institutions with Western manners indicates that both were
correct and he wanted to reinforce the elitist approach for equipping new generations ready
for a democratic multiparty system. However, he believed in authoritarian system to

provide the suitable circumstances (Yildirim 2014).

In this context, it wouldn’t be wrong to say that many artistic institutions, such as the state
conservatory and the State Theater, were seen as a part of this educational preparation,
evident by the founding law of the State Theater which linked the State Theater to the
Ministry of Education. Thereby, even the domestic political environment indoctrinates the

reverse, the educational system provided by Westernized and nationalized manners would
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keep raising new generations in congruence with the founding ideology until the Turkish

people are ready for the democracy.

Distinctly, the 1940s became a period to accelerate humanism in the educational policies.
Hasan Ali Yiicel, known for his Mevlevi and humanist background, was appointed as the
Minister of Education. He organized a radical educational implementation despite the
difficulties of the ongoing World War 1l (Tekeli and Ilkin 2014). In this period, numerous
pieces from Western literature were translated by many intellectuals, no matter from which
political stance, and published by the Ministry of Education. Although this team translated
many literary pieces into Turkish, they aimed at nationalizing those translations as well as

synthesizing Eastern literary pieces.

One should note that humanism?® in Turkey, found place to be implemented in this period,
however this philosophical movement was not actually new for the intellectuals in Turkey
(Inalcik 2011). Yet, Hasan Ali Yiicel’s background and interests were suitable with that
aim of creating a West-East synthesis for implementation. Interestingly, the signals of this
synthesis reflected upon the State Theater’s repertoire, as the institution borrowed from
publications of Ministry of Education. The first translations of Hasan Ali Yiicel were
Goethe’s Faust and Mesnevi by Rumi. Interestingly enough, the opening performances of
the State Theater were Goethe’s Faust and Cevat Fehmi Baskut’s Kiiciik Sehir. Hasan Ali
Yiicel’s objective for translating this amount of Western literary examples was to set the

translations into the national literature by creating a synthesis.

However rising conservative sounds in the party had a space by changing Minister of
Education to Resat Semsettin Giiner (Yildirirm 2014). Opponents and conservatives could
speak up about their discontent about the place of the religion in the definition of Turkish
nation. Another factor that affected the period’s historical writing is the wavy relationship
between Turanism and the government. Indnii was manipulative about the pan-Turkist

movement according to the international political environment, particularly during the

% One can come across to Turkish humanism under the name of “Mavi Anadoluculuk” (Blue Anatolianism)
or “Blue Kemalism”, see, (Karacasu 2009). Although this stream was not only important for these Kemalists
but it was important for also Carl Ebert, the founder of the academic modern Turkish theater. Humanism was
indirectly influential in the dramaturgy strategies of the conservatory and Tatbikat Theater between the years
1940-1947. Then, he was also influential on the educational and dramaturgy strategies, together with Muhsin
Ertugrul, at intervals (Tartan 1997). Interesting point with Carl Ebert’s relation to the Blue Anatolianism is
his interpreter, Sabahattin Ali. Sabahattin Al also served as dramaturgist as well as an elocution instructor
(Tartan 1997).
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World War 1I. Thirdly, a reactionary perspective, which Bingdl & Pakis (2016) calls a
symbiotic relationship with Turanism, Anatolianism inclined to reproduce nationalist
discourse. Anatolianism claims Anatolia is the homeland for the Turks as opposed to
Turanist understanding of a wider homeland that runs through Central Asia. In the light of
these developments, the historical perception of the state was changing and compromising
with its opponents. However, perception of history in the 1950s after the Democrat Party’s

taking power over remains ambigous.

The history theme indicates the perception of history of the State Theater repertory. The
imagination of the history of nations is one of the constutitive elements of sameness in a
national identity and often used for making the nation’s past. The history theme does not
only demonstrate the sameness but it also gives clues about the "other" which helps to
construct the self positioning in the past. The starting point of the history, the space of the
history draws a picture of the imagination of the history. Since modernization of ideas of
the nation building relies on creating memories and inventing traditions, history is an

important way to start up this project in the name of universal civilization.

While translations illuminate the self-positioning of Turkish national identity building
Project in the 1950s, local authors’ pieces work as signifiers of the artists’ perception of
self identity in historical narrative, straight forward. The local authors gave their pieces in
Turkish, mostly in Istanbulian modern Turkish. They include numerous indicators for the
national identity construction through the State Theater’s performances. 35 of the 151
(without repetitions) plays of the State Theater’s repertory were written by native authors.
In the first years after its founding, the State Theater encouraged local authors to compose
original pieces in Turkish, rather than adapting foreign works. Some of the playscripts’
Turkish was renewed; since the repertory was composed after the Language Reform; after
many new words were introduced. These playscripts were written during Tanzimat theater
era, and their playwrights are Namik Kemal and Abdiilhak Hamid. Abdiilhak Hamid’s
Finten is not subjected in this study because of its low representative power; having low
number of codings, low frequency of meeting with the audience. In the State Theater’s
repertory, I found Nazim Kursunlu’s Fatih (Kursunlu n.d.), Celal Esat Arseven’s Ugiincii
Selim (Arseven 1999), and Orhan Asena’s Hiirrem Sultan (Asena 1980) to refer to the
Ottoman past, Resat Nuri Gilintekin’s Tanri Dagi Ziyafeti (Giintekin 1989)and Orhan
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Asena’s Gilgames (Asena 1959) having cues that refer to Turkish History Thesis, deemed

representative of the historical native playscripts.

On the other hand, the rest of the repertory has got Western translations. The literary board
of the State Theater usually shows a will of choosing that originated in Europe, especially
under the impression of the German theater in the context of history. However, by the
years, there is a slight change in the interest in diversity of translations including
Anglosaxon literature in favor of American culture, remaining its bond with European

literature.

When playscripts of the foreign playwrights are classified under history theme, three
subthemes show up: Ancient Greek, Birth of Europe and World War Two. Although there
are some European classical theater playscripts which were written by very important
playwrights such as William Shakespeare, and are able to be examined under history
theme because they witness a certain historical period, the codings and the indicators in the
context of identity are not clear and observable. The representative and the only readable
material regarding Ancient Greek subtheme was Elektra, written by Sophokles. Under the
birth of Europe subtheme, | examine: Dead Queen (Olii Kralice) by Henry de Montherlant
(Montherlant n.d.), Don Carlos and Maria Stuart by Frederick von Schiller (Schiller 1983,
n.d.), Arthur Miller’s The Crucible (Cadi Kazaniy)(Miller n.d.). Finally, I analyse “The
Robbers” (Haydutlar) by Friedrich von Schiller(Schiller n.d.), “Anne Frank” (Anne
Frank’in Hatira Defteri) by A. Hackett and F. Goodrich (Hackett and Goodrich n.d.) under
World War Two subtheme.

As aforementioned the foreign authors’ pieces are important signifiers of the perception of
Turkish identity and “the other” of Turkish identity. These playwrights and the playscripts
were preferred by the State Theater’s literary committee, for certain features. Besides
being a classical for the playwright’s country for different reasons, they were also the
indicators of the facets of the nation building process in Turkey, which is tried to be
institutionalized by the State Theater. Yet, the literary committee would not let any of
those pieces to contradict with its projections over identity perceptions. On the other hand,
playscripts are also important to visualize the mobilization of the intellect through arts and
the artists. The foreign representative signifiers of the national identity building process,

provide the historical perception of the identity, the embodiment of the fiction and the
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geography of the nation. Thus the translations include historical playscripts, daily routine

and comedy themes as well as space related themes.

The State Theater aims at demonstrating the most famous theatrical products in the world
for adults, the institution does not ignore the children. Children are accepted as the future
generations of the young republic, who Atatiirk entrusted the republic to. This entrustment
does not only mean to raise the new generations according to the Kemalist ideology but
also equip them with modern values. Therefore the repertory of the State Theater pays
special attention to the preferences on children’s plays every season. This specification

becomes visible through the analysis and the messages that those plays convey.

The chapter that examines children’s plays in the repertory of Turkish State Theater
divides the children’s playscripts into two main categories as; local authors’ playscripts
and translations. In chapter of history, both categories are to be analysed through their
perspectives on history. In order to pursue the pathways of the national identity building
process through the State Theater under history theme, the study examines the thematically
divided playscripts according to their perceptions on religion, state as well as national and
narrative identity. Religion, state and national and narrative identity perception alltogether
compose a national identity, which is constructed following the official ideology period,

between 1949-1960, taking the future generations; young citizens into consideration.

The State Theater puts at least one children’s play each season, either written by a local
author or translated. Total number of the children’s plays in the repertory is 22. The local
playwrights have given 12 playscripts to the repertory. The rest 10 are translations or
adaptations of translations. The number of the children’s plays is not very high, and the
study could reach out 11 of 22 to analyse. Historical children’s playscripts give important
clues over the history making process through the hands of arts in childen’s state of mind.
These playscripts are; Oyuncak (The Toy), written by Hakki Bigeg, as the representative of
native historical children’s playscripts; Little Columbus and Little Mozart, both written by
Jacop Lorey, as the representatives of translated historical children’s playscripts in the

repertory.
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2.1. Historical Playscripts of the Local Playwrights

Following section examines the local works of playwrights in the repertory under the
history theme. Analyzing religion, state and narrative and national identity discourses by
using the coding manual for defining “us” and “the other” will help providing a map for
deconstruction of the overall identity building. Local playscripts demonstrate how Turkish

authors and their narratives reconstruct history, particularly Turkish history.

Fatih, Tanri Dagi Ziyafeti (The Feast of God Mountain), Gilgames, Uciincii Selim (Selim
I11), Hiirrem Sultan (Sultan Hiirrem) are the playscripts that mainly have historical theme.
Starting in the year 1954, the State Theater tries putting a historical play on every season.
Nazim Kursunlu’s Fatih, Celal Esat Arseven’s Ugiincii Selim, and Orhan Asena’s Hiirrem
Sultan refer to Ottoman history, whereas Resat Nuri Giintekin’s Tanri Dag Ziyafeti and
Orhan Asena’s Gilgames have more codings for primordial elements, referring Turkish
history’s Central Asian or Sumerian roots. All five plays have a dense number of codings
and the authors were known for giving playscripts to the State Theater frequently,

therefore they are all subjected to the analysis.

Nazim Kursunlu’s Fatih (the Conqueror) was written in 1953 and performed during 1952-
1953 season by the State Theater. The playscript has got five acts, and two spaces. One of
the spaces is the Ottoman Palace in Edirne, and the second one is the Byzantine Palace.
The playscript tells the conquest of istanbul by Mehmed II. In addition, there is a story of
the sultan’s admiration towards Byzantine princess Irene. While giving some clues about
the loneliness and genius of Mehmet 11 as given “...I asked his hostler about it... They were
going out of the town... Our Sultan used to tell him to leave away after handing his horse...
Him himself used to stand alone spaced out and thoughtful.” (Kursunlu n.d., 8) The
playscript also sorts out the dispute between the powerful Turkic families and the sultan,

which was eliminated by the rule of Mehmet 11, later on.

Tanr1 Dag Ziyafeti was a play written in 1954 by Resat Nuri Giintekin. The playwright
demonstrates the vicious cycle of a society which worships a dictator who wants to create
an illusion of democracy. Tanr1 Dag1 Ziyafeti is considered under the historical theme,
however, Resat Nuri’s perspective on Turkish political life makes this playscript one of the
first theatrical playscripts where the politics have become the inspiration for writing,

having strong capability of criticising a dictatorship (Akinci, 2010). It is a clear example of
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relationship between politics and arts. The playscript was performed during 1954-1955

season in which, the general elections in Turkey were held.

The version of I11. Selim (Selim 111.) playscript that was borrowed from the State Theater
archives, was retyped under Semih Sergen’s adaptation in 1999. The previous typings are
lost in the archives; however this version reflects the perspective of the playwrights, Celal
Esat Arseven and Salih Cimcoz, for being the original playscript text. In the playscript, the
playwrights elaborate Ottoman Empire’s authoritarian state perception. The play tells
about the reactions towards modernization and reform movements. Arseven and Cimcoz,
subjectively treats Kabak¢1 and Alemdar Mustafa Pasha’s attitudes and rebelions as the
themes of the play.

Gilgames, rewritten and adapted as a theater play by Orhan Asena, is originally is a
Sumerian legend. Gilgames of Orhan Asena is an example for epic literature (Asena 1959),
adapted as theater playscript by Orhan Asena through Sumerian tablets. The story’s space
is Mesapotamia where the characters are all shamanists. There are no codings for
perception related directly to the Turkishness; however, a written Turkish history that
relies on Sumerians and the relationship between Turkic languages and Sumerian language
by epics exists (Tuna 1990).

Finally, Hiirrem Sultan (Sultan Hiirrem) plays’ historical settings are Ottoman Empire.
The version that this study took out from the archives was typed in 1980. On its second
page, the note that was taken regarding the performance under directory of Sahap Akalin
in 1959 on the second page of this playscript makes it worth to analyze. The playscript was
written by Orhan Asena and put onto the stage during 1958-1959 season. This three acts
play has been the National Ministry of Education State Theater Repertory and retyped by
the dramaturgy bureau. The playscript is on the Sultan Hiirrem’s tricks to remain her and
her sons’ entity stable in the palace. As the wife of the Siileyman the Magnificent, her

mind games let Siileyman to kill his own son Mustafa as a traitor.

The playscripts of the local authors which are examined under historical theme, are
unbundled through religion, state as well as narrative and national identity

conceptualizaitons.
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2.1.1. Religion

The first step to analyse how Turkish identity while constructing history is to put religion
into the right place for identification. Religion has always been a very important
component of defining self in both individual and collective identities. Even during the
nation state and national identity construction eras it has never lost it power on defining the
main distinction between the cultures. Searching for how the religion is perceived by the
artists, how it is indoctrinated by the state’s institutions provide us to pursue the national

building of Turkish identity.

The playscripts in the State Theater become the signifiers of the national identity building
process, because of the organic bond between the State and its indoctrination. In this
section, the local authors works will be examined by using the indicators that are related to
the perception of religion overall, as well as the building of “us” and “the other”
referenced to the religion. Religion as one of the most important components of both
collective and individual identities has never lost its meaning and significance in defining
the self, and it is often used as a national or narrative distinction. Even if the secularism
became valid both in public sphere and field of the nation state which tried to alter the role
of the religion with nation in order to mobilize the masses; the religion has never lost its
room in the peoples’ lives (Mitchell 2006).

The first playscript to examine under the historical theme and the concept of religion is
Fatih which is written by Nazim Kursunlu. In Fatih, both the self-definitions and the
definitions of the other are blurred. It becomes not easy to distinguish the narrative and
national self conscious from the identity definitions that give reference to the religion. The
main characters of Fatih define themselves as “Turks” where the constitutive other of the
main characters in the play are Byzantine and Christian. In historical plays usually the
representations of religion are found only in phrases and dialogues. However, Fatih
incorporates these statements into Islamic religious practice as well, evident by the quote,
“He left to see the place of the new mescid.” (Kursunlu n.d., 11). One and only reference
to the practice in Islam is given to the place to the mescid?®, throughout the repertory under

the history theme.

% Mescid. Smaller mosque
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Resat Nuri Giintekin’s Tanrt Dagi Ziyafeti has many codings for religion related to the
intrinsic usage of Islamic words in daily life. Since religion is based on sanctification,
worshipping the dictator and his life was coded under religion too: “...I am responsible of
his (the dictator’s) holy life...” (Glintekin 1989). Regime turns into a religion itself. The
religion codings usually points out to some sociological and political realities. So these
codings do not only draw attention to the daily language based on the religious words, but
also to the political reasonings and freedom of worshipping. Religious practice is
something unrestrainable by the states or regimes, in which the people do whatever they

want, even though it is forbidden by the state, as we can get from the playscript.

I11. Selim and Hiirrem Sultan plays set their religious identities on Muslimhood. Celal Esat
Arseven, puts an Ottoman Empire image which reinforces historical flow by a Muslim
state and Selim being the ruler of the nation in I11. Selim (Arseven 1999, 26). However, the
state based on religion is not an obstacle for dignifying rationalism: “...since we come from
the ruler’s ancestry, we think we know everything and created by Allah to rule; however,
Bonaparte who hits the World with his shiny boots, has done whatever he has done, by his
mind, intelligence. Napolion prooves that the noblige of the sultanate comes from
intelligence...” (Arseven 1999, 27) Although the common religion identity relies on
Muslimhood, Ill. Selim, gives some references to Rumi, fitting the historical realities and
his relationship with the Galata Mevlevi dervishes. The author puts the ones into a
confrontation who are against a reformist Sultan; “...We are the Muslim’s son of the
Muslims. Even Selim couldn’t get Nizam-1 Cedid through, could Napolion put us a hat?”
(Arseven 1999,18), where Sultan Selim was brought into the forefront by his reformist
ideals even if those reforms were rooted in West: “To speak on the Frankish applications
on Muslim; if what they have done is beneficial for humanity and valid through
civilization, we need to apply them without hesitation...” (Arseven 1999, 24) This
statement reflects the opinion of Ziya Gokalp’s synthesis if it is good, progressive by
means of universal civilization (Gokalp 1963, 1977). If civilization comes from the West,
Turkish national identity projects the European style of applications that would affect the

essence of Turkishness.

In Orhan Asena’s Hiirrem Sultan we see the “others” as “Christian herd” as well with a
slight difference: this time, the sameness identity is Ottomans and Muslimhood rather than

Turkishness. The people pray with the both Turkish and secular preference name for God:

107



Tanr: and Quranic name: Allah. Tanr: is a secular preference for the creative, where
although characters are apparently Muslim prefer using Tanri, instead of Allah, as
Mustafa, Siileyman’s son, says “May Tanr: damn us in thousand ways, may Tanr: gushes
all the hell on us, if we ever think of other than our benefactor efendi’s health and
happiness.” (Asena 1980, 8). This cue is also important for its patriarchal relations with
religion. This also reflects the preference of the author in an indecicive way, yet he uses
both interchangibly. The same character Mustafa uses Allah right to mention how he is
devoted to his father, at the same time the ruler of the state; “May Allah give our

benefactor long life.” (Asena 1980, 7).

This section of the study revealed the blunt relationship between the self definitions and
the definitions of the other. However the narrative and national self conscious of identity
perceptions that rely on religion through the eyes of the playwrights are not distinguished
clearly. The Muslimhood and the Ottoman historical heritage are clearly the very
important components of the Turkish identity, since they are part of being Turkish. The
embrace of the Ottoman past may be an indicator of the increased variety in national
identity projects over through arts and artistic institutions during the first years of
Democrat Party era.

Resat Nuri Giintekin’s critical view on the regime transforming into a religion itself. The
political atmosphere of the 1954 general elections, gives the artists a feeling of freedom to
criticise the previous political applications and manipulations. It is also important to
demonstrate the authoritarian culture of the political power which cannot be questionned.

The codes regarding religion draw attention to the daily language based on the religious
words to indicate the sameness that was built on the Muslimhood. After the transition from
the Kemalist laicism indoctrination in public sphere, being unrestrainable of the religious
practice becomes visible. People do whatever they want in terms of religious practice no
matter whether it is forbidden by the state in public sphere. Thus, Islam as religion protects

its value to define the sameness and the collective culture of Turkishness, historically.

The others of the Turkish identity is drawn as “the Byzantines”, “the Christians”, “the
Greeks” in general. Although the distinction between the Turkish identity, and the
Byzantines and the Christians, it is difficult to tell the same for the Greek identity. After
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the War of Independence, the good cultural relationship between the Republic of Turkey
and Greece is tried to be developed. In this context the international politics relied on the
Atatiirk’s quote “Peace at home, peace in the World.” The trans-artistic movements
between Greece and Turkey have begun. The common historical and cultural heritage of
lonia and the Ancient Greek made the distinction between the Greek and the Turkish
blurry. Furthermore, the section demonstrates three different projects of Turkish history;
Sumerian roots, Central Asian roots and the Ottoman heritage, even eristically Greek
heritage. Thus, providing that, there are multiple imaginations of the primordial roots for
the Turkishness. “Their” religion is drawn as Christian and considered as the core feature

while distinguishing “the Turkish” from the Greek.

2.1.2. State

This section covers the representations of state in the playscripts under history theme to
demonstrate how Turkish national identity is shown during the reconstruction of history
and affected by the existence of the state. State codes in this playscript worships powerful
state. Insider narrative others are usually the strong Turkish families and these codings

reinforce the powerful state and its survival.

The perception and the role of the state define the relationship between the citizen and the
state. Therefore it also determines who are the members of the collective identity; nation in
this case. The indoctrination of the identity through the tools of the state becomes visible
through its relationship between the people and the state’s institutions in Turkey, causes a
self perception reciprocally. In this section, the study evaluates the relationship betwen the
state and the citizens as well as the perception of the state through the eyes of the
playwrights. Thereby the study will connect the clues on the institutionalization of the
national identity building process by analysing the conceptualization of “the state” in the
playscripts of the local authors. The perception and the role of the state while defining the
self, the sameness and the otherhood is also an important component for the construction
of an identity. The indoctrination of the identity through the tools of the state becomes
visible through its relationship between the people and the state’s institutions. Nations are
attributed some of the state’s features such as legal rights and duties of the nation’s
members, as (Guibernau 2004) argues. Therefore the state and nation are not to be

separated in the modern national identity construction.

109



In Fatih the constitutive other of Western identity was given also as “Turk”
underestimated by Christians. There are also insider narrative and national others called:
“the traitors, the betrayers” having a legitimate end of death. These characters are against
the strengthening of the Ottoman state. To speak on the analogy between conquest and
coaxing of Byzantine Irene; “...this is Byzantine... Byzantine who has wanton and coquette
soul of a woman... It will greet our sultan tomorrow with the same enthusiasm right before
the doors of the walls...” (Kursunlu n.d., 98).

There are several patriarchy codings in Tanri Dagi Ziyafeti such as: “For all the leader
(Basbug®") does, he does the best.” “...whoever comes, becomes the master...” “Erhan asks
where the freedom that we promised, | tell him how you would make the reforms come
true in a land backward like this.”It is possible to observe the regime, the leader and the
powerful state that intersects as a father figure; “Our leader (Basbugumuz) takes
weakening the government before the people as principle, recently. He tells us off among
ourselves, he is our elder, we yield with respect and thankfulness; however among the
illiterate people...” (Gilintekin 1989, 22,25,35,42,69).The elites and the clique of the
dictatorship sees modernity as a progressive process; as if modernism is inevitable. The
leader knows the best for the rest of the people.

Orhan Asena’s second playscript in the repertory is Hiirrem Sultan (Asena 1980) in which
the state codings are significant. State is owned by the authoritarian but a good administer
Siileyman the Magnificent and the state is worshipped by him: “...He (Siileyman) used to
love his state, love so much that he could sacrifice his son for the state’s perpetuity. The
biggest harm of him to the state was that...” (Asena 1980, 9) The author gives enough
room for Suleyman’s piece of Gazelle on the state, so he can emphasize how the role of
the state is sacred and sublime for the ruler: “There isn't another respected object among
people like the state/ The state isn't worth as much as a healthy breath in this world” “Halk
icinde muteber bir nesne yok devlet gibi/ Olmaya devlet cihanda bir nefes sthhat gibi”
(Asena 1980, 22). Afterwards the playwright mentions the killing of Mustafa, son of
Stileyman the Magnificent, caused by Hiirrem’s tricks, somewhat blames the involvement
of the women in the decay of the Ottoman Empire. However, the sultan cannot be weak to
miss the clues of that decay, he once speaks to his son, Mustafa, about how to rule the state

" Basbug. Leader
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in the peace time: “One day, you will sense that while your wife gives herself to you, she
is not the same wife anymore, even she becomes self-seeking... If a woman becomes self-
seeking this much, this means she looses her womanly feeling, she cannot please you as if
she used to.” And he continues “One day you will see your karindaslarini®® becoming
enemies against you. According to our religion, they need to be killed, however they are
your siblings, you have to have a sublime soul; but not helpless... One day you will see
your son with a different look. (Mustafa shakes) This is the worst of all. The fear of the one

you gave life to intend to take yours...” (Asena 1980, 8).

Throughout the historical plays, the sultans, as theatrical characters the rulers are all meant
to be good for the common interests of the nation, no matter in what era they are living in,
For instance, in I11. Selim (Arseven 1999), there are number of representations of the state
such as “...for the happiness of my nation...” or “for the sake of my state and the nation...”.
Through the state subcodings it is often observable that those codings go hand in hand with
religious codings as well as common interests of the nation. Not only those codings are
coming across but also pointing out that religious, national identity overlaps with the

perception of the state.

The place and the perception of the citizenship, patriarchy, the virtue of sacrificing oneself
for the common good which overlaps the interest of the state are examined under the state
section. The state related codings are high in the Ottoman historical playscripts. State
codings in the local playwrights’ playscripts usually worship the powerful state and its
high perpetuity. The state asks for the audience to imagine enemies not only as outsiders
but also as insiders as the treators. Narrative others of these treators in the Ottoman
heritage based playscripts are the strong Turkish families. Although many codings
worships the state as an entity, and accepts the ruler of the state as the father of the nation,
it is possible to find some very important codings in Tanri Dagi Ziyafeti regarding the
criticism of the dictatorship. However, these representations ask the audience to feel that

they would sacrifice themselves for the good of the state.

2.1.3. Narrative and National Identity

This section shows how the Turkish self is defined while reconstructring history. Narrative

discourse to define “us” and “other” may have patriotic values, historically before the

% Karindas. siblings- but the ones who share the same womb
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embrace of the modern definition of a nation, and national homeland. In modern nation
conceptualization, often asked where the nation is (to draw the borders), who the members
of the nation (to figure out who citizens are), how old this nation is (referring history).
However, the individuals and the peoples do not have to embrace only modern
nationalistic emotions to get together. They may have patriotic emotions towards where
they live or in which society they live. Therefore, these emotions can not be a direct
signifier of a national conscious, but helps figuring out how the people define themselves
through arts. The playwrights may feel as if they are a member of a community or a
modern nation and gives us clues about the perception of that national identity through
their pieces. Since those playscripts are approved by the State Theater’s literary
committee, their approaches are congruent with the institutionalization of the nation
building process in Turkey through the State Theater. Additionally, narrative discourse to
define “us” and “other” may have patriotic values, historically before the embrace of the
modern definition of a nation, and national homeland as well as the nation’s members as
citizens. The individuals and the peoples may have patriotic emotions towards where they
live or in which society they live. However these emotions can not be a direct signifier of a
national conscious. Thus, analysing religion, state and narrative and national identity
discourses to define “us” and “the other” will help providing a map for deconstruction of
the overall identity building (De Cillia, Reisigl, and Wodak 1999).

Sameness in historical playscripts put the word “millet” often. Millet in Turkish have two
different meanings. First it is used as a modern term for nation; second, it refers to the
Ottoman millet system. Ottoman millet system was an administrative structure based on
the ummah approach, where the muslims constitute ummah, and the non-muslim subjects
were millets?®. Nazim Kursunlu uses the word “millet” (Kursunlu n.d., 81) intentionally in
Fatih in modern terms referring nation, and sees Byzantine and West as a monolithic
nation as the constitutive other of Turkishness from the mouth of Mehmet II: “Where is
my nation? My nation has abondoned me.” During the play, the Byzantine officers set a
sameness with Western Roman Empire using figure Ceasar; legendary, primordial and
historical codes at a time, reflect the perception of Western identity as the constitutive
other (Kursunlu n.d., 70).

% After Tanzimat a debate has risen among the Ottoman intellectuals about what to call Ottoman nation in
Turkish and what not to call. For more information see (inalcik 2011).
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The second play Tanri Dag: Ziyafeti’s space is a palace which was inspired by both
European and Asian architecture on Chinese border in Central Asia. Resat Nuri Giintekin
criticises the confusion in identity while despising the palace by his words “...the palatial,
half European half Asian... with the worn walls and the ceiling...” (Giintekin 1989, 4). This
play, has victimhood, primordial and sameness codings as well as nationalistic symbols
under national and narrative identity codings, in a critical way. Historical framework is
drawn by former emperors’ portrayals and a Kartum map, which is considered as an
important step for nations to become an imagined community (B. Anderson 2006). The
dictator defines himself in victimhood, by comparing his possible end to Hitler and
Mussolini (Giintekin 1989, 45). Symbolic cues such as national anthem and homeland as
the Central Asia although the author tells his story mainly about the early Republican era
and the first initiations of transition to the multiparty regime. On this transition period
author himself sets a sameness with the second party and its representation of the people.
However he points out the cheating during the elections and knows the people well
enoughto guess who will stand by the powerful side. Resat Nuri Giintekin identifies
intervening mentality with Committee of Union and Progress where he senses the
upcoming intervention. Narrative others of this play are critically, local people, women,
villagers, where the author feels an elitism towards people (Giintekin 1989, 10). One of the
narrative others of the play is the youth raised by American culture. The convergence
policy of the current government to the American block has become a cultural
convergence, that was to be criticised by the author again. Narrative others’identities are
insiders and outsiders according to the situation; “...it is a vast country... There are many
hellraisers, factious people and reactionists... Is that right to indulge those?”, “The foreign
countries have their hands in it...”(Giintekin 1989, 24). The status of the elites are also
apparent in the play, where some elites were defined negatively as self interest oriented,
some were well intentioned. Well intentioned elites reach the educational benefits and
believe in the system. Interestingly, the imagination of the playwright of the borders in his
country and its sovereignity is endless. This wide and endless imagination legitimizes the

crowd that would like to give harm to the “millet” and the country.

I11. Selim playscript by Celal Esat Arseven, puts French people and Byzantine Empire to
the side of the narrative and national other. To speak on French Revolution, which was a

bloody and new event for Ottoman Empire, the character called Mustafa tells the Sultan
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Selim that those people was a leaderless and a nonbeliever herd that are under the rule of
street thugs (Arseven 1999,26). To the fullest extend, there is a sameness fiction intersects
on being Turk: “We are sons of Turks! We should do whatever our ancestors did!”
(Arseven 1999, 24). But the same Sultan, who pays attention to the people’s common
interests or goods, also overlooks them by saying those people don’t deserve such a

<

reformist Sultan: “...caused by the lack of capability of the nation (people). This nation
does not deserve a Sultan like me, who thinks about keeping up with the era’s
requirements.” (Arseven 1999, 24). Although the author talks about the subject of the
Sultan, he prefers using the term “nation” in terms of a modern nation rather than “millet”

as the system of peoples in Ottoman Empire.

The national and narrative identity section provided us to figure out as who the members
of the society feel. The sameness of the society is built upon both on Turkishness and
Muslimhood, where the otherhood is embodied in Byzantine and Christian civilization.
The Christians and the Byzantines were seen as a monolithic structure of the other.
Interestingly enough, although “millet” has double meanings in Turkish, the playwrights
prefer using “millet” in modern nation terms rather than referring to its meaning of

Ottoman peoples regime.

The sameness of the Turkish identity in the historical playscripts uses Islam as a primary
feature of Turkishness. Some identity perceptions also use Ottoman past clearly, where
some touch upon the assertions on the common past of the Turkish with Sumerian. There
are more than one self identity perception for feeling Turkish in this sense. On the other
hand, “the other” of the playscripts can be gathered as being Byzantine, Christian, West
(Frankish) and French (also as to model oneself on, in terms of a certain European
lifestyle). There are also narrative others such as hellraisers, factious people of the country
and the outsiders. Generally, the state figure is personified throughout the playscripts and
made a figure which stands by the leader of the society. The leader of the figure is often
used as a father figure to glorify his existense as well as the common good to sacrifice for.
The power relations are prominent in the context of the identity swing between East and
West distinction. The backwardness feeling of the Turkish creates an inequality between
two imagined identities. Overall, there are multiple history and identity constructions and

self-identification.
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2.2. Historical Translated Playscripts

The self is not constructed one-sidedly but mutually in opposition to the historical others.
Positioning the self and constructing the past of a modern national identity (Friedman
1992) needs an “other” which is “West” in Turkish case. The main object of this study is
to reveal the perception of “Western history” and self positioning of the Turkish identity in
it. The section argues that the self positioning of modern Turkish identity relies on feeling
“the other” identity against “Western” and “European” identity historically and the State

Theater’s translation repertory under the history theme provides a good source to trace it.

The study covers the repertory of the State Theater’s translations repertory from 1949, the
foundation of the institution until 1960, up to the first military intervention in the
Republic's history, as this period overlaps with the national identity construction in
Turkey. The analysis focuses on the self positioning of modern Turkish national identity
by dispersing the texts according to the components: religion, state and national and
narrative identity. The study contributes to the comprehension of the modern Turkish
national identity building process regarding history perception of the Turkish Republic and

its artistic performances under the history theme.

The literary board of the State Theater usually shows a will of choosing the playscripts that
are originated in Europe, especially under the German theater impulse in the context of
history. However, by the years, there is a slight change in the interest in diversity of
translations including Anglosaxon literature in favor of American culture, remaining its

bond with European literature stable at the same time.

When the playscripts are examined under historical theme, three subthemes show up:
Ancient Greek, Birth of Europe and World War Two subthemes. While thinking that the
appearance of these subthemes cannot be coincidental, many scholars divide the World
historical flow through a European lens (Friedman 1992). The milestones of the historical
line for Europe has started with Ancient Greek culture and continued with a second
breakdown: Reneaissance, predominantly in the scholars’ works who studied in
nationalism field, such as Hans Kohn (Kohn 1965); or Jonathan Friedman (Friedman
1992) to discuss whether this starting point of history is a part of European identity
construction instead of being used for modern Greek national identity. And | take Elektra,

written by Sophokles to represent the Ancient Greek theme, with Afif Obay’s translation.
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The subtheme about the birth of Europe includes Dead Queen (Olii Kralice), Don Carlos,
Maria Stuart, The Crucible (Cadi Kazani) playscripts. In general, the authors are from
Europe, exceptionally from the States such as Arthur Miller. The spaces of the playscripts
varies in the range, from South America to West Europe. Besides the classical pieces such
as Cyrano de Bergerac, there are new plays such as the Crucible that was written in 1952,

Henry de Montherlant’s Olii Kralice (Dead Queen) tells the historical story of the love
between the Prince Don Pedro and Ines de Castro, whose throne was resigned to only after
her death. The King Ferrante condemns his son’s relationship with Ines de Castro; claims
that there are more important issues to deal with such as the kingdom loosing strength and
the sustainance of the Christianity. The play was performed in 1952 by the State Theater.

Don Carlos, written by Frederick von Schiller, one of the most important figures of
German theater literature, tells the impossible love of Don Carlos for the queen Elizabeth,
while witnessesing the reform period in 16™ century. It sets light to the social,

psychological and political irony of the period and the role of the inquisiton.

Maria Stuart is again Frederick von Schiller’s theater playscript on the Scottish Queen
Maria Stuart who was sentenced to death for killing her husband. Mary lived in 1542-1587
and ruled Scotland between years 1558-1560, and also became France Queen by her
marriage to Francois II until her death for treason in 1587, blamed by the Queen Elisabeth
I. The space of the playscript is the Westminster Palace. Although the playscript is a
historical one and has many parallel points with the historical realities, Schiller created
some characters and events that eroded some truths. As a literary theatrical piece, the play
was staged in 19th century. The play was written in Weimar Germany in 1800. The State
Theater acted Maria Stuart in both 1953-1954 and 1954-1955 seasons.

Arthur Miller’s The Crucible, translated as Cadi Kazani, mentions the secterian conflicts
in the new World and the witch hunt that begins with the rumour. It is to be told that the
playscript implied the witch hunt which was applied on the communists in the States, when
Miller wrote the playscript (Miller 1996). The State Theater performs the Crucible in
1958-1959 season, just a few after the Press Law inured in 1956 by Democrat Party

initiations as a part of a tool for oppression (Kubilay 2014). This law was seen as an
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instrument to apply the government’s pressure over the press, by the artists and the press

members in Turkey.

Following this preamble, the study continues with the examination of these playscripts
according to the religion, state, narrative and national identity representations. Thereby, the
study pursues the place of religion, state in an identity within historical theme to reveal the

representation of the most important components of a national and narrative identity.

The traces of World War Two were still visible both for Europe and Turkey in the 1950s,
not only in politics but also in arts. Block politics also starts to be tangible and Turkey tries
to find a position for itself in the democratic block while trying to pursue a balanced
international relations policy that has started during World War Two (Tekeli and Ilkin
2014). As a matter of course, the State Theater in Turkey performs several plays related to

this social trauma of Europe, borrowing playscripts from European authors.

In this section, I will elaborate “The Robbers” (Haydutlar) by Friedrich von Schiller,
“Anne Frank” (Anne Frank’in Hatira Defteri) by A. Hackett and F. Goodrich with Bedia
Akkoyunlu’s translation which were translated to be perfomed by the State Theater™
during 1957-1958 season. I will pursue the identity construction of each text, the sameness
and otherhood of the plays, repeatedly by the subthemes of religion, state as well as

narrative and national identity.

Finally I examine the children’s plays by dividing them into two as local playscripts and
translations. Little Mozart and Little Colombus are the representative children’s plays for

the translated children’s playscripts.

The Robbers by Friedrich von Schiller was one of his very popular playscripts to put onto
the stage by the State Theater. Unfortunately, there is no evidence for the translator’s
identity on the playscript which I got from the archives. The list of the playscripts that was
given by the State Theater attests that the playscript was put onto the stage in 1954-1955

% The Last Stop of Remarque is in the archives and in the programme of the State Theater. The website of
the State Theater has short reports on these plays. One of these reports is on The Last stop; yet, it is clear that
this play has never met with the audience. Therefore, the study does not take this screenplay into account.
However, the reason behind it will be searched since, he is one of the most read authors of the World War
Two in a realistic literary way. His works were burned down in Berlin by the Nazi Regime, and caused him
flee his country. His most famous and best seller novel is called “All Quiet on the Western Front”.
Interestingly enough, the State Theater prefers one of his early works to have it translated by Tarik
Levendoglu and to stage.
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and 1955-1956 seasons, directed by Ciineyt Gokger and Walter Thomas. We
acknowledged from the list that Walter Thomas preferred using Seniha Bedri Goknil’s
translation. As Schiller has been one of the most important representatives of the German
Theater, the vogue of his playscripts amid his colleagues is significant for the literary
committee of the State Theater. “The Intrigue and Love” was performed twice in 1950-
1951 season and 1954-1955 season. The Robbers was performed twice as well, in the
season of 1954-1955 and 1955-1956. Schiller was a popular playscript author for the State
Theater yet, these two out of four performances of the theater that were written by the
German author. Schiller wrote the Robbers in 1781 and published the play without naming
it. The play is accepted as one of the most important tragedies in German Theater as it
ushers in the approaching French Revolution. It includes Weimar German classicism and
mentioned with Goethe, subjected to many scientific and literary studies because of its
components regarding romanticism, enlightenment, clasicism and the effects of French
revolution as well as xenophopic quotes in it (Mortensen 2016). Although Schiller was
embraced by many countries including France by giving Schiller a honorary citizenship,
the young nationalists of the Third Reich stake a claim on Schiller’s works as well,
especially on the Robbers as an inspiration for their organization culture (D. Anderson
2006). The piece speaks on the dispute between the freedom lover Karl and Franz Moor
brothers and its subject is the conflict between the legality and the freedom in Germany,
where the dispute takes two years. While doing this, the play leaves the audience alone
with the questions about the virtue of the law and the borders of the freedom. Although its
time and space is before the establishment of the Prussian unification, the reason why this
study examines Schiller’s the Robbers under the subtheme of World War Two is, its
inspiration for the modern German youth during Third Reich administration. As the State
Theater performs the Robbers and conveys the audience intense emotions, including pride
for having a modern institution to perform such a good play. As Yazgan (2012) mentions,
just like at Mannheim theater in which the Robbers were first performed, the audience at
the State Theater was also bewildered, thought that that was the Republic’s Theater,; such
an amazing art after creating the State Theater out of nothing but improvisational theater
and light comedies (Yazgan 2012, 84).
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2.2.1. Religion

This section analysis the data by using “religion” to attest national identity building under
the subtheme of Ancient Greek, the Birth of Europe and World War Two. Religion is
taken as a social formation that composes a very significant part of a national identity that
IS even in history might be reconstructed as a mirror of Turkish national identity in the
1950s.

Subtheme of Ancient Greek

The Ancient Greek subtheme gives clues about the perception of the historical starting
point of the Western Civilization through the eyes of the State Theater literary committee,
although the frequency of codings are not very high. This subtheme reveals the historical
starting point of the geographical common points with the West.

My point of departure while interpreting data under this subtheme is parallel with Metin
And’s stance. And (And 2006) argues that the theatrical village plays are the main sources
for the Ancient Greek theater. However, he also admits that the enjoyment and the
embrace of those works are no longer possible because of the detachment between the
bonds of the ancient era and Turkish theater (And 2006, 201).

Sophokles’ Elektra is one of the most popular Greek tragedies about Trojan War. The
Elektra legend is inspired by Iliada and Odysseia legend of Homeros and tells the story of
the Trojan War. It was put onto the stage in 1952-1953 season with Afif Obay's
translation. The playscript in the archives includes a brief information on Greek mythology
and tragedies given by a preface. In this preamble, the author mentions the Greek

civilization as the others' civilization while distinguishing "their" culture from "ours".

Identities have always included a religious self definition, and be a part of modern nation
building within the perception of history. The memory of the nation has often be based
upon a collective past, which would undeniably include the perception of religion and the
place of the religion in the society’s history. In this section the study is interested in
examining the perception of religion in Ancient Greek theme under historical playscripts,
in order to demonstrate the relationship between the religion as one of the most important

component of an identity, in Ancient Greek time.
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The preamble of the Elektra which is written by the translator gives basic information
about the perception of Greek civilization's history. A part of this information speaks on
the way of living the religion. This religion that "is totally different from ours". It is
politheistic with an afterlife belief. There are oracles to reach out the gods if there is a
demand from the city dwellers. Aside from this basic data, the translator forms a sameness
with his usage of “ours” based upon monotheistic religion. “The others” are the ones who
are differentiated by their politheistic religion. Thereby Turkish nation positions itself on
the contrary of the Greek identity this way and puts the self in the start of European
history, but has a different story.

Historical timeline of the national identity building of modern Turkish identity begins
congruent with the Western classical historical perception. The starting point of Western
civilization reflects the beginning of the otherness of Turkish identity. This common share
makes Turkish identity makes it a part of the history of “the modern” automatically.
Ancient Greek past of lonia is taken as the roots of the European cultural unity, having a
geographical aliasing with Turkish identity. That is to say, modern Turkish identity

positions itself as the non-exludable “other” of European identity in history making.

Subtheme of the Birth of Europe

This section examines the religion codings through the playscripts under the birth of
Europe theme. Thereby, the analysis will provide the place of the religion in the identities.
In a general context, the religion codes are on the declination of the Church, keeping

Christianity alive and secterian conflicts between Catholics and Protestants.

One of the most interesting interpretation under this subtheme in the context of religion is
the translators’ unchangeable stance in using Islamic words and phrases. Although the
audience somewhat understands that the characters are non-Muslim, their cues include
these Islamic phrases very often. For instance, In Olii Kralice (Dead Queen) the translation
uses Turkish and Islamic daily phrases when the characters express their Christian
affiliation such as “Allah” or “for the consent of Allah”. The Christian affiliation goes hand
in hand with “homeland”, “the king” and “the state” and “the nation”. Although the
historical period overlaps with the era of kingdoms, the usage of these concepts reveals the
perspective of either the author or the translator Miibeccel Bayramveli. The narrative other

regarding religion is the Arabs who lived in Spanish peninsula, embraced Islam as religion.
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The “other” of the text is not given sharply but shed in a dialogue between Ines and Dino
del Moro: “They call my dad Fernando del Moro because he stabbed his butler, who was
formerly an Arab, by his own hands after figuring out that even if he looked like a
Christian he adhered to Islam.” (Montherlant n.d., 63). The King, condemns his son
Pedro’s relationship with Ines; thinks that Pedro should deal with the state related Works
and the sustain of the Christianity. By having a suitable life with the religion, he would be

able to disseminate the power led by the God.

Don Carlos' translation uses Turkish and Islamic daily phrases such as "for the consent of
Allah” or "Allah™ alone. By doing this adaptation, one can easily say that translators do not
abandon their personal, religio-cultural background behind while translating, rather they
prefer adapting. Another reason might be to maket he audience get familiar with the play
so they can follow the cues without loosing their interest. The God also is translated as
"Tanr™ which is a Turkish word for Allah. The narrative other of the religious identity is
the atheists, who were actually rebellious protestants identified as non believers. Alba says,
"This sword made the foreign nations accept the Spanish law, shone against the divinity,
who was crucified, like a lightening. God was ruling in the sky, me, on the earth.” (Schiller
1983, 26). The play is important for its cues regarding inquisition courts and the
relationship between the king and the cardinal. Cardinal mentions his dissatisfaction by;
"We are not content with you... Shall | teach the very first knowledge of the reign to my
gray-haired student. Our order's rigid chains were boring you; you wished to stay free and
alone. (Stops, the king stops speaking) Your revenge has been taken... You shall be
thankful for the church which is satisfied by punishing you just like a mother." (Schiller
1983, 91). The place of the Cardinal and the Pope would have been assumed as over the
King. The patriarchy is embodied first in the body of the church and then it passes to the
King. In a broader Picture, Turkish State Theater sees the tension between the king and
cardinal as an historical breaking point. Although religious patriarchy is embedded in these
cues, they also sarcastically indicate this tension. By calling it as a “punisher like a

mother” also refers to the peaceful lap of a mother who can use force legitimately.

Maria Stuart has explicit codings regarding the secterian conflict within Europe given
through the conflict between Queen Elizabeth 1 from England and Maria Stuart from
Scotland and France. During the reneasssaince and reform, the Church’s political stance

had questionned, as well as the power of the feudal structure. The period that Schiller tells
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about in this playscript overlaps with the time of rebellion against the Church in Saksonia
and Prussia, so it gives clues well on the disunity of Christianity in Europe as well as the
strengthening of the kingdoms. Besides there are some codede segments that also provide
information about the identity of the translator of the playscript. The guilt of Maria in the
playscript is drawn over the religion, as to nurse a grudge for the sake of England, and to
make England catholic again. Given by the words of the character Paulet: “She has come
to this country as she was withdrawn from her throne with a wretched movement and fired
by her nation (people, millet) with the murderer title. By nursing a grudge for the sake of

England, to realize the Spanish Maria’s period again, to Catholicize England and make it

is given as a historical fact and obligation. However characters don’t give up on their
religious sects. Translator uses the word “millet” which means nation, but here people.

Most probably she uses it because it is a popular vocabulary.

Although the translation includes word “Allah”, the text clearly sets the sameness on
Christianity, which is disunited. The cues on Papa, Pasteurs inconsistently include both

Allah and Tanr: translations for the name of God, the creator (Schiller n.d., 86).

MELVIL - In the name of Father, Son and Holy Spirit! Queen
Maria! Have you probed your heart well? Do you promise by
swearing to confess before Tanr, the source of the truth?

MARIA — My heart lays entirely open in front of both him and you.

MELVIL - So tell me, from the moment that you have repented,
which sin is your inner conscious burdens on you?

MARIA — My heart was full of hatred that came from grudge, the
feelings for revenge were romping inside of my bosom so to speak.
I hoped that Tanr1 would forgive me, however I couldn’t forgive
my foe.

To speak on inconsistency in translations: “You, right now, just the way you unite with
your Allah and his country of joy in which nobody sheds tears, as a beautiful and bright
angel, you will unite Tanr: almighty.” (Schiller n.d., 88) is a good a example. The
characters in Maria Stuart witness the secterian conflicts over the tension between the
Puritens and the Catholics. The audience gets that the characters are representatives of
either Puritens or Catholics, although the playscript uses Allah or Tanr1 words often. A

part sees Papa as the embodiment of the trinity which is far from being earthly, also a part
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leaves his country and homeland for the supression of the Puritens: “I have left my
homeland (vatan) with the oppressive exhortations...” (Schiller n.d., 11); “...After that, the
moment | witnessed Papa administering that mighty ritual with all of his solemnity and his
sanctifying the nations (millet) by my own eyes, how | felt excited. Ah, how much would
the all jewels and the gold that the kings use to get beautified cost? All godly things are
around him. His home is a real sky country; yet, those shapes do not belong to this world.”
(Schiller n.d.,12). And the characters also use and perceive the Bible as the holy, mighty
book to heal detrimental thoughts and actions, just like Paulet mentions: “They left the
Bible to her, to chast her heart.” (Schiller n.d., 3).

Another important point amongst the interpretations in the context of religion in Maria
Stuart is the unity of religion and the homeland. A person can move in order to maintain
and live his religion freely under the rule of the king who has the same king, however
these are also sacrifices that a believer does. Maria has seen as one of those who makes
some sacrifices for her religion and homeland, by leaving her own homeland: “...She bears
for the torment for our creed; at that the place she suffers is your homeland (vatan)”
(Schiller n.d., 13). The translator prefers using word vatan to define country, homeland,
hometown with a modern perception, although 16th century is too early for defining
homeland in modern terms. Vatan in Turkish is a word to define the territory of a nation
with modern and nationalistic feelings. The unity of the religion and the homeland in terms
of patriotism is obvious by these codings. So even though Europe was shaken by secterian
conflicts, the main characters pictured as women sacrificing their individual good for the
good of homeland. This sacrifice is so big that she is even ready to do it for her most

sacred intimacy: religion.

The Crucible's translation also uses daily Islamic phrases and words such as "Allah” and
"for the consent of Allah™ throughout the playscript, while the characters express a feeling
or thought regarding their religion: Christianity. The playscript starts with an emphasis of
the religion in Salem’s, daily life of the dwellers of this town in the New World in late
18.century. America meant hard working and free religious practices for the people of
Salem. The story tells about the witch hunt in the new world, for those who linger around
the church or home or on the farmland opposing to the religious rules. According to the
people of Salem, the others of their religious identity were the non believer Indians who

made forays to get their lands back. Salem is famous for its blind Christian followers who
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fail to convert those wilds (by Arthur Miller's emphasis, sarcastically) Christians.
Protestants were opressed by the British on the continent and they were determined to
avoid that to occur again on the new continent. The struggles between the non official
states caused the union of the religion and the administration for these conservative
Protestants. The town tries to eliminate the demon worshippers by the witch hunt and the
playscript demonstrates how the ordinary people and the priest behave unrighteously by
listening to the slanders during trials well. The sameness of the characters is built upon
Christianity through the body of Jesus. The character Hale mentions the sameness by;
"Mrs. Proctor, | have wandered in the desserts like our Jesus. | have been searching for
what to do as a Christian. Because the sin of a priest, who makes the people lie, is twice
big." (Miller n.d., 153). But one should consider that this play is written with a critical

stance.

Religion codes demonstrate that Christian affiliation is the representation of the otherness
of Turkish identity. Although Christian identity is the common point in the playscripts, the
other common feature of the translations is the usage of Islamic phrases in order to express
emotions in daily dialogues. “Tanr1” as the secular and Turkish word for the God is used
time to time, but this usage remains inconsistent, rather “Allah” and other daily Islamic

phrases are common.

While making the language of the translation Turkish playscripts, the translators preferred
remaining the Muslim identity as the counter identity of the Christian identity.
Furthermore, the analysis indicate that the administrative body and the religion is not
seperable. The existence of the king and the religion in peoples lives are complementary.
Also, the patriarch is embodied within the Pope and is over the King. In view of the fact
that the historical subtheme draws borders of the period with premodern space, “Vatan” as
the homeland is something more defined upon religion rather than a certain kinship or a
nation. It is to deduce from the secterian conflicts thorughout the translations that these

historical, bloody circumstances prepared the background for secularism in Europe.

Sub-Theme of World War Two

This section looks up for the representations of the religion through the playscripts under

World War Two subtheme. Since the establishment of the State Theater runs into a year
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which is almost right after the World War Two is ceased. This subtheme and the

representation of the religion as well as its place in the society will be reflected.

“Anne Frank” (Anne Frank in Hatira Defteri) by A. Hackett and F. Goodrich with Bedia
Akkoyunlu’s translation aims at giving how bad the idea of discrimination for the
affiliation of a race or religion can be. Thus, “the sameness” of the playscript constructed
upon the beliefs and the races at the same time. The playscript makes the audience feel
that, although religion as an institution that is perceived differently by each community,
taking shelter under the God’s shadow is an important and common need for all.
Moreover, the religion gives strength to the people in order to hold onto life in the
wartime. Just like it is in Anne Frank’s original wartime diary, the theater play performs a
life section of a Jewish family during World War Two. They are devoted to their religion
and traditions as they celebrate Hannukah together and pray God for peace, to keep their
hopes alive (Hackett and Goodrich n.d., 37-38). The translation uses “Allah” and
“Yarabbi” for the name of the God throughout the text, given the example: “If Allah wants
us to...” (Hackett and Goodrich n.d., 34),“Allah forbid!” (Hackett and Goodrich n.d., 20),
“Allah understands the famine and forgives” (Hackett and Goodrich n.d., 39), “Shut up
please, for the consent of Allah” (Hackett and Goodrich n.d., 29), “Yarabbi, thank you for
protecting your subjects that take shelter under your mercy and blessing!” (Hackett and
Goodrich n.d., 42). One can again see that translator couldn’t leave her Muslim

background but brought adaptive features along while translating the play.

However, these interpretations don’t mean that the cultural and psychological aspects of
the characters’s religion have been omitted, on the contrary we find Anne, trying to
comfort and steer Peter upon their religiousity to stand their inhuman life conditions. “If
you were devoted to the religion, that would have been different, Peter.”, “(Approaches
Peter) | know it is so hard to be faithful when the humans cause calamity this much. But
here is what | think. Maybe the world it moving from one era to another... In spite of
everything, | believe that the people are good.” (Hackett and Goodrich n.d., 67). This way,
even in a inhumane position, the play wants us to the trust in history and never loose our
belief in humanity which has a good essence. Religion (no matter which one, because it is
not given as a peak) provide solidarity, trust that we need in hopeless times.
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Again Seniha Bedri Goknil’s translation of Schiller’s the Robbers made the text Turkish
by using daily Islamic phrases such as “Allah’s wrath!”, “Oh Yarabbi...”, “Allah damn
him!” and the name “Allah”, just like many translators did. The translator also uses
“Tanrr” in some cues, as a Turkish secular word for the God. Contradictively, references to
the Bible are remained in the text; “Then, the ones around me looked back; the city was
ruined just like Sodom and Comorre, the whole horizon was only about the fire and the
fume.” (Schiller n.d., 34). So translator does not want the text to loose its original
intellectual framework but she was more interested in adapting the communicative tool is

spoken language.

The translations use Islamic daily phrases to introduce these playscripts into Turkish and
make them hit the audience with familiar quotes while the characters are expressing their

emotions in their cues.

World War Two subtheme includes both the sublimation of the “nation” and critic of the
nationalism when it is taken too far. Religion is an institution that is perceived differently
by each community, but humanity needs a shelter under the same God, to avoid

discrimination.

As a result, the attitudes of the translators in using Islamic phrases in dialogues are similar.
When they bring their own religious background into the text they position “the other” as
the Christians, atheists, non-Muslims, politheists. However, with the subtheme of World
War Il gets more elastic. Even though religion does not loose its place and significance for

the translators, hiimanist approach comes to prominent, particularly after seasons of 1957-

1958.

2.2.2. State

This section examines the representations of state with regards to the Turkish nation
building, while remaking history. The representations of state are evaluated under the

subthemes of Ancient Greek, Birth of Europe and World War Two.

Subtheme of Ancient Greek

The perception and the role of the state defines the relationship between the citizen and the

state and also contributes into the current place of “the state” perception for the citizens,
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historically. These mutual definitions both become a part of collective identities. The cues
of the playwrights put the feelings and ideas regarding the state into prominence directly,
by helping the characters to voice out. This imagination of the state is nevertheless
independent from the indoctrination of the Republic’s views, because of the institutional
ties between the state and the State Theater. This section, examines the relationship betwen
the state and the citizens as well as the perception of the state through the eyes of the
playwrights under history theme. Thereby the study will connect the clues on the
institutionalization of the national identity building process by analysing the
conceptualization of “state” in translation playscripts, where these conceptualizations
might be borrowed, hybridized, embraced or criticised. Examinations under history theme
reflect this relationship historically. The study evaluates the relationship between the

representations of the state under Ancient Greek time as a part of the history.

The imaginations of the state of “the universal”, “the civilized”, “the modern” model,
reach out the audience every time the cues are voiced out by the characters. However, the
imagination of the state in Ancient Greek is not very sharp. However there are some
interpretive clues. The philosophical base of the Western civilization is tried to be
conveyed to the audience.

Subtheme of Renaissance Europe

Patriarchy and sovereignty are two concepts visible through the state related coded
segments in Dead Queen. The power of the king and the kingdom comes from the God and

it sets a hierarchy between the kings and the Pope.

There are seldom cues for the state in Don Carlos. The Queen says, "The knight has his
right. State still exists, even though none of knights left." to protect the land of the reign
(Schiller n.d., 88). Also, there is an emphasis on the demise state because of its enemies:
"Do not speak of him, of his illustrious highness. An enemy is hid in the state, is more
dangerous than him™ (Schiller n.d., 88) . This cue gives an imagination of heaving insider
enemies who are more dangerous than the outsiders. Because they are obscure and can

betray any time to destroy the state.

The encodings under the title of state in The Crucible, do not come into prominence.

However, they give hint about the relationship between the weak state administration with
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regards to corrupted law and the witch hunt which found its moral base in religion: ... The
keys of the state are captured by a few girls; they are playing on us. A rumour has spread:

the slander is the new law..." (Miller n.d., 91)

The Godly position of state is kept being reproduces in Maria Stuart. State’s almighty
position is striking in Recai Bilgin’s translation. Although the families are still important
in 16th century in which the story takes place; the strength of the state and its supremacy
over its subjects becomes prominent as Leicester emphasizes the supremacy of the state by
“When he commits a crime against the state...” (Miller n.d., 62). Besides the supremacy of
the state the tie between the state and the religion is uttered; “May Allah protect him and

grant him a happy reign!” (Miller n.d., 89).

For the historical subtheme “the Birth of the Europe”, the analysis demonstrate that the
state, king, kingdom comes from God; therefore these concepts are used with their Godly,
or sanctified features. The state in Europe is divine, almighty and inseperable from the
land and the institutional religion. Throughout the plays the audience doesn’t get the idea
of certain territory and borders driven by the playwrights or the translators. The state has
treators, and when the state has a weak administration it would congruently have weak law

or legal system where they are all based on religion.

Sub-Theme of World War 11

This subsection subjects the representations of the state in relations to the national identity

building.

There are no state related representations in Anne Frank, and there is only one in the
Robbers. The code in the Robbers is more related to patriarchy, rather than a concrete
institutional image of the state. “Did this story not shake you in your dreams? Even the
eternal sleep has woken up by this! Look at here, look! The law of the World has been a
dice, the bonds of nature have detached, the old dispute let itself go, the son killed his
father.” (Schiller nd., 68).

The only coded segment under the state item indicates that patriarchy is an important
complement for the perception of identity in Europe under World War Two subtheme.

However, there are no more codes to make it a general statement.
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2.2.3. Narrative and National Identity

This section analyses how narrative and national identity of Turkish national identity is
constructed while remaking history in a mutual context, using translations. Narrative and
national identity is elaborated in the following subsections under three subthemes: Ancient
Greek, Birth of Europe, World War Two.

Subtheme of Ancient Greek

This subsection examines the narrative and national identity construction within remaking
of history starting from Ancient Greek. Thereby this attempt unravels how Turkish identity

is mutually constructed in opposition to the European and Greek identity.

Narrative discourse to define “us” and “other” may have patriotic values, historically
before the embrace of the modern definition of a nation, and national homeland. In modern
nation conceptualization, often asked where the nation is (to draw the borders), who the
members of the nation (to figure out who citizens are), how old this nation is (referring
history). However, the individuals and the peoples does not have to embrace only modern
nationalistic emotions to get together. They may have patriotic emotions towards where
they live or in which society they live in premodern time too. Therefore, these emotions
can not be a direct signifier of a national consciousness, but helps figuring out how people
define themselves through arts. The study hereby analyse the patriotic feelings and check
whether the playwrights use these patriotic emphasises with modern terms to refer
nationalistic feelings under Ancient Greek theme.

Afif Obay tries to be objective culturally while making Elektra Turkish, however the
language of the preamble reflects the translator's feeling of sameness and difference, by
distinguishing his identity from the Greek culture. Although he puts the narrative identity
across the Greek civilization, this preamble is important to observe the starting point of the
history perception. The history starts in Greek civilization for the State Theater, which
took place in Troy. Troy is in the borders of the Turkish Republic and transformed into a
museum today. Although this playscript is a translation, the preamble demonstrates that
the State Theater dissimilates Turkish identity from Western identity while putting Ancient

Greek culture and religion as oppose to the sameness of Turkishness (Sophokles n.d.).
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When examined, the narrative and national identity analysis indicates that the historical
start of the Western civilization also reflects the very beginning of the constructive other of
the Turkish identity. However, this perception does not remain as the only constructive
feature of the other. It is also “the other” that is to be reached out to be the part of “the
modern” right away. That is to say, it also demonstrates that the Ancient Greek past of
lonia is a shared past with Turkish identity at the end of the day, although it perceives it as

the beginning of a narrative identity of “the other.”

Subtheme of Birth of Europe

The narrative and national identity in Renaissance Europe, is the mutual construction while
taking the Birth of Europe as the second milestone of “the other” identity that reborns.
Therefore this subtheme with an analysis of narrative and national identity will reveal the

mutual construction, with a bulk on Turkish national identity.

The narrative sameness of the Olii Kralice (Dead Queen) is seen through the speech of the
King Ferrante. He talks about his people as his nation, his land as hometown: “He is the
King of Portugal, the Victor of the Africans, the conqueror of the India, Ferrante the great
whom the nobles tremble in the face of, the poor sinner...” (Montherland n.d. 62).
Centralization shows up and hatred of the noble rise.The sovereignity becomes visible
through the King’s ownership and body. However, the transformation of power relations is

demonstrated on the stage by using modern imagination.

The translation of Don Carlos includes victimhood and different samenesss structures in
the context of narrative and national identity. Schiller uses "oppressed nations" to mention
Spain. Homeland, freedom, big and powerful nation and the oppressed nation are the
phrases that Schiller use to romanticise the related emotions. The other of the text is the
British, who claim that the sun never sets their country®’. Sidonya feels oppressed under
the British artillery fire (Schiller n.d. 44). Mutually constructed identities feel sameness

with the oppressed nations, in modern terminology under the British political power.

The cues of Maria Stuart include modern terms such as homeland as vatan in Turkish,
nation as millet in Turkish. Vatan is a Turkish word usually used by the rightest stance in

Turkish political life in order to define homeland. Turkish word: millet both defines nation

81 Refers to the phrase that is for the British Empire “The sun never sets on the British Empire”.
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in modern terms and refers to the millet system in Ottoman administrative system.
However, the given meaning by the translator tends to be closer to the meaning of a
modern “nation” rather than Ottoman millet system. Assuming that the translator, Recali
Bilgin gives an objective look in terms of translating the words “nation” and “homeland”,
the text gives the audience of a feeling that, nationalistic and patriotic feelings in Europe

are not new but have roots in the history of Europe, starting from the rebirth of Europe.

Another aspect in the context of narrative and national identity in Renaissance Europe that
is striking is the place of the languages in construction of identities. Language is an
important symbol for unbundling of the “nations”. Each nation is gathered up under the
specific language that they speak. While Kennedy says “These are French scripts”, Paulet
responds “So (ya) it’s worse! The enemies of England speak this language.” (Schiller n.d.,
3). “The others” of the England identity are the speakers of a different language, more
specifically French in this case. The good and virtuous features are attributed to the
English, that is to say: “He came from Paris and Reims and he again brought his heart that
keeps his old English loyalty as it was.” (Schiller n.d., 8) And the main character Maria
talks on behalf of the belief of uniting the two “nations” for peace: “Why shall | deny this?
Yes, | was growing the hope for uniting these two noble nations as free and happy, under
the shadows of olive clovers. | was not assuming that | could be the sacrification of their
national hatred;... ” (Schiller n.d., 19). Elisabeth, the Queen of England calls her people
“My nation” in Turkish “Benim milletim” where her counselor calls them “people”. On the
other hand Maria calls the people “subjects” which is more suitable to define the status of

the people of England by that time.

Considering that Europe is introvert during the Birth of the Europe, one should admit that
althoug “the other” of the European Christian identity is based upon Muslimhood, the
playwrights are more interested in secterian and the inner conflicts between the feudals.
Still, heroism and patriotism remains as old values for Europe. So it caused the birth of
modernity and nationalism. The language of the plays, talk about a nation when they call
their people. A general romanticism of the oppressed nations and their victimhood is
visible. While romantisicing the identities translations call the nations “millet” and

homeland “vatan” and these indicate the preferences of the translators.
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The high number of playscripts under the Reneaissance Europe theme indicates that the
perception of the European civilization’s turning point is Renaissance and the secterian
conflicts are taken seriously. This turning point is the one that leads to secularism and the
starting point of civilized modern Europe. This Europe is the one that Turkish national

identity tries to catch up with in terms of secularism and civilization.

Correspondingly (Inalcik 2011) the Turkish modernists who are also humanists, and
human life and human dignity are the core matters for them; those are the Western values,
that embodied in Reneaissance Europe throughout the translation playscripts. Languages
are perceived as the main differentiating features of the nations. Though, religion is
imagined as the basic solidarity formation for the societies. The number of the playscripts
staged in the context of birth of Europe probably because the State Theater pays attention
to the beginning of humanism, the proliferation of nationalisms and nation states in
Europe. Romantic reflexions of “nation”, as well as patriotism are given as the cores of the
rebirth of the modern, secular Europe. At the same time though, basic sameness and

dissemination are set up on the mutual construction of Muslim and Christian identities.

Sub-Theme of World War Two

In this subsection | will elaborate the data that | derived from the historicial translated
playscripts under the subtheme of World War Two. Examining the data with regards to the
mutual construction of national identities, focusing on Turkish national identitt building
unravels the patterns of how narrative and national identities are built under the shadow of

World War Two and shaped the historical perception of identities.

The first play; in Anne Frank®, narrative and national identity discourse is traceable
through victimhood that overlaps with the sameness. The “us” in the playscript is the Jews,
who are victimized by their “others”: the Nazis and the men of the gestapo (A. Hackett and
F. Goodrich n.d., 24, 39): “We don’t like the Nazis, that’s all.” (A.Hackett and F. Goodrich
n.d., 24). The identity which is fully negated lets the Jews to pass until a certain border in a

%2 Even though it is not possible to deduce a meaning directly from the screenplay; it is an apparent fact that
Turkey had been home to many German citizens and Jewish elites who fled under the oppression of Nazi
Germany until the end of World War Two; and had been affected by them intellectually. Carl Ebert had been
a guest in Turkey and contributed into the establishment and context of the State Conservatory and the State
Theater. The play was staged on during 1957-1958 season which more than a decade makes the war to be
discussed; however, can be a weak discomfort for what happened to the non-Muslims in 6-7 September
events in 1955.
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city: “...we would go to Oasis to grab some ice cream. That was the only place that the
Jews were allowed to get in...” (A. Hackett and F. Goodrich n.d., 55). The victimization
turns out to be a deep acceptance in Anne’s words: “We are not the only ones who suffer,
ha. Sometimes it becomes the faith of some nations... Sometimes a race’s, sometimes an
other, talking to Peter.” (A. Hackett and F. Goodrich n.d., 55) The sameness of the play is
the Allied Powers during the World War Two, secondarily. The positive manners that were
attributed to those who take place in this alliance, such as the British, the American, the
French, the Dutch, the Norweigan, are the object for the hope. The character Miep talks to
Mr. Frank about “the great news... The Allied Powers’ armies have landed. They are

moving forward.” (A. Hackett and F. Goodrich n.d., 61-62).

Schiller’s lifetime does not fit into the establishment of the modern Germany and the year
that the Robbers was published almost a century ago, however, it inspires the youth for an
ideal of unification of the German states around the pride of being Prussian. It reflects a
transition in terms of identity, and is elaborated in the World War Two subtheme for being
an inspiration for the Nazi youth organisations in Germany during Weimar Republic. The
narrative identity is hard to be classified as a national identity throughout the text, yet the
characters are not still Germans in modern terms, nonetheless their pride and patriotism for
being Prussian is an important clue. But this play was staged for two full seasons between
1954-1956. The reason | suggest for it is that it was an inspiration for German Youth in
ways of getting organised to worship German pride that would let German nationalism in
1930s (D. Anderson 2006). It seems wavy relationship with rightest nationalist movements

in Turkey continues.

Although Prussia has established its unitary identity relatively late, Schiller’s literary style
contains cues with national identity traces, particularly in the Robbers. There are patriotic
expressions regarding Prussian identity, and translated as German national identity: “If you
still have German blood in your veins... March on!” (Schiller n.d., 12). These expressions
also help contributing the romanticism and legendary narration while giving clues about
the genealogical perception of nation. Franz says; “I know this very well. You would
always say, the openheartedness, the compassion and the mercy... that manly daring... that
childish passion... the invincible ambition and patience... the beautiful and bright tratits
that bushes out in the body of the father’s son... that makes him utterly sensitive for the

charm of the great and the beautiful things would make him a fiery friend for his friends, a
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perfect citizen, a hero, a great great man... Yes, you would say these! Here, see my dear
father... That fiery soul has improved, spreaded, produced marvelous fruits.” While
keeping on speaking of how him and the youth are not devoted for the common good

enough but are more into earthly desires (Schiller n.d., 4).

Also there are points that emphasize French Revolutionary ideas such as freedom in many
cues: “It seems as if the curtains before my eyes fall down! How mad I was!.. My soul had
a thirst for an act, my breath had a thirst for the freedom! The murderers, the robbers!... By
these words, the law is sprawls over my feet...” (Schiller n.d. 15). These cues are also to
mesmerize the audience by the romantic feeling of enlightenment and freedom. The
characters speak on the love of homeland and the symbolic virtue of the Prussian flag
among the Prussian youth. For instance when the father of a virtuos young boy searches
for a news from his son through Hermann’s memories, Hermann says: “They gave him a
flag. He pursued the flight of the Prussia towards the victory.” and with a romanticism in
it, “He always talked about his father and his hopes that flew off. Our eyes would tear up.”
The yearning and the sublimation of the homeland is very clear; “...We are headed to the
place where I was born, my homeland.”, “Greetings, the land of my homeland! (kisses the
land). The skies of my homeland! The sun of my homeland!.. The meadows, the hills, the
creeks and the woods! Greetings from me to you all! How sweet the wind that blows from
the mountains from my homeland is! What a delightful air enwraps this miserable exile!
Paradise! A World of poems!” (Schiller n.d., 51). This data reinforces Hans Kohn’s
argument on that Schiller’s works might be the source of enthusiasted youth to establish
associations for the training of patriotic fighters while embedding student unions with

nationalistic feelings (Kohn 1965).

Sameness is generally based upon the collective victimhood in World War Two Europe.
Youth, pride, modern patriotism that leads to the pride of a nation becomes observable.
Genealogical nationalist feelings are also visible through the texts in a prideful way,
however, the way that both the playwrights and the translators convey their perception
regarding national identity is controversial. The audience gets critical messages about the
nationalism when it is taken too far and ends up with discrimination based on either
religion or kinship; on the other hand the playscripts also give prideful and firing cues
about nationalistic feelings. These feelings do not only refer to the German geist but also

French Revolutionary ideas for being virtuos. These indications, might be evaluated as
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having more than one national and narrative identity perceptions in the State Theater

regarding the translation playscripts.

In order to generally conclude the subsection, this study indicates that the trust in the
young generations for the future of the country, pride of being a member of a certain
nation and modern patriotism becomes observable through World War Two subtheme.
Nationalist feelings emerge in the playscripts in a pridefully and romantically however, the
attitude of the State Theater towards nationalism remains controversial under this
subtheme. The perception regarding nationalism is critical as it is taken too far and ends up
with discrimination. However, other than messages of getting together under the same sky
or the different Gods, Turkish identity continues to be prudent about feeling prideful for its
own identity. The self positioning of Turkish identity chooses to demonstrate the evil of
radicalism of nationalism but does not leave nationalist feelings behind especially
embracing French Revolutionary ideas.

2.3. Children’s Historical Playscripts of Local Playwrights

This section covers how Turkish identity is built by remaking history for the future
generations of Turkish nation, through the lens of local playwrights. Being a nation
requires remembering and forgetting collectively (Renan 1996). And collective memory is
founded upon a collective past. This past is includes what an imagined community had
experienced and how this collective event was perceived. The collective memories of the
peoples build the conscious of being a nation under the name of history. Thereby history
becomes the glue of among the people, and it is inevitable to neglect. State and its official
tools are used in order to perceive history in a certain way as well as how to remember or
forget it. The way of perceiving, remembering and forgetting, as well as the collective
memory about “who we are” are the legacy for the future generations in a fictive nation.
The State Theater catalyzes the perception regarding history, through the plays that are
performed in order to affect the historical imagination of the future generations of the
nation. Children’s plays are important to let this legacy to be reached out by the future
members of the Turkish nation state. Local authors’ of the State Theater playscripts are
important to reflect how the actual members, who affect the national identity construction
and get affected by the official history of the Turkish nation, percieve history as a legacy

or remembrance.
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This study examines the playscript “Oyuncak” (“The Toy”) under the historical playscripts
theme by decomposing the historical perception into three components: religion, state,
national and narrative identity. Oyuncak is an early performance in the State Theater which
reflects the dark and poor days of the post World War 1l conditions. It is a play that teaches
to be thankful for what the children have got and appreciate getting over the obstacles such
as eartquake and a war campaign for World War Two, alltogether as a nation in solidarity

and reliance.

Oyuncak is written by Hakki Bige¢ and performed by the State Theater in 1950-1951
season. The space of Oyuncak is a toy store. On the shelves the audience see a naval cadet,
a villager, a hand fan, a stuffed donkey, a teddy bear, a rabbit, dark dolls, dancer dolls,
“zenci” (as the playwright mentions, literally “negro” in Turkish, means black) dolls,
ancient Egyptian dolls, a stuffed demon, a Fino dog with glasses... It snows outside in the
evening. An old man lets a stranger boy in to protect him from the cold outside. The kid
who is called Erhan, lost his family during a big earthquake years ago. He begs on the
streets to live. When he gets into the store, he finds a spot, which is a space in a wall clock,
to sleep in. The toys in the shop get together and think that they will be dispersed in the
first day of the Eid holiday after being sold to different children in different houses. They
decide to have fun in their last night together. The villager doll, invites them all to his
village, and so their travel adventure begins. They wake Erhan up and invite him as well.
They pass a desert then arrive at a hannibals village. Afterwards they find themselves in a
mihrace palace in India. The Indians show respect to their “Turk” guests. However, our
characters hide that they are after the treasure of the mihrace. When the mihrace figures
that out he sends them to the dungeons. Suddenly a character called Sabu comes up and
saves them from the dungeon and tries to pick them up by a plane. The plane crushes so
they have to leave by the help of the Naval doll. When they see the Turkish boat with the
Turkish flag on it, they feel amazed. So the toys get back to the toy store. The vender of
the store comes in, in the morning and starts selling the toys. A customer talks about his
lost son in the earthquake (probably in the 1920s) and the audience figures out that Erhan

is the son of that customer.

Next section analyze the playscript in terms of the representations of religion, state,
narrative and national identity in order to illuminate how Turkish national identity is buit

for the younger generations by Turkish playwrights multidimensionally.
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2.3.1. Religion

This section elaborates the given place and representations of religion within Turkish
national identity, sameness and difference based upon religion for younger members of

Turkish nation.

Religion perception reflects the authors’ and their given messages’ view towards beliefs
and traditions as well as religion. Since the playscript takes place in the recent history,
these views belong to a past that is remembered well with its traumas, after the
proclamation of the Republic. I hereby aim at reaching out the religion based sameness and

difference in the context of historically imagined national identity.

Oyuncak’s perception of religion is not very clear, yet, the meaning of this light emphasis
on religion might demonstrate the silent effect of the religion. The silence in religiosity
might be a preference for the State Theater under the history theme of the children’s plays
written by the local authors. The characters are clearly Muslim, since they use Islamic
phrases such as “Allah Allah”, “Aman Allahim” (Oh my Allah), “Yarabbi, it is just like a
dream”, “Allahaismarladik”® (goodbye in English) (Bige¢ n.d., 36-48). And there are no
repetitions or codings other than these. The number of religion related codings remains
low. These phrases indicate that religious identity in Turkish national identity building is
constructed upon Muslimhood for future members of Turkish nation.

Religion is part of the daily language and social lives, but we can see nothing more than
that. The sublime message that the playscript under the history theme to be conveyed is
that “the religion Islam is a social phenomenon that takes place in daily lives in recent
history”, however it is also possible to deduce that, even though the society has started
transforming in terms of practice of the religion in a secular public sphere, they don’t

abondon their habbits of language.

2.3.2. State

State is not visible in history theme within local children’s playscripts. As it indicates that
“state” representations under history theme are not settled and seen as a legacy to inherit to

the younger generations yet. So it is not a part of early history of young Turkish Republic.

% Goodbye in English
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2.3.3. Narrative and National Identity

In the narrative and national identity section under children’s local playscripts, this study
focus on how “us” and “them” are constructed in the project of Turkish nation building in

the 1950s for young Turks.

Who “we” are and who are “them” constitutes the main concern of this section. Turkish
nation overall seems and felt to be left alone in the international arena, but fully respected
even on the other edge of earth. Although characters are imagined as respected individuals
they fall after the treasure of Mihrace; so respect is not enough. But imagination advises

yout to expand their geography, wealth and adventures with Oyuncak.

When the toys get ready to travel, the villager doll finds a stick and starts dancing a
national dance. The playwright prefers using “oynamak” (which means to play in English.
However means to dance in premodern terms and would be used by the authors until the
Western and modern affect of language of dancing.) So after the leadership of villager
doll, some other villagers get onto the stage to dance with davul and zurna. They leave for
the village, the village is an unknown and uncertain place, which is far away from where

they are in the city, at the toy shop (Bigeg n.d.,16):

“This 1is a nice travel
Isn’t it Erhan, the kid?
We are going to the far

We are hurrying”,

and then they start searching for a treasure. So Bigeg, wants future nation to be
adventurous, who enjoys their own roots and for further. However this imagination
includes a discreet distinction of “our” and “their” homelands. He objectifies “our
hometown” as Tiirkiye, this way he gives a hint for embracing the World in terms of being
a member of universal citizenry. But the children’s responsibility of representing Turkey at

their best with their folkloric features, remains the same.

There are a couple of reductions in the original text of the Toy, about a shift between “our

hometown” and “foreign hometowns”. The original text has an objective language where it
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prefers using “Tiirkiye” for the name of modern Turkey, instead of “our hometown”. This

objectivity is distorted by the changes that probably made by the director.

The characters travel to get to Turkey, but arrive at another country accidentally.
Therefore, the toys, the characters become “the others” of the arrived place. The text looks
as: “How nice they dance. Dear guests. Now, a circus and a theater company which came
from Faekiye foreign countries will demonstrate its skills. (Claps hands) Go ahead Furk
artists shall come!” (Bige¢ n.d., 31). The Turks in the play, tell their hosts that they are
going to dance Harmandali. Harmandali is a folkloric dance, danced by the Eagean coast
people. The playwright again uses the Word “oynamak” instead of “to dance”, since
Harmandali is a folkloric game in Turkish; Harmandali oyunu. After Harmandali they
also dance waltz, and again the audience hear that the characters would play waltz, as if
they are playing Harmandali. The characters and the playwright is trying to demonstrate
that, culturally Turkey and Turkish people are in harmony with their own essence and
Western values. Interestingly enough, the playwright doesn’t stop by stirring these two up,
but also adds a bear dancing scene onto the stage. The rabbit comes up with playing a tef,
to make the bear dance on it. It seems Turkish artists are in the “international play”
recently, and the playwright seems proud of being in the international stage. However, the
director has a slight restraint about using the word “Turk” to define the Turkish artists. On
the other hand, another cue looks like: “Yes, we made it to India instead of making it to
Firkiye-our homeland.” (Bige¢ n.d., 32) while the main characters have a talk amongst
each other. These little edits reflect the restraint over the definition of what homeland and
the adjective before the modern Turkey’s citizens. This restraint arrives at confusion at
some level, torn between a civic perception of citizenship and a geneological citizenship
with a reference to Smith’s conceptualization. The director does not prefer altering the
word “Turk” with “Turkish citizen” or “Turkey citizen” but rather prefers deleting the
word itself. The audience also catches the yearning of the characters to their homeland, as
if they are in exile. The Fino —dog- with glasses regrets being away from homeland: “Yes,
we made it to India instead of going back to Furkey-our homeland.” The Fino with glasses
wishes to be in its homeland, and regrets for not going back to Turkey right away.

For the playscript Oyuncak, the definition of the homeland and the symbols that represent
the homeland are central underlying messages to convey the children who sees this play.

This definitions pathway provides the audience to discern themselves from the other
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nations, based upon their homeland where it is located in somewhere “the others” don’t
settle and represented with different symbols such as a distinguishing flag or a distinctive

historical past.

The history perspective in Oyuncak finds its roots in India, on south Central Asia
congruent with the local authors’ works for adults. The maharajah wants her daughter to
get marry and the celebrations takes place in the palace. The talks have clues on the
historical perspective of the playwright, so of the State Theater with messages to convey
the children. The original text has a couple of words which are struck by the director again:
“Turk” and “Turks”. This time, the word that was shuffled through becomes “us”, which
draws a clean distinction between “us” and “them”. The characters speak on a treasure that
was buried in India by the “Furk hakan™*s: “I discovered that, that treasure is the FPurks
ours according to the historical researches that | did. Back then, Furk hakans (khans), who
got down to India and ruled in India, buried these riches in these lands during a defeat with
a hope of getting them back one day. And they could never get back.” (Bigeg n.d.,33). This
large imagination of an historical space and territory is to define endless lands of the
homeland of the nation. This broad imagination also brings about an idea of the age of the
nation. It is timeless, dateless, old and long standing. Moreover, another cue reinforces this
imagination: “After that, the kids of these khans has lost their populations, the new
dynasties took over, numerous migrations fled them backwards and forwards and some of
them settled down in Anatolia with Seljuk armies who came there. Yaman hanem’s
grandchildren, whose treasure is buried in your garden, still live in Amasya here, inTFurkey
today. And-they-are-calledYamanogutar>—S0 if we can manage to take this treasure back

to our country we will be enriching both our country and ourselves.” (Bigeg n.d.,33).

Obscure messages are given to make children uptake, stalwart for the enemies and
opportunities at the same time. The homeland and the nation is represented by Turkish
flag. The excitement and respect towards Turkish flag is apparent and gives an ideal
attitude towards Turkish flag. When Turkish (toy) characters see the boat with a Turkish

flag, there to take them back to the homeland, romantically admires it and its strength, yet

* Hakan is a Turkish word for khan for its reference to Turkic sovereignity in Central Asia, khan.
% Yamanogullar: is a combined word. Yaman means stalwart in English, where ogullar: adds the meaning of
their sons. Altogether it is a surname with a meaning of the sons of the stalwart.
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it is the symbol of a strong nation to back up its citizens who seek for asylum underneath
with pride of its spotlessness (Bige¢ n.d., 40):

“Spick and span, very clean.
(With excitement) It has the Turkish flag on it.
Yes yes Turkish flag...”

The others of the story is a group of pirots, who attack the Turkish boat. The silent others
of the playscript are the foreigner children on the pirots’ boat who wait for someone to
save them. Those kids are from different nations: English, Chinese, African, American.
The children are classified according to their nations. The pirots are fearful about the Turks
but they are decisive about defending themselves: “(to the man with a whip) Whip the
paddlers. A boat of Turks is attacking over us.” (Bige¢ n.d., 40). The pirots don’t have any
nationality, so the playwright prefers not to refer any nation to be enemy, but at the same

time he wants to demonstrate how strong “the Turks” are by this stage.

There are two side findings in this playscript which are hard to classify under the general
titles, but found related either to the political history or to the gender inequality. The
character, the stuffed demon is known to take the good people away from their route to be
good. In a dialogue, he says “If you follow the right track, you will find anything tou are
searching for. The other road will be a hell’s azab for you.” The respond of the donkey to
that cue 1s “Children... Turn left. And let’s always walk through the opposite direction that
the demon tells us to.” (Bigec n.d., 22) However the director, Agah Un, changed the some
of the words by striping the rights and lefts of the cue and uses this version of the dialogue:
“If you follow the right left track, you will find anything you are searching for. The other
road will be a hell’s azab for you.” The respond of the donkey to that cue is “Children...
Turn feft-right. And let’s always walk through the opposite direction that the demon tells
us to.” (Bige¢ n.d.,22). The block system has its affect on the arts, and Turkey has
mentioned its block after the World War Two. “Left” represents the “left” where the
“right” represents the democratic block, and the political climate of the blocks policy must
have affected the artists of the State Theater and made them change the demon’s road from

right to left, where the road to track should be the “right” one.

Secondly, the gender roles are clear in the play. The playscript Oyuncak, to represent the

historical children’s plays, has distinct and passive gender roles for the girls. When the
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Naval doll, who is pictured as a boy, tries to save the children on the boat, a clash between
the pirates and the male characters occurs. The cue for the director by the playwright, is
about the girl characters who are to hug each other in panic and fear at a far corner,
passively. The male characters are the heros of the nation. And the girls are the ones who
are waiting to be saved.

In local children’s plays under historical theme, the playwrights convey obscure messages
in the context of religion, narrative and national identity. It is clear that future generations
of Turkish nation are Muslim. However I cannot run into any “difference” or any practices
related to religions. | assume that it is a playscript which was written to define the 1920s;
so religion as a social phenomenon accepted as something in the recent past. It seems
peace is made gradually. 1 caught contradictions between being a part of universal
civilization by feeling a part/citizenship of earth as a single homeland for everbody, but at
the same time feeling responsible to be the representatives of Turkey in the international
arena with their cultural roots. This is reinforced by symbolic values that are significant for
national identity building such as Turkish flag.

2.3. Children’s Historical Translated Playscripts

By examining children’s historical translated playscripts, reveals the patterns of mutually
constructed identities in Turkish national identity building in the 1950s in opposition to the

European and Christian identity.

Children’s plays under the historical theme are important to visualize a certain image of
history for the young citizens, yet the young citizens supposedly have that certain image of
history inherits the similar image to the future generations. History provides solidarity
between the members of the nation based on a historical sameness. Not only it points out
the historical units of being the same, but also gives clues about the “other’s historical
features. The translations of children’s plays are significant demonstratives of the
European history perceived by the State Theater. Local playwrights® works tend to focus
on “the sameness” and “the difference” through the lens of the local authors; where the
translations will figure out the accepted opinions of the authors that indicate the historical
perception of the foreign works. The repertory of the State Theater was largely borrowed
from European literature, it is more likely that the State Theater paid more attention to

European art and history.
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Under the historical theme the playscripts Little Columbus and Little Mozart, both written
by Jacop Lorey, are picked as representatives. Little Columbus draws a historical outline
for 16th century Europe and the age of expiration. Therefore the State Theater intends to
start the European history from the age of expiration in the children’s plays. On the other
hand, Little Mozart is a playscript that takes place in the late 18th century, in which the
story subjects the gifted little composer, Amadeus Wolfgang Mozart. Little Mozart is a
piece that makes the audience imagine 18th century Europe, changing stratums as well as
the given importance to the arts. Both playscripts pick a character from the history and
idealize them.

Little Columbus, written by Jacop Lorey, was staged by the State Theater in 1957-1958
season, by Sevim Akman’s translation. Little Columbus is the character to act Christopher
Columbus’ childhood. Columbus has known for his naval voyages. He reached out the
America continent while aiming at reaching the Indian coast in order to find a new route
for Asian trade. This fictional childhood begins in 16th century with his birth and convey
messages about the importance of the scientific passions to chase. Those passions are the
flames of reneaissance of Europe. Therefore this historical Children’s playscript that is a

translation, have a slight representation for reneaissance of Europe subtheme.

The space of the Little Columbus is Geneva in 1460, a house’s living room. The main
character, Columbus is a kid that wans to discover the rest of the World rather than being a
weaver just like his dad used to be. He is interested in astronomy, maths and books. His
father wants him to be a weaver like their previous generations, but his mother believes in
him and supports him for being a captain. Domenico tries to send him to Padua to have
him trained under the patronage of a weaving master. But Kristof Columbus’ friends, who
take him away from this future projection, are also interested in sailing. They dream of
sailing with a big ship some day, and the name of the ship is “Santa Maria”. They decide
to give a ceremony of name giving to the ship altogether. This ceremony gets distracted by
the attack of the son of the mayor, Amadeo. The kids criticise his jealosy and talk about his
laziness. Therefore the story clears itself out of the bad character. The second act starts in
the classroom of the school, with a fight about Columbus’ new discoveries between
several kids. Since he discovers new places, the rest of the class have to study more.
Professor Kolonna, who runs the school and represents the religion at school, comes into

the class to control the ongoing education. Kolonna figures out that Columbus believes
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that the World is round and their teacher Barbucci agrees with him. They put Barbucci into
jail to come against the religious authority. Kristof and his friends decide to help Barbucci
to escape. By coincidence, while these kids were getting prepared to save Barbucci,
Isabella, the princess falls down on the sea. Since Columbus is a good swimmer, he jumps
in and saves her life, leaves the place immediately for meeting up with his friends to save
Barbucci. When Amodei, the beast character of the play, hears about the award for saving
the princess’ life, he claims that he was the one who saved her life. Columbus and his
friends get caught and arrested for trying to help Barbucci. When Columbus begins his
confession he tells the truth. Based on his confessions and his promising intelligence, the
king decides to send him to the Lisbon Naval School, and Isabella asks him to work for her

service after her crowning.

Little Mozart is a more simple story, translated by Saip San. The play was performed in
again 1957-1958 season. The space of the playscript is the apartment of Mozart family
with maids. The curtains show 19th century Salzburg city, therefore the audience gets that
the play takes place in Salzburg. The Mozart family talks about their trip in Europe and
particularly about Wolfgang’s and his father’s concert tour in Paris. In the second act, the
audience runs into a Turkish character, Osman. Osman is the “good” character of the story.
He runs a Turkish coffee shop in the city square. Osman is a character who misses his
country so much. He has a deep pain about his leaving son. He wants him back, but can
not find him. He finds solace in Wolfgang’s compositions. One day, Osman hears two men
talking about sabotaging Mozart’s concert and he wants to let the family know about this
plan. However, since he is not a family or an important person for arts, he cannot make
them listen to him. Mozart gets sick after a distracted concert. Although Mozart family has
maids, they lack of Money. Osman lends his saved money to have a doctor for Wolfgang.
Coincidentally, Wolfgang’s father runs into Osman’s son in the woods and lets him know
that his father Osman is not angry with him at all. The play ends up with many happy

reunions.

2.3.1. Religion

This section demonstrates the place and representations of religion as a social formation

within the cues and dialogues of translated children’s playscripts. Thereby aims at
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explaining how history is reconstructed in the eyes of young Turkish generations in the

context of religion.

Translations have the hints of the translators’ styles as well as the original authors’ styles.
Translators, who bring up a tradition of adaptation starting from Tanzimat Theater, prefer
using Islamic daily sayings in the dialogues. Religion has become somewhat impossible to
run away from for the translators in this sense. They apply their cultural and religious
backgrounds to the translation children’s plays. Therefore an automatic sameness with the
characters is provided, especially when the main characters are children, just like the target
audience. However, in both representative playscripts, it is possible to run into the usage of

“Tanrt” and “Allah” as well as “Yarabbi” interchangibly without an ideological aim.

In Little Columbus, “Aman Yarabbi”, “Allah askina”, “Allah seni korusun” (Lorey 1987,
15-28) are used very often within dialogues of the family characters. On the other hand, if
the author and the translator wants to make an emphasis on the Christian entity of the
European history, preference of the secular word “Tanri” for God rises. For instance
Alessandro prefers using word “Tanri” when he wants to convince his friends for God’s
sake over the ship that they are dreaming of: “The cross that’s on the topsail is the sign of
Tanrt to protect this ship.” (Lorey 1987, 7).

Given “Jerusalem” as sacred, it is accepted as the center of the world. “Mukaddes Kudiis
Sehri” (Lorey 1987, 13) is what the common point in religions. The characters go to school
in Italy, where the Catholic Church is located. According to the Church, world is plain like
a plate and Little Columbus rejects this statement and surprises Professor and his friends.
He claims that the world is as round as a turnip. Professor goes mad and asks “Who told

you this?” (Lorey 1987, 14):

Kristof — Noone. | see myself. When if a ship appears in the horizon, at first
its poles, then the observatory tower, then its sails, captain bridge, deck
appears...

Prof. — Aman Allahim. 1t is scientifically prooven that our world is plain. A
brat like you, can dare mooting another theory? Barbucci, what is this boy’s

name?
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Barbucci- Kristof Columbus, my lord. The Weaver Domenico Columbus’

son. He is a magnificent student of mine, indeed. Smart, decent...

Prof.- Teacher Barbucci. | see that impious ideas have spread out. It is your

duty to punish these with severity.
In this cue of Professor, the audience witnesses the antagonism between science and
religion. According to the Professor, the owners of these new ideas are to be perceived as
infidels. They must be condemned for violating the God’s rules and because they are
nonbelievers. Professor defines himself as a beggar for religious innate science and
scientific knowledge: “Me? A beggar of the innate... I mean, a poor subservient for the
innate science... my absence would not transpire. Shall all the infidels be Kkilled...
Whenever | see this dark tower, it puts my mind at ease.” (Lorey 1987, 29) The translator
uses a Turkish idiom to define the feeling of putting his mind at ease: “i¢ime su serpiyor”.
This saying literally means spilling water in my heart. The dark tower indeed represent the
darkness of the Catholicism. Although seeing the heights of the darkness gives a relief to
the professor, the image that his cue draws gives gloom to the audience as a matter of
negativism. Professor defines this change of mind as a betrayal towards himself. He
continues, “that damn guy now found plenty of time to think but he will be found hanging
at the end of a rope soon... stupid... world is round... A betrayal to a wiseman like me...”
(Lorey 1987, 29). This antagonism is won by science in accordance with Turkish
positivism at its peak. So these cues demonstrate the inevitable victory of science against
bigots. By this meansi these messages are contradictory with those conveyed in adults’
playscripts. Rather it seems, adults are getting peace but the symbols of the 1930s
remained the same, congruently with Esra Dicle Basbug’s findings in her exploration in

People’s Houses Theaters (Basbug 2013).

The second children’s playscript with the historical theme, Little Mozart, will be examined
through the religion component. Just like Little Columbus, the translation of Little Mozart
also uses several Islamic sayings without a specific aim or message. In this manner the
audience get the sense that even if the characters are non-Muslim, they are alike and they
are not so different from the target audience in terms of daily language. “Allah razi olsun”
(“May Allah be pleased with you”) (Lorey 1987, 4) , “Allahin bizimle beraber oldugunu
biliyordum.” (I knew Allah was with us”) (Lorey 1987, 4), “Allah 'tan sonra o gelir benim
icin,” (He comes after Allah for me”) (Lorey 1987, 14), “Séziimii tutmazsam Allah belami
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versin.” (May Allah damn me if I do not keep my promise”) (Lorey 1987, 45) “Allahiniza
dua edin.” (Pray for your Allah) (Lorey 1987, 52). The common word is usually “Allah”
even if the dialogue is more about Christianity. However, the translation also uses the
word “Tanrr” interchangibly: “Tanrt aramizda” (Tanr: 1S among us or with us), “Tanrinin
biiyiikliigii” (The almightiness of Tanri) (Lorey 1987, 47). The dialogue involving the
Christian priest indicates to the audience that the main characters are Christian, while the

“otherness” of the main characters is set up on Muslim identity.

The prime example of this is the Turkish-Muslim character Osman, who lives in Europe
but is not particulary proud of his identity and wants to prove that even though he is a
Muslim, he is indeed a good person at heart. According to him, even though the main
characters—including Wolfgang Mozart’s father—are good people they cannot help but be
prejudice toward Turkish-Muslim identity in Europe. He proclaims, “Father Mozart must
forgive me. Osman is not a Christian, he is a Muslim; but a good person.” Furthermore,
while at the home of a sick Wolfgang he says he will pray for the latter’s health because he
is universally important: “Osman has been waiting for him for weeks but the keyboard is
silent. Neither work nor alaturka. This kid must get better, I beg Allah and the prophets”
(Lorey 1987, 34). Instead of welcoming his well-wishing, however, Wolfgang’s father
orders him to leave since it is a Christian home (Lorey 1987, 34). After hearing about the
presumptious approach of the father about Turkish-Muslim identity, the audience or the
readers start expecting to hear an affirmation about their own identity from another main
character. In accordance with this general expectation of “Western perception” regarding
Turkish-Muslim people, this affirmation comes out of Anna’s, Wofgang’s mother’s mouth.
She grumbles to her husband: “(comes in with a tea cup) Leopold don’t be inconsiderate
that much. Our most precious neighbours, the Christians, have not asked about how we
were, not even once. A Turk has come, first of all. Have a seat Osman.” (Lorey 1987, 35).
Osman is the mirror of Turkish identity in translated children’s plays. He represents the
good Muslim, even though he is ignorant he values Mozart’s talent, not because of his

talent but because of human dignity he has.

2.3.2. State

“State” representations in Children’s translation playscripts are not sharp. The state is an

entity and the virtue is only seen through “law”. Other than that, a few data with state
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representations in children’s plays can be considered as silent indicative. It is possible to
deduce that state is not shown in a certain way for the target audience, other than the law
by force (Lorey 1987, 45).

2.3.3. Narrative and National Identity

This section that focuses on narrative and national identity aims at decoding how the self is
constructed in opposition to the other narrative and national identities mutually through the
lens of foreign authors. Thereby, this study explains how Turkish national identity sn the
1950s is constructed in the context of history through the lens of foreign works for the

upcoming generations of Turkish nation.

National and narrative identities that are given in the playscripts tend to create an image of
certain frameworks of certain identities. Although the historical children’s plays have their
spaces in medieval ages, before the emergence of modern national identities they use a
language to make the audience feel that the nation states and national cultures are given

and very old entities. Because the texts use “nation, national” words in historical scenes.

In Little Columbus the children are introduced to the “other”s culture right after the
curtains open in 16th century Italian style living room with a floor looking like a chess
mate (Lorey n.d., 4). Again the hidden cues that are given on the playscript in order to help
the director includes an imaginary Europe, particularly via a woman’s body: “They (the
characters) pull a girl wearing Italian national dress and clamour noisely.” (Lorey n.d., 20)
The little characters of the playscript, from the mouth of Alessandro, the audience hear
something about their —the target audience’s “sameness”. When Tullio and Alessandro
tries to blow up the wall of the cell of Barbucci in the jail, he says he is capable of blowing
up anything he wants, since he got the gun powder from a Turk Pasha: “(He takes out a
pouch and a wick from his pocket) GUNPOWDER!!! | got it from a Turk Pasha years ago.
| can blow up whatever | want. | know this through my own leg. Boom (Giim)... the leg
blew up.” (Lorey n.d., 26). The gunpowder is perceived by the characters as “Turkish
gunpowder” automatically: “After a few minutes we will hear a strong boom. Let’s set the
Turkish gunpowder between the thumb lock.” (Lorey n.d., 27) Meltem Ahiska’s
occidentalism (Ahiska 2003) can have a place to discuss here. Turkey is not considered as
a postcolonial case, shows similar reactions to the “West” and “Westernization” based

modernization movements, as the Orient. Turkey reinforces the dignity of its own identity
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through occidentalism, by conveying that “Turks were progressed enough back then, but

not anymore.”

Another “other” of the playscript Little Columbus is “the African savages”. Alessandro,
Tullio and Alessandro talk about Alessandro’s ruptured leg, and make jokes about it:
“Now, a eanrnen-bal gunpowder, Allah knows, one day you will tell that African savages
cut your leg off.” (Lorey n.d., 27) Even though there is only one sentence related to the
Africans in terms of the “other identity” of the playscript, it is an implication that Jacop
Lorey was affected by the 1930s conflict of Italian invasion in Africa. Thereby not only
the space and scenes make the play historical but some historical connections do.

At the end of the play, the King forgives Columbus and his friends since the information
that he wanted to share was not a new one but a result of the scientific knowledge that
have already been used by the strong naval nations: “Dear ladies and gentilemen! Just like
the other naval nations of Europe, such as, Germany, Belgium, Holland; Spain has also
embraced the theory of world is round. This youth has not told me something new, not at
all!” (Lorey, n.d., 36). Therefore, even in Europe as a continent, there are big countries
who accepted the scientific positivism and later on, some other who are backward had to
accept it too in time.

There is also a hint for having multiple identities in the play that’s performed by the State
Theater. The cues given for the director shows that the directors used classical ballet
performances during the plays (Lorey n.d., 34). These are put onto the stage to introduce
the samples of general classical Western arts, and collaborates with the State Theater’s

translation perspective with the projection of West.

The playscript is more focused on the positive features of the “West”. These positive
features include scientific knowledge and support for exploration. The State Theater
perceives the West as a geographical “other” to be caught up with in a progressive manner.
This way, the translation gives the message of advanced West and backward east (Ahiska
2003; Said 1985). Thus, Turkish nation needs adventurous, curious, questioning and

passionate youth to catch up with the Western progression.

The second play Little Mozart’s space has set up in 18. Century, in which it is possible to
observe the emergence of the national cultures, and the competition between them. The
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recent emergence of the nations and their essential cultural works causes a rivalry among
them. The character Wofgang Mozart clarifies this rivalry and distinction over the cultural
essences of the nations with a cue: “I am an artist... Italians have Italian Music. The French
have French, Turks have Turkish. I will compose my own music.” (Lorey 1987, 12). As
the historical period witnesses the rise of the nations, characters starts classify each other
according to their nations such as: “Alas! The French saw us.” (Lorey 1987, 18), “British
flutist Mister Conson (Johnson) was also like that exactly a few ago.” (Lorey 1987, 26),
“The French ambassador is downstairs” (Lorey 1987, 31), “Real Turkish coffee.” (Lorey
1987, 22). The essence of each nation is valued and perceived as given. Those cultural
differences are the cores of nations as imagined by the State Theater; and this point of
view shows that narodnik nationalism, with Blue Anatolianism (Karacasu 2009), is still

popular in children’s plays.

The plot also helps the audience to set their own identity on the contrary of the European
identity of main characters. Therefore, the children, who are the target audience, see their
place in the new system of nations. “The other” identity of the plot: Muslim-Turkish
Osman, yearningly talks about his homeland. Interestingly enough he has never seen
Turkey in his life as he lived in Salzbourg, runnbut heard a lot about his homeland from
his dad. His dad’s Ottoman past and identity are all he can hold on to: “(While rubbing his
hands) Offf it’s so chilly. 1 am freezing head to toe (“Tepeden tirnaga ¢ivi kesiyorum”,
literally translation of this phrase is “cutting as a nail from head to toe””) Ah, dear Firkiyve
my hometown. My dear Istanbul. My poor dad did not know the death of winter was like
the one here.” (Lorey 1987) No matter how far he is from his homeland Turkey, and no
mater how progressed that country that he is currently living in, he will miss Turkey so
much. The tacit message of longing for the homeland is inevitable when far. So young
generations must know that they would watch for an opportunity to come back to the
homeland. The most beautiful and embracing climate is in Turkey for Turks, as imagined.

He would tell about the days that he used to walk under the sycamore trees. He fought in
the army of Kanuni*® Sultan Siileyman against Vienna. He was the cook of the Pasha. He
was captured and then set free. He opened this coffee shop. As he said, his only fund was
five sacks of coffee. Allah knows where he could get that. Dad is dead, having no mom,

% Kanuni is a nickname for Magnificent Soleiman, having meaning of legal and lawmaker.
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having no wife, ah this Salzbourg is so cold, so much.” (Lorey 1987, 19). Osman not only
likes Mozart because he is gifted but also likes him for reminding him of his homeland by
playing music. Because Mozart uses some hints to define “Turks” and Turkish cultural
essence®”: “He is a little boy; but he works just like a big artist. They are (pieces) so
beautiful that a breeze brings them from their homeland, Turkey. When he starts playing,

the Jannissary drums, clarions, bells tinkle in my ears.” (Lorey 1987, 20)

As a result for Children’s playscripts that holds a significant part of constructing Turkish
national identity while remaking the Turkish history this study demonstrates that future
generations are expected to be adventurous with a scientific perspective. However, they
should also care about their essence and traditions. Yet, the playscripts put an antagonism
between religion and science. Although religion is seen as the glue for sameness, science

will be the principle to catch up with the civilization.

%7 1t is possible to remember Mozart’s Turkish March piece, which is inspired from Ottoman Mehter Band.
This march is also played by Turkish Republic Presidential Symphony Orchestra in certain parades.
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CHAPTER 3

REPRESENTATION OF FAMILY: FAMILY STUCK BETWEEN THE
MODERNISTS AND TRADITIONALISTS

Second step of the nation building process is to define who the nation is. In this chapter, |
will interprete the data that I derive from the State Theater playscripts that mainly focus on
the families. These playscripts put the family, its life style and social transformation into
the core of the playscripts. Clearly identified familial theme, most often find itself
discussing the place of the family for the modern society, transformation in identities with
industrialization and modernization, the inquiry of being both a member of nation and the

family at the same time.

There is a satisfying literature in gender studies which take Turkey as a case and family as
the object of their curiosity as a part of private sphere. One of these studies are made by
Deniz Kandiyoti. Kandiyoti looks at the production within household, the institutional and
ideological bonds of the patriarchal symbolization within the household in Turkish novel
as well as the inadequacy of the identity concept in terms of explaining the gender with
regards to the modernization and nation building projects, by taking Turkey as the case
(Kandiyoti 2013). Kandiyoti discusses the place of the household in Turkey during the
capitalist transformation. She draws attention to the ‘“classical” patriarchal features of
Anatolian villagers” households (Kandiyoti 2013, 57). Though, by pursuing this
transformation through industrialization, she suggests that the patriarchal chains are getting
weaker by the loss of the previous generations’ control over the younger generation.
However, this does not mean that a new form of patriarchy does not arise in the household.
She continues her discussion with the structural bonds of patriarchy with ideology and the
state by comparative methods. She is more concerned about the difference between the
“survived” and the “emancipated”. She discusses the role of the state and the legal system
as well as secularism within the Turkish case. Kandiyoti points out the relationship

between the rights and the emancipation, while addressing the limit that has drawn by the
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state’s ideology and institutions before the women activism. Thereby the state and the
society could maintain their control over women’s sexuality, independent from the role of
Islam in the social life (Kandiyoti, 2013). She sees these interventions, which are family

oriented, as the expansion of the state.

Suad Joseph argues that any imagined public and private boundary leads to a power
relation which encompass gender, ethnic and religious contestations (Joseph 1997). Nation
state is an imaginative initiation to create an homogenous actor which melts indviduals in a
single nation pot. State divides the sphere into two as private and public spheres to
constitute a division of labour which is full of rights and responsibilities. Thereby nation
state works to construct a statehood filled with the loyalty of its citizens (Joseph 1997).
The division between private and public sphere, the border amidst, the responsibilities and
the imagined nature of the citizen, apprehensions of gender and family changes in time and
geography. But one way or another these imaginations help to build “patriarchal
connectivity” (Joseph 1997) in different levels provided by the nation state. Patriarchal
connectivities or patriarchal categories are reproduced in familial involvements (Kandiyoti
2013).

Carol Pateman (Pateman 1989) argues that, social contract theories naturalize “family” as
the basic unit of the society and draws the border between the private and the public®®.
“Most often the boundaries [that are] visualize[d] are imagined by ruling elites trying to
construct political communities.” (Joseph 1997, 77-78) The members of nation face a
distinction between modern civil society that is consituted through the original separation
and opposition between the modern and either public civil World or private as well as
conjugal family sphere, as Pateman argues. Generation by generation, these boundaries are
inherited by texts, narratives, behaviour. Political communities that are imagined and
embodied in this legacy may naturalize the behavioural patterns and the phenomenon of
“family” in nation state. This argument is to demonstrate the link between patriarchal

structures of the establishment of the state and family.

By and large, the patriarchal connectivities are traced in civil codes or constitutions. Yet,

nation state emerges as the main actor to determine the familial relations and the

% This division ends up with the subordination of women by locking women into the private sphere
(Pateman 1989)
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boundaries of familial citizenship (Sirman 2005). State regulates the rules of marriage,
sometimes the number of the kids in a family, even the roles of each member of the family
implicitly or explicitly® *°. And the success of a state is closely related to the level of
consolidation of these regulations in the society as well as the institutionalization of
national identities and subordination or elimination of others (Joseph 1997).

The place of religion has been a serious concern for secular nation states, yet their nation
building projects often competed with the importance of religion for people’s social lives.
Visibility of religion is discussed and the place of religion for the nation in modernizing
projects are explored by many scholars (Cmar 2005, 2008; Najmabadi 1991). Once
secularism was imposed to the public sphere then religion’s place remained in the private

sphere. This assumption is related to the imagined construction of nations. In Turkish case,

¥ In Turkish case, these regulations show up in four articles of the Constitution of the Republic of Turkey
(1982 Constitution of the Republic of Turkey, n.d.) that was accepted in 1982. First article that the state calls
attention to the importance of the family is 12th, under the title of Fundemental Rights and Freedoms:
ARTICLE 12- Everyone possesses inherent fundamental rights and freedoms, which are inviolable and
inalienable.

The fundamental rights and freedoms also comprise the duties and responsibilities of the individual to the
society, his/her family, and other individuals.”(1982 Constitution of the Republic of Turkey n.d., 5). Having
a family is defined as a right, but a citizen must consider that he/she has certain reponsibilities to his/her
family as well as other individuals. So it is the public face of the family. On the other hand, Article 20 locates
the family under the title of Privacy and Private Life: “Everyone has the right to demand respect for his/her
private and family life. Privacy of private or family life shall not be violated. (Sentence repealed on May 3,
2001; Act No. 4709) (1982 Constitution of the Republic of Turkey n.d., 9). This indicates that Turkish
Republic and nation state, defines family’s place as the private sphere, in congruence with Carol Pateman’s
argument. Also, the constitution sees the family as the basic unit of the society, and nationalize this society
by calling it “Turkish”: “(Paragraph added on October 3, 2001; Act No. 4709) Family is the foundation of
the Turkish society and based on the equality between the spouses. The State shall take the necessary
measures and establish the necessary organization to protect peace and welfare of the family, especially
mother and children, and to ensure the instruction of family planning and its practice.” Interestingly though,
this article regulates social and economic rights and reponsibilities. Therefore, family is not only the social
basic unit of Turkish nation but also it is an economic unit with labor patterns. Furthermore, the kids, who
are the future generations of the nation are under the state protection: “(Paragraph added on September 12,
2010; Act No. 5982) The State shall take measures for the protection of the children against all kinds of
abuse and violence.” (1982 Constitution of the Republic of Turkey n.d., 19). Finally, the constitution also
pays attention to those who work abroad and looks aout for the younger representatives of Turkish nation
outside the borders with the article 62: “The State shall take the necessary measures to ensure family unity,
the education of the children, the cultural needs, and the social security of Turkish citizens working abroad,
and to safeguard their ties with the home country and to help them on their return home.” (1982 Constitution
of the Republic of Turkey n.d., 28).

“% 1f one traces back to the Constitution of the Republic of Turkey that was accepted by the Grand National
Assembly in 1924, could see that the only provision with regards to “family” is the ban of the privilidges
between families. This can only be explained by the deploy of the ancien regime and the Ottoman dynasty.
The civil rights were regulated in detail with the Swiss Civic Code that was inured in 1926. Public and
private sphere division was rather clean because of the social patterns, without any needs for regulation
except Mecelle which is the first civic code based upon Islamic rule during the first modernization
movements in Ottoman Empire.(C. O. Karahasanoglu n.d.).Yet the new civic code, that was translated from
Swiss Code brought the obligation of having an official/civil marriage, monogamy, right for work for women
in any occupation, and equality before the law.
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While giving an historical background in her study about the rise of Islam in current
politics, Yesim Arat points out to the power of political legitimization of the patriarchal
rule of Ottoman dynasty (Arat 2004). Turkish identity could never let Islamic symbols let
go away from the nation state despite the strict secularist applications. Rather, even the
secular “founding fathers” of the Republic, tried to set control over religion, its content and
its declamation over the nation-state’s shrunk borders because of Islam’s universalistic
claims. However, the allegience to the state has changed and replaced Islam with “nation”

(Arat 2004).

Above, | explained how family helps reproducing and making the national identity
discourse with patriarchal catergories a legacy. Families inherit their identities to the future
generations by the help of oral or written narratives. In these narratives the family works as
a center of manufacturing the discursive construction of “us” and “them”. Furthermore, as
the national responsibilities are looked out for by the constitution that leads to statehood,
“the self” becomes reproduced in the national identity level as well. Family shows up as
the basic unit to transform subnational social transformations into national loyalty.
Therefore, the private sphere prepares the member of the nation to the public sphere,
where the nation states invests in to commemorate the national symbols (S. Roy 2006).

This study will test whether this imagination is reproduced in the 1950s within family
boundaries. The playscripts under family theme also reflect the personal imaginary world
of both the playwrights and translators. Thereby, it contributes to the knowledge on the
place of religion in Turkish nation building Project in the 1950s.

In the light of these discussions this chapter will seek for the imaginations of the family in
relationship with the nation-state, to unravel the patriarchal connectivities with religion to
attest the place of Islam for Turkish family image. Then, the representations and
perceptions of state within family construction will be searched by taking the gendered
family division of labour in reproducing the national identity building discourse. When the
playscripts scanned, the body of the nation becomes traceable through the family theme.
The family theme shows up in the playscripts that usually have common spaces as a family

house, with its members in it.
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3.1. Family Playscripts of the Local Playwrights

This section looks up at the representations, the borders of the private-public sphere drawn
by the national identity building process in the 1950s. The way the local playwrights
imagine Turkish family, and give how body, who the Turkish case is designed.

In this respect, this section examines, Eski Sarki by Resat Nuri Giintekin (nd), Branda Bezi
by Nazim Kursunlu (1952), Akif Bey by Namik Kemal (nd), Finten by Abdiilhak Hamid
(nd.), Bu Gece Baska Gece by Resat Nuri Giintekin (nd), Tablodaki Adam by Cevat Fehmi
Baskut (1972), Harputta Bir Amerikali (An American in Harput) by Cevat Fehmi Bagkut,
Cemberler (The Circles) by Cetin Altan (1964)are taken into consideration in this section.
These authors were popular for their contributions to the repertoire of State Theater.

The common features of these playscripts are their spaces mainly. The spaces of the
playscripts are the houses of households in which the families live in all together, except
Resat Nuri Giintekin’s Eski Sarki whose space is an abondoned hotel. These families
usually reflect the middle class or upper middle class family life, who are in a livelihood

struggle one way or another.

Eski Sarki by Resat Nuri Giintekin (nd), tells a story about an immigrant family which
starts to run an abondoned port hotel when they first moved to the island from Crete
Island. The story takes place on an island on the South coast of Anatolia. The family
brings their religio cultural world and nationalistic feelings against the invaders there. The
characters are Babaefendi, who is an immigrant from Crete Island; Deli (Mad) Zehra,
Babaefendi’s daughter in-law; Hacer, Babaefendi’s youngest daughter, Miiserref and
Ahmetcik, grandchildren of Babaefendi; Kaptan (The Captain), who is from Blacksea
Region; Gendermerie, who is old and in worn out outfits; Kaymakam (the District
Governor), in huntsman outfits, in his mid 40s, having a smart, nice, energetic face. The
story tells about the love between two different cultures; the Western culture and Anatolian
culture. The relationships of the characters reflect the tension and their indispensibility to
each other. The study takes 1971 edition of the playscript with a preamble by both the
playwright Resat Nuri Giintekin and Siileyman Demirel, the prime minister*'. The copies

“! Siileyman Demirel, speaking on the publication of the series “1000 Basic Pieces” by National Educational
Ministry, mentions, “The old Turkish authors’ works will be launched after being simplified for the new
generations to comprehend, the Western culture’s pieces will be translated and published... Beyond taking
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in the State Theater archives typings are lost and a previous publication is not available
neither in National Library nor in booksellers. The State Theater uses 1971 version, and
claims that this edition is loyal to the previous typings in the archives, as it is mentioned in

the preface. Thereby this study relies on that statement.

Branda Bezi by Nazim Kursunlu (1952), tells a middle class family story, trying to hold
onto life with their future expectations. Middle class life is reflected through the
relationship between tenant-owner. Life of a Turkish family in a city confronts with the
degenerated modern life that is full of fraud. Abdullah Efendi, the owner of the apartment
represents this degenerated life, as the bad character of the play. Osman and his family
attempt to buy their own apartment when Abdullah Efendi forces them out and offers his
land to sell. Osman prefers buying an isolated land instead of Abdullah Efendi’s place and
set the base right away. During a storm he rushes to the base to protect the materials and
asks for a piece of canvas from Abdullah Efendi. Abdullah Efendi lends a worn out piece,
intentionally. However, Osman can’t make it to the land in the storm and witnesses the
streak of lightning that demolishes Abdullah Efendi’s wall and his dead body under it
while he was trying to get the canvas back from Osman. The canvas becomes his shroud,
where the author gives what the bad character deserves in the play. The playscript was put
onto the stage in 1952 by the State Theater and it is the critic of transforming culture of

enrichment.

Akif Bey was written by Namik Kemal (nd) in 1874 and it was adaptated by Resat Nuri
Giintekin for theater. As mentioned in the preface of the playscript, the State Theater acted
the playscript with Resat Nuri Giintekin’s adaptation in 1955. The playscript is a clear
example of Tanzimat Theater for its being romantic, while carrying fears of excessive
modernization. The story develops around the main character Akif Bey, who is a former
soldier, married to Dilruba. Dilruba is a morally weak woman who envies the Western

lifestyle, would marry to another man while Akif Bey is away at the fronts. When Akif

the case of national education into account as a schools case, we embrace the approach of a state for the
education of a citizen in all aspects, just like all the Western countries do. This education ushers a great
scope and meaning to leave it to the private publication companies’ potential... The basic books that should
be picked carefully in terms of the values that we want to have country’s intellectual life, aims at developing
Turkish youth’s talents and constituting a library that our all citizens benefit.” (Glintekin, nd). This statement
involves many cues on indoctrination of a certain high culture embodied in Turkish youth identity, as well as
using state’s apparatuses while making this real. However, this preface was written in 1971 edition of the
screenplay. Therefore, this study does not take this preface into account.
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Bey comes back in town, he divorces Dilruba, fights with her current husband. The story
ends up with the murder of Dilruba by her father. The immoral behaviour of the women
characters in Namik Kemal’s theaters, his definition of morality in the body of women and
Western values are striking. The death of three main characters at the end of the playscript
reinforces the dramatic style of the author.

Finten was written by Abdiilhak Hamid Tarhan (nd.) in London during his service as a
diplomate between 1886- 1887. The publication of the text was not allowed in autocratic
period under Abdiilhamit II until it was first published as a whole in 1917. Abdiilhak
Hamid is an important author for his period because of his diplomatic and bureaucratic
background in London. This playscript is distinguished by its Western style amongst the
author’s other pieces. In the play, the main character Finten is an eager and wealthy
character who wants to be a part of high society in London. She tries to find a way to get
marry to a noble and uses her lover, Davalaciro. The playscript was acted by the State
Theater actors and actresses in 1956-1957 season. This playscript that was borrowed by
the State Theater from early 20th century can be considered as a cutback. This playscript is
also important for reflecting the lifestyles, identities and the perception of civilization of
the people who come from colonial World. Sevim Kebeli (2007), claims that it is possible
to find Abdiilhak Hamid’s opinions on the arrogance of the British nation in the preface of
the text. Although the text from the State Theater archives does not include this preface,
the playscript possibly be assessed as an interpretive piece on how an Ottoman bureaucrate
perceives Britain and West in general (Kebeli, 2007).

Bu Gece Baska Gece is a comedy written by Resat Nuri Giintekin (nd) and was staged in
the season of 1956-1957 by the State Theater. The story tells the moods of a couple that
are in a prearranged marriage for twenty years. Resat Nuri’s general approach for
perception of modernization emphasizes his critical view on modernizations usually in the
spaces of the playscripts. He despises the decoration of the family’s house by saying “so-
called modernized”. “An old house’s so called modernized and disharmonious buffet,
chairs, two couches, and some other trumped up furnishings and an equipped downstairs
sofa in Langa”. Therefore, the play is picked as representative for its reflection of the Eas-
West antagonism in Turkish national identity building.
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Tablodaki Adam by Cevat Fehmi Bagkut (1972) staged in 1958-1959 season. The main
character, a rich man, wants to take shelter under nature and natural values, to revert to his
honest and moral essence, tries to run away from the degeneration and the hypocracy of
the modern society. This rich man runs away from interdiction and comes his own place as
a thief, changes places with the pasha portrait on the wall. He watches his family and the
pasha when the pasha gets involved with his life. He convinces the pasha on the portrait

for how his behavior is legitimate when he is in his place.

Harput'ta Bir Amerikali basicly criticises the admiration towards foreign cultures,
countries and specifically draws attention to the admiration for America in 1950s. The
playscript is written by Cevat Fehmi Bagkut who has many playscripts in the repertory and
be counted as popular for this reason. The main story develops on an immigrant in the
United States who migrates from Harput (Elazig) and becomes rich after moving to the
States. The main character searches for his real brother in Istanbul in order to use him in
his company's advertisement and the events unfold in this frame. The playscript was put

onto the stage during 1955-1956 season.

Cemberler by Cetin Altan draws attention to the degenerated individual and family life
remarking the shift of the location of the admiration to the West from Europe to America.
The transformation of the lifestyles in Turkey is reflected by the disengagement of the
family members. Every individual is trying to run away from the lives that they are in one
way or other, but the invisible circles around them keeps them trapped. What they are
trying to run away from the old school traditions, patriarchy in the family which is visible

by the father’s authority.

All these plays have certain intersection points other than their spaces. They are all about
family and household relations, but in a broader sense they reflect a confusion of how to
form a family with changing positions of women as well as changing values and lifestyles
evident by modernization and Westernization. These playscripts will be examined in the

context of religion, state and narrative and national identity.

3.1.1. Religion

In this chapter, religion as one of the most significant complement of a self-identification

will be searched through family theme related playscripts. As mentioned before, Eski Sark:
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by Resat Nuri Gilintekin (Giintekin 1971), Branda Bezi by Nazim Kursunlu (Kursunlu
1952), Akif Bey by Namik Kemal (Kemal 1967), Finten by Abdiilhak Hamid (Hamid n.d.)
, Bu Gece Baska Gece by Resat Nuri Giintekin(Giintekin n.d.), Tablodaki Adam (Baskut
1972b), Harput 'ta Bir Amerikali (Baskut 1972a) by Cevat Fehmi Baskut, Cemberler(Altan
1964) by Cetin Altan will be interpreted through religion in order to reveal the relationship
between the religion and identity in the context of national identity building process.
Thereby this study mentions the place of the religion in the context of Turkish family
whose image is stuck between being Eastern and Western, in Turkish nation building
process in the 1950s.

Even though if secularism became valid both in public sphere and field of the nation state
which tried to alter the role of the religion with nation in order to mobilize the masses in
Turkish modernization (Cinar 2005); the religion has never lost its room in the peoples’
lives (Mitchell 2006). Religion has remained as an important component of the collective
and individual identities. The peoples and the individuals may define themselves by their
race, religion, region or nation; however even if they are nonbelievers, their perception of
religion or the place of the religious systems has a place in their lives. Their attitudes and
the meanings that they attribute a religion determines the significance of the religion in
defining oneself. And the stance towards religion or religious practices are first taught in
families. After the division of public and private spheres by modernization; family remains
in private. Even though religion has not lost its place in language it was tried to made
invisible in public space. This study gives place to the religion related codings throughout

four playscripts that are examined, and their interpretations.

When Eski Sark: is first examined, the characters’ usage of Islamic phrases in the
dialogues strikes the audience such as “May Allah damn you” in Turkish original: “Allah
belanizi versin” (God damn you all), “Vallahi” (means “for sure, I swear” in English)
throughout the text. These cues indicate how Islamic values are intrinsic in daily lives of
the characters. Aside of these daily usage, the perception of religion is also embodied in
the district governor’s personality who represents the state on the island. He is assigned on
the island to make citizens’ responsibilities fullfilled, such as collecting the taxes from the
old dwellers of the island. He emphasizes the poverty of the island while he also talks
about the beauties of Anatolia. While the chracter Yusuf and the district governor chats

about how the people of the island could raise the future generations we see the author
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pitying on the poverty of the country. The district governor uses the religious phrase
“Amin” to mock the belief of Yusuf who believes that sound faith can solve any problem

and helps overcoming obstacles (Giintekin n.d., 19):

The district Governer: - Good. But how will we raise them? [future generations]

Yusuf: - (thoughtful) Well, that’s the case... But, is that also not the case for the
rest of the country?

The district Governer: - May be. But | have no tools other than my two hands.
(laughing) Even that is not so, because one of them is crippled.

Yusuf: - May it be enough, if someone has got a sound faith...
The district Governer: - (mockingly) Amen.

Basicly, the representative of the state doesn’t think that religion solve it all. But still he
feels like he has to accept its place. Because he gave his hand and youth for the common

good fort his country.

The district governor seems a bit broken hearted for not being remembered by the dwellers
of the island despite his efforts for the island’s insfrastructural developments and his fight
for the country in Balkan War, then in Iraq, Battle of Dardanelles and Syrian fronts as well
as the Independence War. After his assignment in the east of Anatolia, for the sake of the
country. However the playwright asks for an appreciation from the audience for this

character’s virtuous personality, by giving Yusuf a cue (Giintekin n.d., 129);

Yusuf: - (by stroking his- The district governor’s- crippled hand) What has this
hand not done? (demonstrating the maps, papers) Even these village plans, these
maps for the mines and the roads are enough.

Although place of religion seems irreconcilable, Eski Sarki must be valued because it is the
one and only play in which the characters talk about the place of the religion in their lives.

They chat about their memories related to their prayers, deeds, sins and rituals:

Light Keeper: - ... the friends pushed me to drink some raki*’. Then we got back to
the boat, the horn for the pray hits, those son of a bitch went for praying drunk. The

sergeant asked me why I was not going to the pray. I told him that I wouldn’t come

#2 Rak1: Turkish alcoholic beverage.
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into Allah’s presence with this sin; he took me to the duty officer; they got me

bastinado like school kids and then one week prison. (Noisy laughter)

The language of Branda Bezi written by Nazim Kursunlu intrinsicly and culturally, refers
to the Islamic phrases in daily routine. However, the author reflects the hypocracy of the
characters, especially through Abdullah who is religious but swindler at the same time.
Namik Kemal uses religious daily phrases as well in Akif Bey, with a slight difference. He
overlaps the wish of being martyr for the homeland with Islamic emphasis romantically
with Ottomanism. The religion, the sameness through Islamic elements and romanticism
are intermingled. Abdulhak Hamid (1852-1937), who spent most of his life in Europe as a
diplomat of Ottoman Empire, wrote Finten in London. This play has many representations
regarding religion with the use of daily religious phrases. The interesting point in this
usage is, his characters are mainly have origins from European countries. He adapts the
language of the characters to his linguistic world, though the play has many common

points with Shakespeare’s writings (Kebeli 2007).

Resat Nuri Glintekin draws a space with a “so called modernized house” in Bu Gece Baska
Gece (Giintekin n.d., 2). Aside of the usage of daily Islamic phrases, he prefers putting
modernization against tradition, assuming the modernization has gotten wrong by the
people. The same interpretation is also valid for Tablodaki Adam of Cevat Fehmi Baskut
with an important difference. In this play, the script is very Western typed as well as its
main theme. The characters are family members having Westernized life style, which the
authors perceive it as modernization. On the other hand, they have clear phrases
referencing Islam, as they pray, believe in Allah, and they culturally inherit religion in the
family: “Did your mom not teach you anything? Fear of Allah and pangs of conscience?
Did she not take care of you ever?” (Baskut 1972, 64). It is striking that women’s
responsibility in the family is to teach religion, inherit the traditional values. If she doesn’t
do it, she fails to do her primary responsibility in a family, in nation: to take care of

children, who are the future of nation.

This is valid for Cemberler and Harput'ta Bir Amerikali as well, yet the representation of
the hoca® at the mektep* with turban in Harput'ta Bir Amerikal: is remarkable. The

*3 Hoca. Means both imam and teacher.
* Mektep. School in old Turkish
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teacher who represents another world before the Republic and is responsible for religious
education of the children is pictured as a drubber: "My hoca in my first mektep was so
thirsty to paddle me, there is something in me that seduces the drubbers." (Baskut n.d., 70).
Normalizing and making this memory something to laugh on puts a distance between the
periods. This generation is old enough to remember how they were paddled by religious
teachers, imams. New stance towards religion is to leave it to the mothers in the family, in

private sphere by withdrawing it from public sphere.

Religion perceptions of the local playwrights in constructing Turkish national identity
basicly includes accepting the existence of Islam as a social formation in the 1950s.
Religion is a cultural glue that’s inherited through family, taught in the private sphere.
However religion and modernization of the Turkish family is reflected on a contrast since
modernization would be something for the public sphere whereas religion, tradition must
be in the private sphere. Therefore family is constructed as the basic unit of Turkish nation
that’s caught in the middle of being as religious, traditionas amd Western as modern and

secular.

3.1.2. State

Under this section, the relationship between the state and the citizen in the family unit of
the nation will be examined as an important complement of an identity for being a
determinant for the self settlement of the citizens before the state, in national identity
building process. Through the deconstruction, the study connects the cues on the
institutionalization of the national identity building process by analysing the
conceptualization of “the state” in the playscripts of the local authors. Nation building
projects tend to count on traditions as the legacy resources of nation and cultural renewal.
These real or invented traditions are generally patriarchal and strictly involved with the
relation between nationalism and masculinity (Nagel 1998) and become visible through the
body of the nation: family. The reflection of the nation on family, perceives people within
this relation.

The perception and the role of the state while defining the self, the sameness and the
otherness is also an important component for the construction of an identity. The
indoctrination of the identity through the tools of the state becomes visible through its

relationship between people and state’s institutions. Nations are attributed some of the
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state’s features such as legal rights and duties of the nation’s members, as Montserrat
Guibernau (2004) argues. Therefore the state and nation are not to be separated in the

modern national identity construction. .

Old generation is ready to embrace new power relations in the same framework with what
it believed in pre-republican perid. Thereby, old grandfather becomes the most passionate
member of the family to greet “the state power” like he greets the caliphate or sultan in
Eski Sarki. One can anticipate a sarcasm in Gilintekin’s play with regards to the power of
the political leaders. The main character Babaefendi of Eski Sarki, who once fought with
Colonel Vaso as a guerilla in Crete before leaving, still sees the district governor as the
messenger of the caliphate, and sees the state as an apparatus which smartens its citizens
up by beating legitimately. Also the state is worshipped by religious elements: “If our
elders don’t beat up, how will this huge mother country will make progress?..The district
governor means the prophet Omar of the island... He is the deputy of the Sultan.” This also
shows that the old generation lives in the young Republic has still a perception of
contunuity from Ottoman Empire (Giintekin, n.d., 16). The country is pictured as mother
where the state is pictured with patriarchal codes. The feeling admiration continues
towards the colonels: “...The Colonel Omar, whom Yusuf Bey worships as if he was
Allah...” (Glintekin, n.d., 30). There is another dialogue that Giintekin wants to reflect the
differentiated perception towards of the new state and the young republic and its new
order: “...By coincidence, Atatiirk visits Antalya. The crowd awaits to see him. Babaefendi
holds a seat at the forefront with his oldster beard, starts to applause. However what would
you like to hear from him? He yells, ‘Long live my Sultan!” (Giintekin n.d., 16). As we
usually see in Gilintekin’s texts, he criticises one man power in this playscript. He also
criticises the hypocracy of the administrative elites by the help of the character The
District Governor. He touches the relationship between modernization process and the
headscarf issue as well as young age marriages by the bureaucrate’s permission (Glintekin
n.d., 59). Thereby as an exceptional playscript Eski Sark: criticizes the unsuccessfull

transformation of the cultural attitude of Kemalism.

Yet the force of law is reinforced in general moods of the plays. For instance it is
represented by the legitimate use of force. Also, the middle class family in Branda Bezi

playscript, has a sound belief in state of law: “There is law, undoubtedly, law!” says
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Osman (Kursunlu 1952, 18), while he admits that he believes in justice soundly against the

fraud.

Namik Kemal's Akif Bey, has several data in the context of patriarchy which sees the state
above all, "May Allah keep our state away from harm™ (Kemal n.d., 20). The sameness
over the state is visible for the muslim society. There are personifications of the state, as if
it is hierarchically above of every subject in the Empire. Powerful state is an object for the
subject and their efforts. "That way, there will be no harm given to the empire..." (Kemal
n.d., 6).

The perception of the state becomes visible particularly in Harput'ta Bir Amerikali. The
playscript has some intersections of national identity, state and religion codings on the
unification of the state and the nation under the protection of Allah. But the main bulk is
on the unification of the nation and the state and the individuals' sacrifiable happiness for
the common good of the nation and the state. The state is embodied in the body of a police
commisioner, Komiser. Komiser knows the best for the citizens, he can even beat a thief
suspect for the good of the state and the nation, like a patriarch like a father: "Did | beat
him for my own pleasure? | beat him for the good of the nation and the state. | beat him to
make the things go well for the nation and the state. But look how | am treated. Ingrateful
we are, ingrateful..." (Baskut 1972, 24). Although the power of the state is praised, the
space of the play which takes place in an administrative office of the municipality reflects
the misery of the service. Everything looks like forgotten and poor. However, despite these
conditions of the office, the appearance of the old mayor at the Office, is perceived as cute
by the author and complements the look of the office and the need for service of the
Anatolia. The state is portrayed as the unifying entity of the national identity, state and

religion.

As a section result, the state and its representative institutions are perceived as the units of
a patriarchal power. This power expects the citizens and families to sacrifice their interests
and themselves for the common good of the nation or the state’s interests. This is a very
republican view of citizen role in this context. Although there is not an explicit phrase for
“the other” identity of the state, it has insider traitors who breaks the peace of the society

down for being thieves, for not being “good” citizens inadequately.
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3.1.3. Narrative and National Identity

In this section of narrative and national identity under family theme reveals the sameness
and differences that are attributed by the State Theater to the Turkish national identity in
the 1950s. While doing this the borders of private- public sphere and the oscillation
between the Eastern/tradition and Western/modern will also be observed.

Nation building projects aim at having a certain type of society and a citizen for the nation
state. These projects may not only reflect the responsibilities of a society, which is called
nation, but also tries to set the features of an identity that are fisrt thaught in families. The
identity that was drawn by a national identity building project includes more than one,
sometimes contradictory or conflictive identity features at a time, and reflect multiple
identities. In Turkish national identity building case, deconstruction of the indoctrination
reveals the oscillation of the national identity between being Eastern and Western. This
oscillation causes a paradox as well as a tension between multiple identities in a single
body. One can question the division of public/private spheres but it must also be evaluated
what is reproduced in terms of identity within private sphere: so in family. These
conceptualizations provide a brief understanding the character of the identity of the nation
during the institutionalization and indoctrination of the national identity. Additionally, this
effort unravels that multiple nation building projects and lack of a consistent national
identity perception. Thus, analysing narrative and national identity discourses by defining
“us” and “them” will help providing a map for deconstruction of the overall identity

building.

The examination of the narrative and national identity discourse in the content defines both
the individual and collective identities in terms of premodern or modern identities. “Us”
and “them” of the content gains importance where the modern nation conceptionalization
also is related to the territory of the nation, the members of the nation and how old is the
nation. This chapter probes the national and narrative identity cues within family theme,
considering the roles of the characters in a family, their responsibilities and good and bad

manners that are attributed to them.

Resat Nuri Giintekin is an author who aims at reflecting the local lifestyle, including
important national events. He is usually considered as one of the prominents the country

literary movement together with Ahmet Kutsi Tecer. In Eski Sark:, narrative identity could
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be analysed through the different life styles and the different perceptions of the freedom
between the village life and the city life. The villages are full of illiterate people, according
to the text which are waiting for an illumination and service from the state. The villager
character is sympathetic and he is thankful for the ability for reaching the health services
through Yusuf: “May Allah bless you... Open your eyes and see, there is a godsend here,
he writes a note to the head of the hospital, don’t feel afraid anymore...”, “There are lots of
uneducated people in our hometown, they make her believe that she might have been
killed at the hospital...” (Giintekin 1971, 217). The feeling of backwardness over the
“essence” of villagers point out attention. Essence of Turkish nation lies in village life and
is very good in heart, but needs to be illuminated and cared by the officials. The woman
character Ziileyha in the play sees the influential elders in the village as feudals’
grandchildren. And feels superior to Ayse as having a modern and Westernized lifestyle:
“...Ayse, how Anatolia made you this Eastern (like lecturing)...” (Glintekin 1971,154).
However, the audience faces Giintekin’s sarcasm again. He doesn’t glorify this woman

image rather want to tell how Westernization is embodied in women’s presence wrongly.

In the text overall, Turkish language as perceived is the standard and common
communicative apparatus for the members of the homeland, even though the characters
may have different dialects: “Do you not understand Turkish!?”(Giintekin 1971, 13). “Do
they not understand Turkish bre, T am gonna be crazy!” (Giintekin 1971, 22). These
different dialects are seen as the treasure of Anatolia, however everyone indeed is expected
to understand the dialect of Istanbul. “bre”, written by italics is an emphasis on the
difference of the characters. Yet he must be non-muslim as it is acknowledged from his
different dialect. Minority issue has been a big debate even after the population exchange;
yet they have Turkish origins, Turkish speakers, and they are welcomed. To speak on
sameness through Eski Sarki, Glintekin feels sameness for a generation rather than a
specific ethnicity. The characters share their memories on wars or migrations and find
common features in those memories even though they were experienced in different
continents. Wars and the migrations construct the history full of shared emotions and
memories and becomes a selecte memory for a national feeling of sameness (Giintekin
1971, 20):
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The District Governor: - ... When | made it to the Balkans [war] | was in the last
year of high school, then Dardanelles, then Sarikamis, then Iraq, Syria. And then,

War of Independence... After all, provincial directory for four years in the East.

Yusuf : - Well, [as if] you tell about my history except Balkans and East

experience.

The District Governer: - It is not yours or mine my sir, it is history of our

generation, (with having a sigh), that’s life, it’s inevitable.

Nazim Kursunlu’s Branda Bezi play is also about an immigrant family, who set their
common memories on war, and embraced a never seen homeland under the symbol of a
flag. Previous generation who witnessed the immigration and the war, transfer their
family’s stories to the next generation. However, that day’s generation has a different
problem with a link with the previous generation: making a livelihood in a city as a middle
class family which has no inheritance but their memories, struggles and hopes.

Namik Kemal’s Akif Bey is a clean example of Tanzimat Theater. The playscript has
romantic features, including romanticism over nationalistic feelings. Akif Bey is a navy
officer whose aim of life is to be a martyr for his homeland. Even if this is not a classical
family theme playscript, it is to be evaluated under family theme, since the story is all
about moral values of a family and the space is family houses. Sameness of the characters
rely on blood, hometown, flag and national values including Islam. The character's
homeland is the land which Ottoman Empire draws the borders, the glorious flag is the
Empire's flag where the religion is undoubtedly Islam. There are two silent others: one of
them is the barkeeper, that we understand that he is Christian by his crossing himself, but
there is no sign for the characters perceive him as “the other” with a certain emphasis on
differences. The second other is again Western world called “firengistan™®. Congruent
with the features of Tanzimat Theater, gender is another identity in the space as the other.
Gender based antagonisms is also reflected by being Yezidi or being from “firengistan”:
“The Yezidi dame, what has she done to this brave!..Evil with an angel face, it is even hard
to find one like this not only in West but also in hell!” (Kemal 1967, 7). There is also a
side note for the director of the play from Resat Nuri Giintekin, who re-adaptated the play:

*® Firengistan. Frank and istan. The country of Franks, French, the European.
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“I was hesitant for changing the original a la turca music. However, instead | prefer...
Black Sea region’s local music with kemenge or better than that (in order to reinforce the
efect of disaster or terror) or Asiatic composition written by modern rules for caucasian
instruments... This will be more influential since the council is Georgian.” (Kemal 1967,
46). This hint gives clues on Eastern identity that was built as opposed to the modern and
the Western identity. But still by promoting modern musical rules, Giintekin tries to
combine castern identity with West’s goods such as artistic values, where he perceives
modernity overall as a Western Project to be understood well and applied carefully without

abondoning “our own essence.”

The conqueror of the lands of the empire are the ancestors in Akif Bey. The characters set
the link between the generations through fathers and grandfathers: "...(While pointing the
far away) If our dads who conquered these lands, would have seen you, 'He is not one of
us' they'd say..." (Kemal 1967, 6) "...Without wishing to boast, but I am really coming
from those fathers' blood." The characters measure the favorableness of a subject by his
contribution to the homeland or society (Kemal 1967, 43). They also respect Akif Bey, the
main character who is a member of army, for being so virtuous when it comes to the
homeland and state (Kemal 1967, 54). Blood, national pride, virtue are inherited in a

paternal chain. Homelan, family, nation are the manly concepts.

Finten of Abdiilhak Hamid is an atypical playscript in many ways. It is not only important
because it was written by a bureacrate of Ottoman Empire based upon his observations of
the European life style but also because he writes the playscript down as if he is a part of
that life style. The colonialism is a given condition and the otherhood of the Europe is
reflected as the members of the colonial World (Kebeli 2007): “...The wildest hindu sint
monsters!” (Kemal 1967, 36), “...a Canadian thug sits in front of us...” (Kemal 1967, 50).

Although Resat Nuri Giintekin is critical about wrong comprehension of modernization, he
also criticises the traditions in Bu Gece Baska Gece; such as prearranged marriages. The
playscript has dialogues about the Republic, state and the reforms with a perspective that
tries to combine traditional values and the reforms. The main character Haydar wins an
important international scientific award; however he is not happy in his prearranged
marriage. Although he is a character, who was raised in a modern educational system, he

cannot abondon his traditional values including rude behaviour. He basicly demonstrates
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the wrong comprehension and implementations of an ideal of East-West synthesis that
Ziya Gokalp suggests. The author is supportive of the reforms more or less, but he
basically tries to demonstrate the reflections and perceptions of the nation building process

starting from the script and language policies among people (Giintekin n.d., 49):

HAYDAR: Good. Do you have enough time? | have a book to have it
typed, urgently.

TYPIST : (with the same suspect all the time.) 1 will do my best, sir.
HAYDAR: But it is in old Turkish.

TYPIST :I’ve heard, sir.

HAYDAR: So you know old Turkish?

TYPIST : Quite a lot, sir.

HAYDAR: The young ones don’t know the old script.

TYPIST : (with a tenous smile on her face) I am not one of those young,

SIT.

Cemberler by Cetin Altan draws attention to the degenerated individual and family life
remarking the shift of the location of the admiration to the West from Europe to America.
The transformation of the lifestyles in Turkey is reflected by the disengagement of the
family members. Every individual is trying to run away from the lives that they are in one
way or other, but the invisible circles around them keeps them trapped. In Cemberler
playscript, the perception of West shifts to America from Europe as well as the admiration.
The characters are tend to feel admiration to the American companies and see the way of
growing into a man requires learning English: "No way for you to grow into a man! Would
you not have gotten a job by the Americans? Learn English?!" (Altan n.d., 6). However,
Europe doesn't loose its admirable place. Nejat, one of the characters says, "This time, they
will present me as the chair of the society... They say they need someone who got
European culture, who saw Europe, executed this work; there is no stronger candidate than

me." (Altan n.d., 13) and he uses French words such as "bonjur™ (bonjour).

Narrative and national identities rely on the direct definitions of the sameness and the
difference. Additionally, narrative discourse to define “us” and “them” may have patriotic
values, historically before the embrace of the modern definition of a nation, and national

homeland as well as the nation’s members as citizens. The individuals and the peoples may
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have patriotic emotions towards where they live or in which society they live. However
these emotions can not be a direct signifier of national consciousness, but may help a
reinvention of the traditions to serve national identity building. Multiple identities in a
single national identity with contradictions under narrative and national identity reflects
how the nation building process is perceived by the playwrights through characters and

their dialogues.

The attitude towards Westernization through the family in Turkish nation emerges with an
indecisive swing. Westernization becomes visible in the lifestyle of the family; in private
space as it was not appreciated. The Westernization that gets into the decoration of the
houses as well as lifestyles becomes visible according to the family theme playscripts.
Modernization is perceived as Westernization where the West is Europe predominantly.
The Westernization in the family bonds causes an anxiety of excessive and misunderstood
Westernization. These plays usually use woman characters as well as the ones who are
trying to run away from the patriarchal structure of the Turkish family to tell this case.
Modernization is again perceived as a progressive process in which Turkish people are late
to embrace. The feeling of backwardness is more attributed to the traditions that were
invalidated and affect the Turkish family life as the base of the social structure. So the
local authors are trying to validate a true modernization by not letting the essence of the
nation fade away, while sorting out the outdated traditions. State and the law are above all.
Although language remains as the core of all of reforms during national identity building
process, the local authors such as Resat Nuri Giintekin prefers evoking the disconnection
between the generations which was caused by the alphabet reform. The sameness of the
playscripts relies on Muslimhood especially in the private sphere. The religion is used as a
reference for the true way of having a lifestyle. The narrative sameness of the plays is a
specific generation rather than an ethnic composition. This generation is the one which
started a modernization process and included the founder generation of the Republic.
Therefore, the differences between the generations come along with a generation based
narrative sameness. The timeline of the family theme playscripts gives us a clue about the
changing grenade of the Westernization. Until the play Cemberler that’s been put onto the
stage in 1957-1958 season, the meaning of Westernization relies on the European, more
specifically French bourgouise lifestyle, however, Cetin Altan draws an intermingled

perception of Westernization which includes European life style as well as
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Americanization. Both European and American lifestyles become the representatives of
the degenerated life styles. This generation causes disengagements in families, ends up

with weakening of the patriarchal relations in the basic unit of Turkish nation.

The most explicit instances for those signifiers can be seen in Harput'ta Bir Amerikalt.
The play greets the audience with spatial symbols such as an Atatiirk portrait hung on the
wall at mayor’s office. The office is worn out. Although the portrait of Atatiirk symbolizes
a sound future for the Republic as well as the bureaucratic and ideological indoctrination,
the lack of facilities seems tearing the image down. The mayor’s Office is a showcase of
the capabilities of the state organisation, yet it is far from being a visage for a strong state,
ironically. Cevat Fehmi Bagkut draws national and cultural identity based on the characters
in the play, for which the native language is an extremely important part of being Turkish.
The language determines how one thinks and manages his or her world of thought. If one
intends to use the others' languages to manage that cannot be counted as smart: "You leave
the language the Allah gave and use the scripts and say the others' words as if they are
yours. And ask of being counted as a smart person. Nothing doing so!" There is a call for
turning back to the cultural essence of being Turkish reflecting an anxiety over loosing the
real Turkish identity by degenerating Turkish language (Baskut n.d., 56-65). When the
character that searches for his brother arrives from America, he was asked to speak in
Turkish, and he was found strange to have a name in English: "Why does he say that he is
Turkish, but then he carries a gavur name?" (Baskut n.d., 65). The word "gavur" refers to
an identity combination that was fictionalized on being non-Muslim and non-Turkish at
the same time. And in Turkish daily language it is used for mocking the non-Muslim and
non-Turkish, as it is done in the playscript. The author implies and mocks the admiration
for the Americans, American lifestyle, American artistic and scientific level. When he
defines the character of Katip Necmettin, whose nickname emphasizes that he is a clerk,
he often implies that the character was not Americanized although he was graduated from
an American private high school. He draws a framework for a well and correctly
understood Westernization and progressive approach, where he puts the character Oktay
on the contrary. The sameness of the play relies on being "Eastern™ generally and focuses
on what is lacking in the eastern culture and essence. The lack of artistic past or a sculpture
école are the signs of the backwardness, causes a feeling of inequality. The incompetence

and the inequality start at being both sociologically and economically Eastern, reinforces
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the feeling of backwardness by the "Westernized™" part of the society. They use French
words while talking such as "monger" (mon cher), adding "In truth (vallahi) monser, we
never grow into manhood. Our sociological essence is not compatible with that. We are
Eastern, Eastern... We born this way, we will die this way." (Baskut n.d.) Using the gender
biased discourse helps coinciding with the civilization, manhood and West at once.
Although the feeling of backwardness is paramount, the beautiful moral values are to be

attributed to this eastern identity on behalf of Turkish.

On the other hand being captivated in the inequality between Western and Eastern
civilization eventuates in favor of Western civilization by a visible admiration. The beauty
is defined through the body of two women. One is Celile Kizilgi¢ek and her daughter Ayse
Kizilgigek. “Celile Kizilgicek is a typical characteristic example for American admirer
loose (hafif) woman that invades the high society in big cities. Despite her advanced age,
she likes wearing outfits and make up like a young girl. Her daughter never resembles her
mother. She is a neat, serious and a pretty girl.” The playwright uses “kizcagiz” instead of
“kiz” which means “girl” in English, to reflect an embrace and compassion. Thus,
deducing the embrace for the plain, pure essence on the contrary of a rejection of a
superficial West admiration on the horizon of America, is possible. “Loose woman”, hafif
kadin, as an interpretation is an instance for a gender biased phrase, while criticising the
admiration for West in the body of America (Baskut n.d., 26). Loose women fail to be
good mothers, because what they understand about Westernization is wrong. However new
generation of woman ro aise new national youth who would represent Turkey without

admiring Western lifestyle (both European and American).

Gender bias in family, oscillation between Easternness and Westernness are observed in
this section as to generalize. The sameness of the Turkish identity is designed as the

backward Eastern in the family theme, congruent with postcolonial nationalisms.

3.2. Translated Family Playscripts

Analysing translated family playscripts clarifies how Turkish State Theater constructs the
“other” and the family and life style image of “the other” in the 1950s. Since national

identities are not constructed one sidedly, rather they are constructed mutually.
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Family layout in the translations shows up as the daily routine. Family theme and indicated
life styles in it help the audience to conceive of how family is constituted in the “others”
and what kind of a life style does “the other” have. “The other” or “them” is well
constructed upon who “we” or “us” indeed. Thereby, sameness of Turkish identity is based
upon the differentiating points in “Western” literary works, in a discreet manner. These
playscripts indicate the body of the nation through the comedies, life styles and family
bonds in the context of the perception of history of the State Theater repertory. The fiction
of the family of a national identity demonstrates the sameness as well as the "other" of the
main identity. The family bonds and the physical entity of the basic unit of a nation is
shown comedies which usually have daily routine themes. Translations are powerful
enough to demonstrate how “the other” lives, how their families are formed, the place of
nation in those playscripts and “their” lifestyles. Thereby Turkish identity locates itself as
opposed to the other, which is European in this case.

The literary board of the State Theater usually shows a will of choosing the playscripts that
are written in Europe, more specifically borrowed from the French vodville tradition in the
context of comedies. However, by the time, the board extends its preferences by The
culture of Anglosaxon theater by adding Edmund Morris and John Osborne’s works into
the repertory and including an example from Serbian theater through Brannislav Nusic’s
playscript. There are many vodvilles which reflect daily routines of the constructed
identities. However again, the criteria of having high number of codings, being selected as
a popular playwright and translator by the literary board have been applied. Thereby, seven

representative examples among the playscripts under the family theme is selected.

The body of the indoctrinated identity perception is examined through Moliére’s The
Deceits of Scapin (Scapin’in Dolaplari) (Moliere 1981)translated by Orhan Veli Kanik’s
translation, performed in 1949-1950 season; Henrik Ibsen’s Peer Gynt (lbsen n.d.) by
Seniha Bedri Goknil’s translation, performed in 1949-1950 season, Georges Feydeau’s
The Gaby (Avanak) (Feydeau n.d.) translated by Liitfi Ay and performed in 1953-1954
season; Brannislav Nusic’s The Mourning Family (Yas/: Aile)(Nusic n.d.), translated by
Omer Akkan and Omer Cenap Kiner, performed in 1954-1955 season; Jean de Hartog’s
On the Same Pillow (Bir Yastikta) (Hartog 1982) translated by Armagan Sancar,
performed in 1956-1957 season; Edmund Morris” Wooden Pots (Tahta Canaklar) (Morris
n.d.) translated by Seniha Bedri Goknil and performed in 1956-1957 season.
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The Deceits of Scapin (Scapin’in Dolaplart) is a classical vodville, written by French
playwright Moliére. The hero of the play is Scapin who tricks everyone around to put
himself forward. He is arrogant and cunning. The Deceits of Scapin is translated by Orhan
Veli Kanik, at the Translation Office of National Ministry of Education. The State Theater
performs Kanik’s translation in its first season. The play includes many coded segments to
picture “the Turk” and the perception of the “Turk” as well as the clues related with the
construction of Western identity as an opponent. This vodville by Moliere is important
because since Tanzimat Theater till the 1960s, vodvilles became the primary source of
translations to introduce Western people with Turkey. They were pretty popular because
they were funny, easy to understand; but at the same time were criticized for being shallow

and inadequate to educate Turkish people.

Henrik Ibsen, who was a Norwegian playwright, published Peer Gynt in 1845. The State
Theater performs the play by Seniha Bedri Goknil’s translation, in 1949-1950 season. The
text is a satyrcal one, which blends the country’s folkloric legends and the theater. Peer
Gynt is an important art piece for Norway’s literature; however, in this study, the
significant part of the text is its reflexion of the emergence of the national feelings, where
the piece also claims on universal and cosmopolitan values of art. The sameness that relies
on both religion and race in the translation also gives clues about the invention of the
“national” for Norway. The playscript has various spaces from Norway shores to Cairo
and to Morocco. This is picked as representative although it looks exceptional because, it
reflects daily lives and lifestyles that make Norweigian people a nation.

Georges Feydeau’s The Gaby (Avanak) which is introduced by Liitfi Ay into Turkish and
performed in 1953-1954 season by the State Theater, 57 years after Palais Royal’s
performance in Paris. The original text in the State Theater archives, which is typed, has
some missing pages. The Gaby is a French vodville, which mentions men-women
relationships in France. The play builds an image of “the West” through degenerated
pairwise relationships in the Turkish audience by its translation. Its space is Vatelin’s

house in Paris.

Omer Akkan’s translation of Brannislav Nusic’s The Mourning Family (Yash Aile), was
performed in 1954-1955 season by the State Theater. The text in general has many religion

based coded segments. The text that this study borrows from the archives is missing
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beginning from 84th page. The space of the playscript is mentioned as “The event takes

place any time and any where.” (Nusic n.d.,3).

Jean de Hartog’s On the Same Pillow (not the original name) (Bir Yastikta) translated by
Armagan Sancar, performed in 1956-1957 season; is an example of Dutch literature. Jean
de Hartog is more known for his detective novels, wrote this piece that takes an ordinary
life of a couple. The love relationship of a married couple is mentioned in their place,
under a certain way of the reflection of the marriage as a flawful institution; which is the
basic constitutive unit of a society. Although this institution is full of flaws and troubles
for the two individuals of the Western society they still prefer staying in it because of love.
The space of the playscript is a bedroom with four columns, having a sink on the left wall,

and a chair. The room is dark, the gaslight chandeliers shines barely above the bed.

The second half of the 1950s witnesses American literature examples in the State Theater
in the context of the body of the identity. Edmund Morris” Wooden Dish (Tahta Canaklar)
translated by Seniha Bedri Goknil is one of those examples to be performed in 1956-1957
season. The perception of West starts to include American pieces during Democrat Party
government precisely. The immigrant past of Morris from Kenya to United States and his
popular writing vitea about the politicians such as Theodore Roosevelt and Ronald Reagan
constitutes his interest in the relationship between the arts and the politics. The piece
concerns about the tension between the Clara and her father in law with the cues regarding
her husband, giving some clues about the perception of the marriage in an American
family house. The stage is divided into two, the livingroom of the Dennison family in left
and the kitchen in right. There is a door in the living room that opens to the tenant Ed

Mason’s room. The audience sees wooden stairs that goes up to the bedrooms.

Subsequent sections will examine the translated playscripts that are mentioned above with
the help of the representations of religion, state, narrative and national identity.

3.2.1. Religion

The section with regards to the religion of “the other” identity is pursued in the context of
family construction and the representations of “the other”s life-styles.

Religion has protected its significance for being the dissimilating tool of societies. The
translated playscripts of the State Theater under family theme indicates the perception of
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“the other”s religion which also contributes to the construction of the “self” of Turkish
identity, in the context of lifestyles and family bonds. Religion’s signifiers in private
sphere as it is defined after modernization, imagination of the place of religion in the
family are taken into account. In this section, translations in the repertory of the State
Theater will be examined by using the indicators that are related to the perception of
religion, by tracing “us” and “the other” referenced to the religion while paying attention

to the adapted words by the translator of the piece.

Peer Gynt, as one of the first performances of the State Theater, has many coded segments
in the context of of religion in daily conversational level. Most of these cues come from
the style of translation of Seniha Bedri Goknil. Although Goknil prefers using and
adapting daily Islamic words and phrases in the text, he does not change the cues over
Christianity and Bible. The translator is not consistent while using Tanr: and Allah, he uses
both interchangibly. The playscript is known for its importance for the national Norweigan
literature, having focused on the egoism of the people of the country, reveals approach of
the general perspective for religion. Henrik Ibsen tells about the so called freedom of

religion, sarcastically through the King’s mouth (Ibsen n.d., 30):

Peer Gynt: Let’s see what will you ask of me? Shall | give up on my religion and
beliefs? Shall | deny the Christianity, too?

The King: Certainly not, the religion is free. You can keep it if you like. The
entrance of the belief is free, in us, no tax is applied. The genies are distinguished
by their outfits. You shall look like us with your behaviour and attitudes, outfits,
yet, you can believe in whatever you want! We call “fear” is what you call “the

belief”!

By this cue, one could deduce that The religion relies on fear, in the hands of the political
power, however it is not defined as an important feature of the sameness. The outfits,
behaviour, and the look of a person are components of the sameness in the text. However,
for the people, religion has always been at the first place, even to the degree of
approaching Peer Gynt as a prophet. Peer Gynt does not ruin the people’s beliefs while
protecting his identity of Christian by saying: “In the holy book, it is written that, noone
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can be prophets of their own hometown. So true.” (Ibsen n.d., 66). However he is against

bigotry.

It is possible to observe the different usage of Tanr: and Allah in Avanak (the Gaby) too.
However, Tanri, as the secular and Turkish word for the creator, is only used once by the
translator; “Tanr: has created him that way!” (Feydeau n.d., 23). The rest of the codings
are full of instances of Islamic daily phrases with the preference of Allah, as seen in
“Allaha 1smarladik!” which literally means “We entrusted God” and means “Goodbye!”;
“Allahaskina!” (for the sake of God), “Allah cezani versin!” (May Allah damn it), “Hey
Allah’im sen bilirsin!” (Hey God, that’s how you know it!”, “Hay Allah!...”, “Allah
kahretsin!” (May Allah damn it!)”, “Allah Allah!”, “Alimallah” (by God!), “Allah raz
olsun” (For God’s sake) (Feydeau n.d., 5-132). Besides, a cue also refers to the other of the
playscript as the British, “Allah has given feet to the British, hani!” (Feydeau n.d.,103).
This cue is striking since it reflects the translator’s sameness built upon Muslimhood with
a mocking word hani, which means “actually, as you know or to tell the truth”; as well as
the playwrights perception of “the other” as British. Translations with these preferences of
Islamic phrases indicate that the translators of the playscripts can hardly dissimilate their

own Muslim identities from the original author’s characters’ identities.

The Mourning Family is not so different from the other playscripts in terms of coded
segments of religion. The slight difference is Omer Akkan’s consistent preference of word
Allah never changes. The religious cues are more on daily conversational basis. “Ya
Rabbi- ...”, “Allah agkina”, “Allah korusun!” (May Allah protect us!), “Allah kahretsin!”
(May Allah damn it!), “Allah askina” (For Allah’s sake!), “Allah askina, rahmet-" (For
Allah’s sake, mercy-), “Hay Allahim, sen ne biyiiksiin!” (May almighty Allah/ My Allah,
how great/almighty you are!), “Allah rahmet eylesin!” (Allah rest his soul!), “Allah in
hikmetine bak.” (Look how almighty is Allah!” (Nusic n.d., 5-83). Interestingly enough,
the audience become sure that the characters are Christian when only they see the
characters crosses themselves between the cues. The character Sarka is warned for singing
in the mourning house, then he crosses himself; Sarka: “(by crossing himself ) May Allah
be with us.” (Nusic n.d.,64). The audience witness the voluntary acceptance of the
characters of the power of the God above everything: on their loss, Vida says “There you
are (ne yaparsin), uncle Froka this is how Allah orders, can we not bow to the inevitable?”

(Nusic n.d.,4). Besides, we understand that the others’ religion demonstrates the wealth
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and the level of being loved by the size of the funeral, and the rituals of it. Thereby, Sarka
tells Gina, “(to Gina who is weeping) Gina, Allah askina, enough! It doesn’t look well to
have the ritual with one priest. Hani, whatever it costs... The deceased deserved a brighter
ritual, to tell the truth.” And Tanasie and Vida agrees. (Nusic n.d.,5). When they are
talking on the will of the deceased, they think that leaving the property to the church rather
than an illegitimate child. (Nusic n.d., 59). Thereby we figure out about the society’s

ethical and social values strictly arouse by the religious rules.

Hartog’s On the Same Pillow is translated by Armagan Sancar. The translator is
inconsistent in his preference on using either Tanr: or Allah. The translator prefers using
Tanri, while he talks about the creator generally: “Shall Tanr: see your demanour (stance)”
(Hartog 1982,4), “The generous Tanr: has organised this way.” (Hartog 1982, 42) except:
“You are the worst creation of Allah has created until now!” (Hartog 1982, 30). However,
he often uses the daily Islamic phrases such as when he wants to give an emotion between
the cues such as “Allahaskina doctor!” (Please for the sake of Allah, for begging, please is
added by me), “Allah kahretsin!” (May Allah damn it!), “Allah korusun” (May Allah
protect...). (Hartog 1982, 5-48). The audience figure out that the characters are Christian
by hearing “the bells on the church tower” (Hartog 1982, 46).

Same inconsistency also exists in The Wooden Pots. Seniha Bedri Go6knil, as the translator
of the playscript, also uses daily Islamic phrases such as “Allahaskina.”, “Allah’a siikiir.”,
“Allah miistehakini versin.” (Damn him! Or May the God give what he deserves!) (Morris
n.d., 6-49). However, she prefers translating “May God be my witness” as “Tanri

sahidimdir.”

b

Translations use “Tanri” and “Allah” words interchangibly, as if there is no difference
between them in terms of meaning and usage. There are touches on freedom of religion,
and debates on it. The religion relies on fear, in the hands of the political power. The
playscript and the translation preferences on this matter are to negate this type of political
power. Though, it is to be considered that it is not used as a component of the Turkish

identity and its sameness.

Sameness and the differences in this section arise out of dualism of Muslimhood and

Christianity. Interestingly enough, the Islamic daily phrases from the Christian characters’
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cues create a symphaty on the audience about the “other” and the other’s family structure

and life-styles.

3.2.2. State

This section focuses on the representations of the state in “the other”s narratives with

regards to the familial identity by the help of the translated playscripts.

“State” representations indicate the otherness with reference of Turkish identity in the
context of family bonds and lifestyles. The codes of patriarchy and state are explicit in the
body of the King in Peer Gynt. The King is wise, powerful and overgenerous. King’s
words “I will make an operation in your eyes. [ will scratch your left eye a bit, put the right
one out. In this way, you will see blurrily; but everything you will see will seem beautiful
and joyful.” (Ibsen n.d., 31). So the representation of the political power, hand of the state
is omnipotent to make the things look beautiful even if it is not so but it is through

legitimate pain.

The state is embodied in the presence of Agaton in the Mourning Family, who is the
governor of a district with 52374 population. For him, the administration means the fear
and authority; Agaton: “Do you know what a 52374 population means? It means 52374
people. And I, all alone, alone Agaton! Yes, me, as all alone, when | say once and vyell:
‘Take a stand before me, line up, march march!’ those 52374 people stands before me,
stares into my eyes and tremble (- tremble like a leaf- tir tir titresmek) Yes, they tremble.
Here, my dear Trifun, this is what administration means.” (Nusic n.d., 43). Also, when the
advocate catches the corruption of Agaton while relying on his authority over the people,
about the will, by saying “Everything can be forgiven. But you, you tell that you are a
law’s man.”; Agaton responds, “Yes... You shall believe me that I have never done this.
May Allah forbid. (Allah korusun.) Violating law even didn’t cross my mind. But I saw a
big crowd filled the house. There is noone to provide the discipline (inzibat). What could |
do in this situation? That’s why, I settled down in here. For nothing else... Only to provide

the discipline...” (Nusic n.d.,43).

To conclude the state section; under the family theme, through the state codes it is possible
to deduce that the state codings overlap patriarchy. The power of the administration is

omnipotent. Moreover, administration and state includes a meaning of fear and authority
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that discipline the subjects or the citizens. The bulk of the coded segments have a very
republican perspective that sublimes the virtue of a sacrifiable citizen for the state. There
are no clear evidences for the formation of family relations rather there are the critics about

atomization and changing values in the society by modernization.

3.2.3. Narrative and National Identity

This section analyses the construction of the sameness and the difference in the playscripts
that are the products of “the other” culture but embraced by Turkish State Theater as taken
into the repertory. Thereby this study examines how narrative and national identity of

Turkish national identity mutually constructed in the 1950s.

Narrative and national identity tool to decompose national identity building process is the
third step of the analysis. Samenss will be demonstrates on the stage by the other’s and the

differences’ textual signifiers.

The Deceits of Scapin, includes many coded segments that to point out who “the Turk” is
and the perception of the “Turk” in a Western originated piece as well as the clues related
with the construction of Western identity as the opponent identity of Turkish. The tricker
character Scapin, makes up many stories to reach out the richness that the notables have,
while helping a couple to get together with this money. One of those stories mentions a
Turk in his fabulation, that captivates Scapin on his galiot to demand a ransom from the
notable Géronte, or he would kidnap Géronte’s son as a compensation. Scapin first tells
how hospitable the Turk was, then adds his mercilessness. Scapin also tells about the lack
of law on the ocean, where the galiot was en route towards Algeria*®. Scapin convinces
Géronte that this Turk was a robber (Moliére 1981, 25-28):

Géronte: Tell that Turk that he was a robber.
Scapin: Alright.

Géronte: Tell that Turk that he was a thug.
Scapin: Alright.

Géronte: Tell that, he was an impious, a thief.

Scapin: Leave the rest to me.

“® Reminds the audience of Barbarossa Hayrettin Pasha (1478-1546), First Kaptan-: Derya (chief admiral) in
Ottoman Empire
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Géronte: Tell him that, he takes this money unjustly.

Scapin: Alright.

Géronte: Oh the galiot the cruel, oh the despicable Turk. Hope
the sky falls down on you.

“The other” of the playscript automatically becomes “the Turk”, who is imagined, unseen
and stays as a fiction to which the bad manners are attributed. The second other figure of
the playscript is the Copt (“Kipti”’) who is embodied in the lover of the Géronte’s son.
When Géronte figures out that he was tricked by his lovers and Scapin, he accuses a Kipti
girl for alluring his son who was a good boy of a good family indeed (Moliére 1981, 37).

Religion and sameness often overlap in Peer Gynt, evident by the Priest’s preach after a
citizen’s, whose one finger was cut off right in front of the the draft, passing by: “It was
obvious that this man was not a good citizen. He was a barren tree for both Church and the
government. However in the up, upon the hill, where our route never passes by, there was
a big man for the works that calls him; yet, he was himself.” (Ibsen n.d., 95). And the
character Peer Gynt, likewise the Priest did through Christianity, reinforces these sentences
by emphasizing realizing oneself. Peer Gynt also adds that the citizen really cut his finger
off while cutting firewood, yet he witnessed the event. Peer Gynt sees virtue through
honesty, realizing oneself, incorrupted even though he is poor and real Christianity claims
on these manners. Although he emphasizes the virtue in this sense, he thinks that in order
to reach out the realization of oneself through material power: money. Peer Gynt identifies
himself by having a cosmopolitan soul whose origin is Norweigan (Ibsen n.d., 56). Thus
the character wants to have a supranational identity. Main character finds the real virtue of
being a good citizen in honesty, and oneself as an individual, rather than obeying
unquestionned symbols of citizenry. This a bit overlaps with the hiimanist approach that

rose in the 1950s among the authors.

Avanak (The Gaby) has less significant cues in terms of narrative and national identity and
they are also less in number. The dissimmilation shows of under the tension between the
“French” and “British” identities that comes up after the completion of these two “nation”s
nation building and nation state building processes. The sameness of the author is
obviously identified by “French”ness however, he prefers reflecting the tension by giving
both sides’ perceptions such as; “Pis (messy) French!” (Feydeau n.d.,84), “Ah! These
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British!” (Feydeau n.d., 103). These cues demonstrate the inevitable antagonisms and

dualisms between national identities in the context of dissimilation.

It is possible to observe nation and nation state building processes throughout the texts
through the modernization of the common peoples’ lives. “The others” of the narrative and
national identities under the family theme which represents the body of a nation as well as
ideal lifestyles, are “Turk” and “Muslim”. The playscripts draw attention to the
degeneration of the lifestyles with modernization. Materialism takes over the religion with
modernization and the degeneration. However there are some characters that truly embrace
the new modern lifestyle as an affirmation of the modernization. Examining the
translations with this perspective helps us understanding that the anxiety of excessive

Westernization appears as excessive modernization in European playwrights.

Exceptionally and inconsistently, there are coded segments that praise supranational,
humanist, cosmopolitan identity. Peer Gynt stands as an exceptional playscript in this

sense in the repertory.

The results of this section shows that “the other” of these plays refer to the good manners
of the civilized and the modern “other” of Turkish identity for its emphasis on the virtuous
citizen. At the same time though, this repertory calls attention to the degenerative power of
the modernization in the essence of a national identity. And by re-reading the cues, this

essence still relies on being “Turks” and “Muslim”.

3.3. Family Related Children’s Playscripts of Local Playwrights

This section examines the local children’s playscripts in the repertory of Turkish State
Theater under family theme in order to unravel the picture of the Turkish family that is
constructed within national identity building process in the 1950s in Turkey. Thereby this
study unearths the meanings in the context of who the nation is, how this nation’s life-style

is imagined and who is excluded from these imaginations.

This part of the study takes Deniz’in Mektubu as the only representative playscript in the
repertory. And it is examined through the representations of religion, state, narrative and
national identity in the content, to reveal the construction and the oscillation of Turkish
familial identity in the 1950s.
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Deniz’in Mektubu (Letter from Deniz) is written by Sevil Dinger (Dinger n.d.) and
performed in the seasons of 1958-1959 by the State Theater. The story has two spaces
mainly, one is the family houses, and the second is the May 19 Elementary School in a
little town. The perception of the elementary school is drawn as the second family for the
kids after their own family. The teacher of the school opens the first act and starts talking
to the audience. The teacher doesn’t give a certain place or a town’s name for it can be
anywhere, any town throughout Turkey. Most probably to give the sense that every town is
pictured like this. It can also be a part of imagination or dreams as the teacher says, as it
complements the embrace of the citizens’ homeland perception, no matter where they
come from to Ankara, to watch the play. The first two main characters of the play are the
teacher and the doctor Ekrem. Later on, the audience meets the post Office manager, who
is a very hardworking and responsible citizen. Time of the play differs according to the
acts, the seasons change, the holidays change. When the stage lights illuminate the scene,
an Atatiirk portrait shines up, with flags around it. The teacher leaves the speech to one of
the students, called Deniz*’ to read Talak Tekin’s poem of “Atatiirk Smiled”. The bright
citizen; the post manager of the town stands up, claps his hands to appreciate the emotions
that the poem propogated. Ekrem and Selma, Deniz’s parents kisses her to congratulate
her. The teacher distributes the gifts to congratulate the successfull students of the
semester. Crayons, pens, a story book about Polyanna’s childhood, Snow White (translated
as Cotton Princess and Seven Dwarves into Turkish), some examples of Western literature
are pieces of the presents. The most successful student among the 5th grades gets the book
of “The Life of Atatiirk and the Revolutions” (Dinger n.d.,.9). They finish the parade with
May 19 March. It must be the biggest honor to get a pioneering book like that.

The second space is the post Office in the town. The manager Hiiseyin could figure out
that some kids write letters to themselves to provide an image of a beloved person in the
town. He could recognize everybody’s handwriting as he is an expert for it. This stage is to
be clue for what will be important about the letters and the handwritings of the town

dwellers in the future acts.

Afterwards, the bulk of the spaces passes to the family houses. The family is pictured as a
nuclear one, includes father, mother and two children. The gender roles are explicitly

47 . . .
Deniz means “sea” and is a unisex secular name.
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divided between the husband and wife, together with a slight difference between the girl
and the boy in the family. The projection is on Ekrem’s apartment, where Selma, his wife,
decorates home, makes the place a livable and warm one. She is a character that is looked
down for being religious and less intellectual, as well as for being woman. Deniz and
Selma has a dialogue on that. Selma tells her husband first, then Deniz: “Pass your jacket
to me, don’t put that down there. Deniz, bring your dad’s slippers!”. Deniz, doesn’t like
this gendered orders and grumbles: “My brother shall bring them,”. But Selma insists
harshly on it. Home is where the borders of a woman’s responsibilities are drawn by the
husband Ekrem (to Selma): “You would be picked as number 1. if there would be a ‘best
house wife’ contest.” He honors his wife for being the best housewife ever. But she cannot
find a specific reason to make him best amongst men, Selma can only say, “You would be
picked as number 1 among men.” (Dinger n.d.,24). Ekrem keeps reinforcing his gender
based perception by buying a huge sleeping doll for her daughter Deniz. On the other
hand, the audience always sees Ekrem in proud of his son for his being hardworking and
ambitious to be an engineer in future. He is not so into religion as his mother or sister, but
always reads scientific or historical sources. Intelligence comes first for Cengiz, as the
author puts forward an antagonism between ratio and science and religion.

The family talks about everything, including religion and the audience hear the family
members making plans for a vacation. The couple starts his plans of vacation over istanbul
they talk about visiting Abant and then dream about going to Europe. While they were
pretty happy in their nuclear family, Cengiz suddeny catches cold and dies in winter. The
trauma of the family becomes so deep that the rest three have hard time getting over it. The
rest of the town tries to help the family, but that doesn’t work. The family gets over the
mourning by the help of the blooming climate of approaching April 23, national holiday of
National Sovereignity and Children. Deniz wants to participate the celebrations, however
Ekrem feels too depressed to think about it. So he decides to write down a letter to Allah,
and sends it to the post office, to be received by North Pole Star, as she thinks Allah lives
in there. Hiiseyin, the post office manager runs to Ekrem to let him know about his
daughter’s letter. Ekrem reads the letter and sees how Deniz tells about her unhappiness
after the loss of her brother. She wishes to have her brother for one day, during the
celebrations of April 23. She wants to participate as well, but she says she couldn’t get her

father’s permission to do so. She asks for these wishes from her “father Allah”. Ekrem

185



writes down a letter in the name of Allah, and gives it to Deniz, not to shake her devotion
and faith. Ekrem says in the letter in the name of Allah, “I like children who are
wellbehaved, who loves their mothers and fathers, does not upset them, loves their teacher
and friends at school, help the poor.” Deniz drifts off after reading the letter and gives a
hug to her brother in her dreams.The curtains fall down with a ballet dance.

3.3.1. Religion

In this subsection this study focuses on the representations of religion to reveal the place of
the religion in nation building process in the 1950s, as a social formation that defines a

collective identity using the feeling of sameness and the difference.

Religion in national iedntity building Project in the context of family theme in children’s
plays, reflect the ideal place of religion in future generations’ minds. Throughout the
playscript Letter from Deniz, Islam as the characters’ the religion is one of the main topics
to be discussed in the family. The kids are curious about what is sin or what is deed, who is
Allah and where Allah is. Daily Islamic words, as well as some prayers are the routines of

the main child character Deniz’s family.

The family sits on the dinner table and has a talk about the thankfullness about their

plentifullness of their table (Dinger n.d., 21):

- I am full, mom. I don’t have appetite. May Allah give plentifullness to our
table, give long life to you and my dad.

- Where did this prayer come from?

- Hih...He says he heard this from my mom.

- Ya... | learned it by myself.

- Don’t make it up. My mom always says so... Besides, did you not asked

“Mom, is the one who gives plentifullnes to our table Allah?”

The dialogue above points out that Ekrem, the father of the family glances at this family
members, questioning where this pray is coming from. Ekrem, as a doctor and the father of
the family, represents the mind of the family, where the mother represents the spirituality
and moral values regarding religion. Religion is thaught by the mother, who is the
decorator of the private sphere. Religion’s place is home, and it is now for women and it is

women’s work to teach children who they are indeed and what they must believe.
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Allah is drawn as “Father Allah” in the eyes of the kid, Deniz, when Cengiz, Deniz’s

brother, feels himself assigned for telling her about their religion (Dinger n.d., 27):

Cengiz: What did he say?

Deniz : Father Allah, sends his sun in daytime, and the lights of the stars in night
time on earth. If the humans don’t get scared of Allah, they combat or kill each
other.

Cengiz : Twaddle... Father Allah is invisible...
Deniz : 1 know. But he (Allah) sees us. He holds these lights to do that.

Cengiz : Would my father not tell all the time that “Father Allah does not need
anything to see us”?

Deniz: How would he see us in the dark? When you turn off the light, could you
see me?

Cengiz: But he is not like us...

Deniz : How so?

Cengiz : How would | know?

This dialogue continues (Dinger n.d., 28):

Deniz : Brother, does Father Allah have got a house like ours?
Cengiz: You ignorant! Nothing of that kind house Allah has?
Deniz: Why not?

Cengiz: He, is so great, where could he fit in?

Allah is pictured as a man again, personificated as the most powerful father. Also, Deniz’s

family is where he learns about the difference between the sin and the deed. It is still hard

to physically imagine Allah and understand the religion that they are affiliated to for Deniz

as a kid. Moreover he learns what is good or bad to talk about in the family (Dinger n.d.,

34):

Deniz: If | had gone instead of him, I wouldn’t take anything from our home. I
would only get my toys with me.

Selma: Shut up, my daughter/girl. Talking about these is sin.
Deniz: Why? Is it because Father Allah would hear?

Selma: Yes.
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Deniz: He has closed the sky’s face with dark clouds for two months... I can’t see
the polestar. Maybe Father Allah can not see us too!

Selma, as the mother of the family is also assigned to send the kids to the school and
legitimize what the teacher teaches at school by using religion: “Your teacher shows. The
real teacher is Allah.” (Dinger n.d., 35) This “good” and “bad” talk, values, virtue, morality
are to be thaught in family again. And they overlap with religion. Even though it is
common to run into nationalistic symbols in public sphere, at home, kids are thaught only
religion could give them: values, morality. This finding reinforces Serif Mardin’s (Mardin
1990) theory of the place of religion in Turkish society which Kemalism failed to fill.
However, what these imaginations suggest is to set religion into public sphere, let it be a
component for sameness but not let it go too far into the field of science. Given the

gendered cues, science and rationalism are imagined as the property of men.

Besides, outside the family, daily Islamic phrases such as “Masallah” (Dinger n.d.,17),
“Allahaismarladik”, ‘“May Allah not leave anyone fatherless...” (Din.er n.d., 15),
“Allahaskina”, “What happened to us, my Allah?” (Dinger n.d, 34), “Maybe Allah sends
your brother back one day”, “Allah raz: olsun” (Dinger n.d., 35), “Evvel Allah sonra sizin

sayenizde” (in English “First Allah, then because of you”) (Dinger n.d., 41).

The story’s knot is on the letter that Deniz writes to Allah. Deniz is a pure hearted believer.
He thinks if he writes a letter to Allah, he could get answers to all of his questions with a
letter in return. So, not to shatter Deniz’s sound belief in Allah, Ekrem thinks of writing a

letter as if it came from Allah.

Although religion is something taught within the families, the confusion regarding
Westernization and being mixed up in two different cultures are striking. When the new
years eve arrives, families start getting prepared for celebrations. They seem to be
celebrating the newyear, however they call it “Noel”. Their muslim identity is disrupted by
the popular trends of celebrations of Noel. The kids are amused by this new fancy practice,
that includes decoration of a Noel tree. The father of the house, Ekrem, does not seem
moving along with this new practice, but he appreciates the mother and the wife of the

house, Selma, for decorating and making their house more beautiful (Dinger n.d.,21):

Ekrem: Masallah Selma... You made a good job decorating the house...
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Selma: The kids made the decoration... They also asked for a Noel tree but, I didn’t
show consent on it, they couldn’t trick me.

Ekrem: Well, that’s the only lack. If there were a tree, that would have been
completed. Would have been a real Noel.

Characters all have hesitations while moving along with Western trends that change their
lifestyles but see no harm adding them into their lives. They do not synthesize these
because it is a Christian holiday, even if they call it “Noel” but what they say that they
celebrate is for the newyear. They prefer not to think about the roots of that trendy change
of lifestyle with this cover.

This section helps us to clarify that the place of religion is designed and held in the private
sphere. Religion is accepted as a cultural and social formation which reinforces the feeling
of sameness in national identity building. On the other hand as a given inheritance it is to
be reproduced in the public sphere and not exuberate to the public sphere. Yet, public
sphere is defined with modern symbols. However, the unreasonable Western and Christian
applications are seen as a part of the modern world but should not sneak into the private

sphere.

3.3.2. State

This subsection urges upon the representations of the state as a component of the national
identity building process in the 1950s in Turkish State Theater’s repertory. Local works of
the repertory reflects how Turkish playwrights see and want to construct the place of the
state to the young generations of Turkish Republic. Local playwrights’ view of state in
children’s plays indicates the demonstration of the place of the state in the national identity

for future members of Turkish nation.

In The Letter from Deniz, the state is embodied in the elementary school. The elementary
school is called May 19 Elementary School. The name of the school is remarkable since it
is the date of when Mustafa Kemal showed up in Samsun and gave a start to the
organisation of Turkish Independence War. When the space is defined, the audience sees a
Atatlirk portrait or a sculpture. The saloon is decorated with the colorful papers and

Turkish flags.
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During the eid, even if it is holiday for everyone, the post office manager works.
Regarding the administrative structure of the post office, it is to deduce that the state is on
duty even if it is a religious holiday, when it comes to the virtue of conveying people’s
postcards; “The assignment is an assignment.”: “Vazife vazifedir.” in Turkish. After the
illumination of the stage, the audience confronts the Atatiirk picture and a decorated saloon
with the flags for the school report day. The teacher on the stage leaves the word to Deniz,
the main character who is a student at the same time. Deniz starts reading the poem called
“Atatiirk Giiliimsedi”, “Atatiirk Smiled” (Dinger n.d., 6-7):

“Atatirk Smiled

Atatlirk smiled my teacher
When you entered the classroom
Has been bloomed the bud.

He saw that the school

You are new, ideas are new,
Atatiirk smiled my teacher
Couldn’t hide his joy.

He saw that you are young, knowledgable
Educating on his way, with his method
Atatiirk smiled my teacher

He became happy so

He saw that you are amongst us
Drawing our roads

Atatiirk smiled my teacher

His eyes in tears

Apparently all summer

Atatiirk didn’t wink his eye
Because the desks were all empty
Because, not a single letter was read

Darkest clouds got down

To the lightened eyes of him
Atatiirk like a hurricane, like a storm
| think directed to the illetracy
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But, he saw the morning has broken

We have arrived at the school in a breath long
Have the books opened with longing

A relish in the boy, in the girl

He saw that the bell rang, you go to the class
All the looks upon you

Says good morning, starts the class

A warm love in your eyes

The dark clouds dispersed,

When we enter the class,

Atatiirk smiled my teacher

When he saw himself on the lectern.”

Atatiirk here is sanctified. Children, both girls and boys make it to the school on the first
day of the school after a long break, and they think that they make Atatiirk happy by
coming back to school, and he is proud of them. Because they are eager to show that they
follow the road of Atatiirk, his rationality, methods. In this context, we anticipate that
education is the most important Project for Kemalism to build the national identity of the
younger generations. Yet, the State Theater imagines that Atatlirk could illuminated the
people of Turkey even with literacy. During summer vacation, according to the children
and teacher, Atatiirk must be worried because Turkish nation must work harder to catch up
with the progressed modern nations. There is no time for holidays, no time to cease

studying and learning.

Also, sanctification of Atatiirk pictures him as alive among the nation in the poem. Thus,
loads responsibility to the younger generations to discharge what he has given to Turkish
nation by working hard and representing Turkey at their best among the other modern

nations.

Mustafa receives a gift from his friend, and the gift is a framed picture of Atatiirk (Dinger
n.d., 8). And Ayten’s gift is not so different from it. She opens the package and sees that
the gift she received is a book on “Atatiirk’s biography and revolutions”. (Dinger n.d.,9)
The environment and the tools at their school helps building up a national identity and
integrate the children as the new generation of the Republic who are equipped by the

newest and the most beneficial ideas for the nation.
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The coded segments in the context of state go hand in hand with the coded segments of
“Atatiirk”. This is also observable through the playscripts of the 1920s and 1930s evident
by Basbug’s findings for People’s Houses Theaters (Basbug 2013), even though this is not
the case for adults’ plays in Turkish State Theater.

The results indicate that the embedded imagination of state and Atatiirk continues in
children’s plays, because Atatiirk anticipates what the Turkish youth to do or do not. The

data is congruent with the results that are derived in the studies on the 1920s and 1930s.

3.3.3. Narrative and National Identitity

This section looks for how the sameness and the difference of the representative playscript
that are constructed through the lens of the local playwrights. Thereby the study will fill
out the picture of Turkish modern national identity that is presented for younger
generations of the nation.

The only representative playscript, Deniz’in Mektubu has a dialogue to put this
presentation forward. In April kids become so excited for the upcoming national holiday of
National Sovereignty and Children’s Day. They organise a celebration at school with their
teacher. Deniz wants his elder brother to join them for the holiday, knows its impossibility

because of their loss.

A dialogue in the playscript, interestingly demonstrates the dilemma of catching up with
the latest developments in the Western world and excessive embrace of their cultures. The
critical way of pointing out these excessive efforts shows a true way of Westernization and
modernization. The cultural differences and the essence of Turkish identity is given as the
counter identity of Western and Christian identity, yet, the clues are given over the New
Year Celebrations (Dinger n.d., 16)

Hiiseyin: What kind of an event is this? A bunch of expenditure. | looked over it
that, on the showcase of the stores... Each is a different ball of wax... Decorating
pine trees, making it snow cotton balls, yok efendim colorful lights, decorations...

Ekrem: Eeeee... We have to catch up with the World’s turning around, Hiiseyin
Bey...

Hiiseyin: Could we catch up with this way yahu, look at these what we have on our
laps... Is this keeping pace? A man would baffled his walk under this expenditure.
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Ekrem: Why did you buy them, then?

Hiiseyin: Would I get them if I was capable? But I am scared of home. If I don’t
get them they would nag at me. Anyways... My arm is tired, I won’t be able to talk
more. Eyvallah!

Ekrem: Goodbye... Are you guys coming to the entertainment tonight?

The curtains fall down while ballet dancers are on the stage. Hesitations and anxiety of
excessive modernization does not change the authors’ preference of introducing a Western
classical art with future generations of Turkish nation. This indicates the self-assignment

of the State Theater with regards to education.

The processing of the data with regards to the construction of narrative and national
identity demonstrates that the sameness feeling is put on being secular, modern but
Muslim at the same time. The “other” of Turkish identity is presented as the “modern” and
“civilized”. While trying not to influence the unique essence of Turkishness by
contaminating it with the Western and Christian culture, Turkish national identity tries to

be the part of that civilized by citing Western artistic implementations such as ballet etc.

3.4. Family Related Children’s Playscripts of Foreign Playwrights

This section looks at how “the other” of Turkish identity, perceives Turkishness in the
1950s, in the context of the construction of family as the body unit of a national identity.
While doing this the study also focuses on how the place of the religion and the state is
represented as well as the imagination of the narrative and national identity. This way,
children’s playscripts will demonstrate the ideal life-style and the way of being “the
family” for Turkish nation while observing the life-style and the construction of the family
of the differentiated identity.

Who and how these new generations will be constructed is determined by the perceptions
regarding family. The framework that is drawn for the national identity through family
theme, given by the State Theater is important to help self-positioning of Turkish identity
in the other’s pieces. The translation children’s playscript under the body theme, focuses
on Christian families and their lifestyles. The State Theater’s children playscripts

somewhat touch Noel holiday, particularly in translation playscripts under the body theme.

193



Interestingly enough, local works also tell about Noel, gives the sense that they might be

partially adaptations of European playscripts.

This part examines Blue Bird (Mavi Kus) (Maeterlinck n.d.), written by Maurice
Maeterlinck and translated by Resat Gogen, was performed by the State Theater in 1955-
1956 season. Act 1 starts with a woman whom we’d understand that she is the mother of
Tiltil and Mitil. Their mother comes in and shows them affection and compassion until she
becomes sure that the kids fall asleep. The audience witnesses the kids and their nuclear
family’s poor, but not miserable cottage. When the sun rises in the morning, a fantastic
world with an adventure greets the two kids: Tiltil and Mitil. Their adventure begins in a
Noel day, with a scene that two kids are in their beds, sleeping. They look through their
window and envy the cookies and cakes they see in their neighbours’ place. They are able
to see the rich kids’ Noel celebrations through the window. They talk about St. Nicholas,
using name Father Noel (Noel Baba in Turkish). They are aware that they are poor, so they
don’t even expect for presents from Noel Baba. Suddenly an old woman fairy with an
hunchback comes in to their room. She says she is searching for a singing weed and a
singing bird in order to heal her daughter’s despair. Tiltil shows his blue bird, but she
doesn’t find the bird enough blue so she suggests them to search for both in an adventure,
having the possibility of seeing their grandparents, who passed away, once more, in return.
The woman would give them a magical hat that would allow them to see their lost beloved
ones if they pass through the “Land of Memories”. There is a diamond in the hat that
shows the souls and the beauties of every living or non-living thing. Suddenly, every
object starts talking and acting, including lighter, a dog and water. The fairy warns the kids
that, during the search, anything who wants to accompany with them will be there for them
until the end of the duty, but then they will pass away after they are done. After hearing
about this truth, objects get together and want to have a power to determine their future.
The cat, fire and water suggest to be the leaders for the new world. Because if Tiltil and
Mitil, as the humans of the plot, can find and rule the Blue Bird, they think they would live
under the rule of the humanbeing forever. So they try to prevent this by scaring the kids
during the trip. However, the light and the dog stay in the kids’ side. They help kids to find
the Blue Bird despite of many evils that they face. At the end of the plot, the audience gets
that all the adventures that Tiltil and Mitil get through were just a dream. They wake up

with the affection and the compassion of their mother.
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Even though the playscript opens the curtains in a humble cottage of a lumberjack’s
family, the plot uses more than one space, including some fantastic elements. The second
space of the playscript is the yard of an amazing palace. It is to be understood that this yard
opens to the fairy’s house. The third space is “the Land of Memories”, full of trees and
covered with fog, in which Tiltil and Mitil finds the opportunity to see their grandparents
once more, even if they passed away. Then the characters face with another adventure to
chase after the Blue Bird and the singing weed in the Nights Palace. The author defines
this palace as a decoration that refers to the Egyptian and Greek temples, having a grave-
like magnificence (Maeterlinck n.d., 20). After hearing that the Blue Bird that might be
under the rule of “the Faith” they pass to the cemetary to chase if after. The Blue Bird was
among the people’s joy and happiness that are under the shelter of the Faith. The
characters can’t find the Blue Bird in the cemetary, so they decide to move to the Garden
of Happiness (Saadetlerin Bahgesi). In this act, the target audience is convinced that the
biggest happiness of all is the love of mothers. The characters talk to the “love of mother”
under the magical personification. The last space that the plot uses is the Country of
Future. Country of Future is full of the babies waiting for to be born and contribute the
world with inventions and discoveries. The end of the story takes place in the

Lumberjack’s family cottage again.

Using many spaces provide and opportunity to observe different aspects of a “family” that
is suggested by the State Theater, so by the perception of the national identity. Nation’s
body is the family, with a nuclear family. The family is poor and has a humble lifestyle
with gratitude for what they have. The man of the family has a passive role during the act.
As the audience does not see the father of the family, but gets that he is alive and he is a
working father as a lumberjack. The mother of the family is assigned for giving
compassion and affection to her kids. The whole playscript gives the message to the
children, who are the target audience, that the biggest and the most important thing to get

from a woman is “the love of woman”.

Next step of this study is the examination of the Blue Bird by using the components of
national identity: the presentations of the religion, state and narrative and national identity.
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3.4.1. Religion

This section interpretes the place of the religion in the playscript that is written by “the
other” identity but brought in to the repertory of Turkish identity. By interpreting the place
and the representation of the religion, the study observes how religion as a component of
national identity, is mutually constructed.

The playscript Blue Bird includes a religious holiday, Noel as a component of the space of
the play. The spaces are one way or another related with religion, particularly Christianity
and gives some clues about the way the playscript perceives the religion in a family under

the body theme.

For instance, the space “Istikbal Ulkesi” which means “The Country of Future” in English
has a decoration that is defined but not clarified in the given cues. However the audience
understand that the Country of Future is somewhere the future borns are awaiting
Correspondingly, Noel is the celebration of Jesus’ birth and it is a holiday for the Christian
families to get together. Secondly, the kids, Tiltil and Mitil resemble “the light” with a soul

to St. Mary and shout out “Meryemana!”*® (Maeterlinck n.d., 9)

The target audience would feel like the human being comes right after God and St. Mary,
before the animals and the objects, as the most important entity in the world. The dog,
shows an ultimate respect that reaches to worshipping, to Tiltil and Mitil, the humans of
the plot. The dog thinks that first the fairy is its Tanri, God to worship, then the human. It
says: “(by pushing the cat away) I will hug the little God” while talking about Tiltil
(Maeterlinck n.d.,9). The dog also emphasizes its loyalty to the humankind by its cue:
“(always loyal) Me against all of you! Always loyalty for the Tanrilar, Gods and the elders
and the bests!” (Maeterlinck n.d.) The respect and loyalty that the animals show to the
humankind as the biggest and strongest family on Earth, reflect human centered

understanding of politics.

Not only the animals are under the service of humankind but also the Light is serving to
the human. The only entities that human can’t rule are the faith and Tanr (God). Human

only can’t rule the Faith and the God. In this playscript, the God is helping the kids out

*¢ Means mother Mary in Turkish.
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during their adventure. God is embodied in the fairy with a hunchback’s appearance. The

shelter of the faith gives both the deaths and alives joy in the Cemetary space.

The playscript, usually uses silent or non-dominating cues about religion. It gives the
message of having an intimate relation with religion and praying is very important for their
gratitude and remembering the older generations. When the Kkids meet up their
grandparents along their adventure, the audience hears out the grandparents’ wishes about
being remebered: “Especially if they pray for us.”, “Praying is to hold (us) in
remembrance, it is to remember.”. That way, the family ties the links between the older
and the new generation through the religion. When their grandmother says “Our one and
only joy, only holiday is to be remembered by you”, the grandfather adds: “Indeed, we
don’t have anything else to console ourselves with.” (Maeterlinck n.d., 21). This way, the
playscript asks from the young audience to remember and don’t forget about their past

regarding their older generations, even if they are dead, and make it through the religion.

Apart from these deeper statements to analyze, it is possible to observe that the translator
Resat Gogen uses Tanr: and Allah interchangibly, no matter which religion he is talking
for. For instance, the Wolf says: “Let’s see, your time is running out! You have nothing to
do but pray Tanri!” (Maeterlinck n.d., 38). But on the other hand, the Islamic phrase
“Allah cezam versin!” (Maeterlinck n.d., 69) comes out in order to provide smoothness
between the cues, without having a certain aim. But this phrase is to signify that it is not
easy for the translator to abandon his Muslim background. This much emphasis on
practicecs of Christianity is to introduce “the other”s religious practices. Not to make the
audience admire them but rather show that how their religious practices are different and

alike.

Religion is used as a tool for remembrance and glue between the generations. Translations
that convert Chrstian daily phrases into Turkish and Islamic daily phrases might not have a
direct aim, nevertheless helps to reinforce the feeling of sameness with the audience
automatically. However, “the other” of Turkish identity is set as Christian identity in the

opposition of Muslim identity, tacitly.
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3.4.2. State

This section focuses on the representations of the state as a part of national identity
building in the 1950s in the children’s translated playscripts. While doing this, the section
looks for the mutual construction of Turkish identity in opposition to the identity of “the
other” since these translated playscripts are integrated into the repertory of Turkish State
Theater by also means of demonstrating how “the other”s familial construction and the

life-style, as well as the place of the state and patriarchy.

The state is not traceable directly through the children’s playscripts, in Blue Bird when this
playscript is taken into an account specifically. However, there are cues regarding
“obedience” and “ruling”, indirectly. These don’t refer to an administrative apparatus,
however give clues about how the State Theater perceives “obedience” and “ruling” when
it comes to the target audience constituted of children. The ruler is stated as the
humankind, where the obedient is the rest of the non-living and living things, including

nature.

When the characters are in the Night’s Palace, Night starts talking to scare the kids and
make them give up on your ways. Night tells them how it is hard to maintain the obedience
and the stability between the personalities that try to open the doors of evil and danger:
“You said danger?.. | do not even know how to run away from the doorways of those
doors which open to the dark and deep gaps... There, all evils, diseases, disasters, fears, the
secrets that have lived ever since the world has showed up, lives right behind those basalt
doors that take place all around the hall. Until now, I could hardly restrain them by the
help of the Faith... It is not an easy job and | promise that it is almost impossible to bring
about the public order these disobiedient personalities... If one of them survives and

reaches the earth, vay halimize!” (Maeterlinck n.d., 24).

The kids’ adventure also turns out to be a confrontation with their parents’ and their acts.
Since Tiltil and Mitil are the children of a lumberjack, they learn that their father killed
thousands of relatives of a tree. But Tiltil thinks that if he didn’t have to, he would not do
it. After considering that the characters “trees” are bad characters and they support the
rioters who are the cat and its friends. It is to deduce that if something bad is done by the
hands of a human for the sake of humanity, it is acceptable because the humankind is the

ruler of the earth. The others must obey the humanbeing has its own priorities. And it is
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also possible to follow the deep trust for what elder generation, especially father does is
true. If it is not true, that is something done mistakenly or without a will. The following
dialogue between the Oak and Tiltil (Maeterlinck n.d., 33):

Mese (The Oak) — Your father has done so much harm to us. He killed 600 sons,
475 uncles and aunts, 1200 grand uncle and grand aunts, 5388 nephews and 12000

grandsons of mine, only from my family.

Tiltil — I don’t know sir, my dad wouldn’t do it willfully...

To conclude, the cues related to the state are not direct signifiers of how the relationship
between the family in a nation and the administrative apparatus is perceived or organised.
However, the dialogues and cues related to the obedience and the rule indirectly give an
idea about the perception regarding the rule of the humankind and the role of the father,
and its part in patriarchy in that. The rule of the humankind provides certain priorities and
legitimacy to the harm given to the earth by the hands of humans. If this harm is given by
the father of the family and is subjected to the inquiry, the father would do that for the sake
of the family, in the bigger picture humankind. Humankind is perceived as the ruler of the
earth and struggles with the rebellious entities on earth.

3.4.3. National and Narrative Identity

Considering the family as the basic unit of a nation, the perception of the family of the
other nation by the State Theater through children’s translations is to be observed makes
the playscript Blue Bird necessary to analyze. This section focuses on narrative and
national identity construction of “the other” and “Turkishness” in the translated playscript.
Dissimilations, the feelings of sameness are examined through the only representative
playscript Blue Bird in family theme. Thereby this section provides an analysis of the
content which will demonstrate how the others’ family is constructed, perceived and how

it helped future generations to reproduce narrative and national identity.

The narrative others of the playscript are the rich and “Arabic”. “Rich” is the first and
general narrative identity of the story. The main characters of the plot, live in the gratitude
of having love, more specifically mother’s love, at their home; even if they are hungry and
live in a poor cottage. Their life is warm and genuine although they are thankful for what
they have got in general, the two kids, Tiltil and Mitil envy the cookies and the cakes that
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the rich kids have for the celebrations of Noel. Moreover, even if the characters are little
and naive kids or babies who are waiting to be born, they are aware of the importance of
the money in modern life. Babies who wait to come to the World for instance talk like:
(Maeterlinck n.d.59)

- Money! What is money?

- You buy everything with money.

- Ah!

- There are people who have got money, but there are many who don’t!

- Why not?

- Because they are not rich... Are you rich? How old are you?

- | will be born in a few, only 12 years left to be born... Is being born, good?
- Oh yeah, it is full of fun!

The babies, waiting for their turn to come to the light, hear about the monetary system and
the inequalities that are mentioned for them before they are born. Therefore this way of
imagination asks poor to hold on to their lives, without asking for more. However the
claim of announcing everyone equal doesn’t work anymore, the 1950s are changin adn the
society transforms around the power relations, inequalities and monetary system. However
people shouldn’t be insurgents about their inequalities because the most important thing is

love, compassion and affecion that they can find in their mother.

Another “other” identity of the story is “Arabic” identity. However, it is hard to tell that
this otherness is a part of a modern nations system. It is more like a prejudicial and
presumptious approach about a group of people. The Arabic look is used in the scene in
order to reflect a splendiferous look of the act in Fairy’s Palace as the second space: “He
has decided finally, an Arabic dress decorated with jewels... A broadsword, a turban, all of

them are done!” (Maeterlinck n.d.,12)

On the other hand, the playscript more delve into a normative approach on how the main
characters should feel about their satisfaction regarding their poor life. They tend to hold
onto life with what they already have with gratitude, particularly the love of a mother, and
family ties. Therefore, the scenes give clues about how the target audience must feel about

themselves and how they should establish their sameness with the main characters. When
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Tiltil talks to “The Love of Mother”, it says there is no greater love and happiness than the
motherly love: “Tiltil! Aaa! Mitil! Seeing you here again. I was not expecting that. I was
all alone at home. There you are, both of you raised in the sky where the joy and happiness
combines, amongst the souls of all mothers! There, you are both in my arms! Is there a
greater joy or happiness other than this? Why do you not smile Tiltil? You too, Mitil? Do
you not remember your mother’s love? There, my eyes, my lips, my arms, don’t they?”
(Maeterlinck n.d., 53). But the kids seem disinterested because the outfit of the woman
does not look like the outfit of their mother. They feel like she is a stranger to them.
Therefore, the Love of Mother feels like she has to explain the situation with referring both
material and mental “richness”: “I pull these outfit off all the time, however you can’t
realize it. Because you cannot see anything when the eyes are shut. Each mother who loves
her children are rich. They cannot be poor, ugly or old. Motherly love is the greatest love
of all. Mothers may have dolesome moments, but a single kiss on their lips would turn

those tears they have in their eyes into stars.” (Maeterlinck n.d., 54)

For the playscript, the sameness is related to the future. That’s the reason of having so
much emphasis on mothers and the kids. The kids are the future of the country and the
humanity in the space of the Country of Future. The playscript concretize this sameness by
the dialogue (Maeterlinck n.d., 60):

Tiltil: - Yes. What did you do?
Kid: - | made 33 medicine to extend the lifetime... There, in the little blue bottles!

Kid.- (Departing the group that he/she has been) I will bring a light, which has not
known by the human yet, to the world (Colorful lights flare when he/she touches
the toys) How? Some stuff to grow curiosity about?

Kid:- (Pulling Tiltil’s arm) See mine. A machine that flies just like a bird without
wings.

Kid: - No, no... First see mine. The treasure to be found on Moon!
By the help of this dialogue, it becomes possible to deduce that children do not have a
nation. Rather they are the future of the World by their future inventions, dreams,
adventures. While the author and the translator as well as the literary board seeing the kids

as the future of the humanity, another character called the King of 9 Planets (Dokuz

Seyyareler Kralr) in the Country of Future, is more interested in a political unity between

201



the planets. His aim would be making a unity in the Solar System and become the King in
that unity. When he talks about this aim, he also adds his dream of having “one party” to
unite them all (Maeterlinck n.d., 60):

King of 9 Planets: - (A kid moves forward who can hardly stand up on his/her short
legs, around 4) That’s me!

Tiltil: - But you are not great at all!

King of 9 Planets: - But the thing that I will do is going to be great.
Tiltil: - What are you going to do?

King of 9 Planets: - I will establish a unity among the all lightning stars.
Tiltil:- Ah, really?

King of 9 Planets: - All of them will be a one party! Only Saturn and Neptune are
too far to be included in the party (The King of 9 Planets moves away with
conceit).

Tiltil: - So interesting!

As a result, humanist approach that was followed by some literary board members might
have an impact on the preferences of this play*°. National and narrative identity under the
family theme of children’s translation playscripts becomes visible through the perception
of the family as the basic unit of a nation. This data brings about seeing also the gender
bias and the narrative others of the story. The others of the story is more based upon
religion or narrative identities rather than modern national identities. This patriarchal
attitude though preaches to the children to accept their current circumstances, and if they
are live in poverty they should learn how to be happy with it. The importance is given to

the future generations to construct an image of sameness.

| tried to get the official names of the literary board members, but the State Theater could not find a
consistent record for the board. I owe special thanks to Saziye Dagyapan, who is currently working in the
State Theater as a dramaturgist, for her personal efforts to provide me information.
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CHAPTER 4

RECONSTRUCTION OF NATIONAL SPACE: HOW TO CIVILIZE PEASANTS?

The aim of this chapter is to explain the spatial imaginations in Turkish nation building
process in the 1950s, by taking space as a theme in the repertory of the State Theater. |
plan to reveal the included and excluded identities in the imagined space of Turkish nation,
the basic emotions that the negotiations towards the imagination of space by nation

building project engendered.

The chapter will focus on how the inner space is constructed in the 1950s rather than the
international borders. The reason behind this preference is a discreet direction given by the
repertory. “Homeland” is given as the inside of the international borders, on the contrary
of how homeland imaginations in history theme varied. In the repertory between 1949 and
1960, space theme takes Turkish international borders and focus on constructing the inner
space of the nation. Just like family theme unravels how modernization divides sphere into
two as public and private; nationalism turns private spheres to the places of home; the
space theme unravels how the territory of the nation turned into public sphere that would
be a stage for daily representations of identities. Therefore where and how in there the

nation is imagined becomes significant to examine.

Correspondingly Ana Maria Alonso (Alonso 1994) grows curiosity on how identities are
constructed within the space of nation state. Also she asks how the implementations of
fragmentation and homogenization gave results, how those identities and the space is
constructed and imagined. It is possible to trace the answers of these questions over
narratives yet narratives demonstrate how those implementations and imaginations are

settled in daily lives.

Although the separation of private and public spheres are studied heavily by the gender
literature by focusing on how nationalism is reproduced within the public sphere; how

nationalism was reproduced in public sphere is studied less. However, if any how the state
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patriarchy becomes visible in the space, how it ends up when the state and different

identities of citizens of nation state meet is important to complete the whole discourse.

This chapter examines the theme of space through religion, state, narrative and national
identity which are the components of national identity building. At first section, this study
is interested in the religious symbolism (Alonso 1994) in nation buildinge in the imagined
space of the nation. The section asks whether this symbolism and the practices of religion
could affect the inheritence of national identity through generations by using the space of
the nation. What Alonso suggests about the place of religion in national identity building
in space is its dependency on time. It does not only give the current discursive
constructions of religious imaginations in a space but also refers to multiple time zones
(Alonso 1994, 388), with a reference to David Harvey (Harvey 2002). Thereby it takes
over the power of helping sameness or otherness in the space during national identity
buildin process, without mattering whether secularism was fostered or a certain religion

was induced.

Second section examines the relationship between the state and the space in national
building process by pacing Alonso's state definition in modern time, which includes
"discipline” and a discursive construction in every day language, practices and rituals.
State reproduces implicit power related categories in modern time with nationalizing it and
giving it a "national character" (Alonso 1994, 380). State has agencies to draw a
framework for how to operate, such as bureaucracy, law, legitimate force in everyday
routine. At the same time, this kind of examination will help us to understand how nation
building process imagines the included and excluded elements, by annoucing some as “us”
the rest as “them”. Alonso suggests that selected tradition is determined by the state system
and added in the hegemonic process of nation building process. Because the state is the
most effective apparatus to make the perception of “us” and “them” consolidated in the
imagined space of the nation.

Nationalism draws the borders of a nation and insight of the borders become the national
property in which the sovereignity of the nation state is legitimate (Alonso 1994). By the
hands of the nation state this perception of sovereignity, and the way this sovereignity
implements imagined identities are inherited intergenerationally by using the space of the

nation. This reciprocal act between the people who live within the space and the apparatus
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of sovereignity provides a warranty of living in a certain way, protecting the
homogenously imagined identity. Thereby, the identity which is imagined as a homogene
one (indeed fragmented) are subjected to the inclusion and called national identity. While
the sovereignity by the state is used inside, space of the nations turns out to be the space of
commemorating the state (Alonso 1994; Cmar and Bender 2007; S. Roy 2006).
Additionally, the space of the nation becomes the legitimate territory to melt the
differences of identities, if nothing works, to exclude them. Hegemonic nationalism uses

the relationship between the people and nature, monuments, sculptures, architecture.

Alonso (Alonso 1994) stitches the relation of nation to the space with “roots” borrowing
words from environmental vocabulary. Roots have the essence of the emotions to tie up
with the land, and most of the time, these roots are imagined as going back to the agrarian
societies. Especially in postcolonial nationalisms nationalism is related to the nature and
the rural by representing the purity of the people out there, not being touched with the dirt
of modernity. These natural ties arrives at the making of nostalgia of the rural, the villager
life. Alonso points out Sinhalese nationalism as a clear instance for drawing attention to

the “moral core of the nation” in villages (Alonso 1994).

The study examines the playscripts that can be evaluated under the space theme in this
section. The theme is about the duality of patterning of the story on city life style and
village lifestyle or city life with an oblivion. The common features of the playscripts are
usually the space as a city, village or a non-developped settlement; the oblivion for pure
and virtuous of the untouched village life style, the tension between the village and the city
life styles. Mardin argues that the debates on what good and bad are eliminated during
modernization process in Turkey. People who need the ethical and morality rules embrace
peeping and causes panoptikon in Foucauldian terms. Mardin claims that the lack of depth
of the republican values fell behind the Islamic values and couldn’t sneak into the ordinary
peoples’ lives (Mardin 1990). Therefore, the village and the neighbourhood, where
panoptikon is possible, remained as an important, virtuous unit (Toprak 2013). Besides,
recent studies have started arguing the place of the space and the territory for nation
building. Different territory and territoriallity understandings help to define the spectrum

of the nationalist thought that has emerged from the 18th century (Penrose 2002).
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Jonathan Penrose talks about the emotional bond between the people and their land
(Penrose 2002). So he points out the importance of geography of peoples to feel connected
to their lands other than having physical obligations to stay there. Thereby, people tend to
develop territoriality for their land with their need to survive. Penrose draws the borders of
the territory in the modern world with the borders of nation states. He indicates the
significance of the space for nation states so as their nationalist ideologies. He is concerned
about macro level of spatial powers in his study, while bringing modern philosophers’s
ideas together about the transformation of those powers in the context of geography. But
mainly Penrose argues that without referencing to the nationalist use of the spaces in
modern era, a comprehensible knowledge regarding mobilization and recreation of the

masses would remain simple-minded.

In a broaders sense the borders of nations, in a less broad means the boundaries of spaces
are defined well in narratives since narratives have the power to communicate how those
boundaries are imagined and implemented. Prokkola anticipates the power of narratives
about the space in nationalism and nation state discourse on the theater stage in Swedish-
Finnish crossing border case (Prokkola 2008). Eeva-kaisa Prokkola’s approach, which
accepts that narratives both transmit and construct “knowledge” and “reality”, can be
applied for inner borders that are constructed in public space with tacit acts of inclusive
and exclusive performances. And narratives are the best tools to observe those acts

(13

because borders “...mark the division between ‘us’ and ‘them’, and also negotiate the
moral justification of the border.” (Prokkola 2008, 658). This approach automatically
includes a mutual construction of identities that would make narratives and arts, in

particular theater, a stage of commemorations.

In the light of these discussions, this study first examines the narratives that are written by
local playwrights. Narratives of Turkish playwrights with regards to the space of Turkish
nation will indicate where and how the space of Turkish nation is imagined through local
eyes. | found four representative playscripts in the repertoire of the State Theater betwen
1949 and 1960: Cevat Fehmi Bagkut’s Kiiciik Sehir(The Small City), Ahmet Kutsi Tecer’s
Kosebagsi(The Neigbourhood), Nazim Kursunlu’s Cig (The Snowslip), Turgut Ozakman’s
Giineste On Kisi (Ten People on the Sun).
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Later on this study takes the translated playscripts under the space theme in order to reveal
the outsiders’ (the nations who live outside of the Turkish national borders) perceive
Turkish national identity while constructing their own spatial national identity. How “the
other”s spatial organization is given determined the perception of the Turkish audience
about the excluded identity from the space of the nation. The playscripts that were picked
as representative are only three in the repertoire of the State Theater: Oliver Goldsmith’s
Yanlhislhiklar Gecesi (She Stoops to Conquer) with Ali Riza Seyfi’s translation, Vern
Sneider’s Cayhane- Agustos Mehtabinda (The Teahouse Of the August Moon) with Ayse
Sarialp’s translation, Paolo Levi’s Trafik Cezast (The Trafic Ticket) with Tarik

Levendoglu’s translation.

Thirdly the spatial theme is analysed in children’s playscripts with the same categorization.
One is for local children’s playscripts, and another one for the translated children’s
playscripts were representative for the space theme. Local children’s plays would reflect
the imagination of the national identity building in the context of space to advise what kind
of a spatial imagination to be inherited through generations. The playscript that is
examined in this study under local children’s playscript is Kara Boncuk (The Black Bead),
written by Miimtaz Zeki Taskin. On the other hand translated playscript would echo how
mutually Turkish identity and the others were constructed while demonstrating “their” will
to imagine “their” own spaces. The only translated playscript under the spatial children’s
play is U¢ Cuval Yalan (Three Sacks of Lies), written by Margarethe Cordes with

Stileyman Tamer’s translation.

4.1. Space Related Playscripts of the Local Playwrights

This section focuses on the imagination of the space in Turkish nation building in the
1950s through the eyes of Turkish playwrights. Thereby this study will provide knowledge
on where Turkish nation is imagined, what and where Turkish identity’s borders are and

who is included and who is excluded from the territory of the Turkish nation.

In nation building relationship with the space and the memory is set by the nationalism.
Since memories cannot emerge independent from their places and time, selected memories
and traditions by nation building projects are allowed to speak to the minds of people to

reproduce it (Alonso 1994). In Turkish case, these memories are constructed in cities if
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they refer to modernity, and constructed in villages if they refer to the essence of the
nation. The experience of spatial construction of nation emerges as a division between the

village and the city as the modern is imagined for cities, and the traditional in villages.

The screeplays which have the village-city-neighbourhood tension within, include the
opening play of the State Theater in Ankara 1949: Kiiciik Sehir (The Little City), written
by Cevat Fehmi Baskut (Baskut 1969); Kosebas: (The Neigbourhood) by Ahmet Kutsi
Tecer (Tecer n.d.), Cig (The Snowslip) by Nazim Kursunlu (Kursunlu n.d.) and Giineste
On Kisi (Ten People in the Sun) by Turgut Ozakman (Ozakman n.d.). Even though the
number of the plays with the village-city theme is low, the high number of codings in these
plays makes them significant and representative. Moreover, the authors of these plays are

quite popular local theater play writers for the State Theater dramaturgists.

Kiigiik Sehir (The Little City) by Cevat Fehmi Bagkut (Baskut 1969) is on the little
ordinary lives in a small town in Anatolia called Ciftekayalar, after the establishment of
Republic. It is not a play that worships the reforms, instead it demonstrates the antagonism
between the central and the peripheral life styles, sarcastically. A group of people stops by
in the town for a few, and they bring evil from the city life, and stains both the pureness
and the peace of the life in the town. The visitors from the city are greeted by the mayor of
the town who makes everyone feel that he is the representative of the state there. The State
Theater staged Kiiciik Sehir in 1949-1950 season.

Kosebast (The Neigbourhood) by Ahmet Kutsi Tecer (Tecer n.d.) Ahmet Kutsi Tecer is a
playscript whose space is a neighbourhood in Istanbul. The characters intersect in the same
corner in the neighbourhood, where Macit Bey, the main character, lived and passed, his
son faces with his past while the play takes picture of residents' life styles. The play was
put onto the stage in Istanbul City Theater (Dariilbedayi) and then Tatbikat Theater before
the State Theater took this play into the repertory. The State Theater put the play onto the
stage in 1951-1952 season. Ahmet Kutsi Tecer's works, overlap with the period of seeking
for a national identity. He tries to find folkloric elements of theater plays throughout
Anatolia and keeps being faithful and respectful for the republican institutions at the same
time (Koz n.d.).
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C1g (The Snowslip) by Nazim Kursunlu (Kursunlu n.d.). The space of Nazim Kursunlu’s
Cig is settled in a secluded village, in which the dwellers are aware of the difference
between a villagers life and a city dweller’s life. The author draws the adaptation failure of
the villagers’ lives in a city through their look while referring their well intention. C1g was

staged in 1952-1953 season by the State Theater.

Giineste On Kisi (Ozakman n.d.) was launched by Turgut Ozakman during 1955-1956
season. Turgut Ozakman worked as the dramaturgist once and the Head of the State
Theater as well, subjects a group of journalists who are tired of the dirty system, the
sovereignty of the money that they are dealing with as well as the difficulties of the city
life. The first space of the play is the administrative office of the journal which is untidy
and the second space is the apartment of Kenan where is decorated in a humble way. The
playscript reflects the lack of inner peace of the characters, who mainly feels Anatolian,
while they are trying to hold on to the city life and make a livelihood. Yet they feel like
they are selling their souls to the system. The playscript is a good example in the repertory
to get an understanding of the author's view on transformation of the values in Turkey by
the time. These changing values are caused by to be caught between embracing Western
lifestyle which brings about a push forward to make a livelihood in the market as a

graduate and the possibility to take shelter in an Anatolian village where their roots rely.

There are not too many playscripts to reflect the space particularly; therefore one can
interprete this low number of playscripts under space theme as paid less attention than it is
paid to the construction of history and family.

Next sections will examine the space related local playscripts by first focusing on how
Turkish national identity is constructed in its relationship with religion, secondly the place
of the state as a component of Turkish identity and finally how narrative and national

identity is constructed in Turkish national identity’s spatial imagination.

4.1.1. Religion

This section urges upon the how the religion is represented in the national space and how
religion contributed the national identity building process in the 1950s through the local

playwright’s eyes.
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The daily usage of the Islamic phrases is the fainted indicators of the self definition. Even
though the public sphere is modernized and secularized after the provlamation of the
republic, religion never loses its place in either city dwellers’ or villagers’ lives. The innate
behaviours and the cues in the context of religion provide an implicit solidarity among the
characters, especially when they struggle with the narratives of the modern city lifestyle,
where some enjoy Westernization. In this context, the study examines the city-village-
neighbourhood theme through religion codings in this section. Because this examination

will give us how religion and where religion is imagined for national identity building.

First, Cevat Fehmi Baskut’s Kiiciik Sehir is on the little lives in a small town in Anatolia
called Ciftekayalar, after the establishment of Republic. It is not a play that worships the
reforms, but demonstrates the antagonism between the central and the peripheral life
styles, sarcastically. A group of people stops by in the town for a few, and they carry evil
from the city life, and put stains on the pure and peaceful life in the town. The visitors
from the city are greeted by the mayor of the town who makes everyone feel that he is the
representative of the state there. He thinks the visitors coming from Istanbul would bring
virtuous values of the era such as science and knowledge and teach villagers how to earn
money. They’d help transforming the town into a small city (Baskut 1969,8). However the
visitors don’t even know geographically where the town is, and don’t seem to care.
Undoubtedly religion is one of the most important part of the daily life in the town,
therefore the religious phrases are very often in daily language. “Narrative others” of the
play are the visitors and among them the “non-muslim” citizen who helps the thief to trick
the pure villagers. The non-muslim, beautiful, singer woman character is called Eleni
(Baskut 1969,22), who also uses Islamic phrases just like the way the Muslims and the
villagers do: “Hamdiisena olsun. Cok siikiir Allah’a.” (Baskut 1969, 21). Insider
difference is used as a point to demonstrate that non-Muslim entities might be tricky.
However for the villager woman Setaret (Bac1), Eleni is evil and a “non believer dame”
(Baskut 1969,15). The villager perceives that the city dwellers abuse the villagers. The
purity is attributed to the religious villagers, who represent the essence of Turkish nation,

if one searches for the essence to hold on to as a characteristic feature of Turkish nation.

C1g (Kursunlu n.d.) has a space on a mountain road during winter; it is inside of a lodging.
There are some details about the decoration of the lodging. We understand that it is inner

Anatolia and it is not a luxurious place to stay in at all. The characters of the play are
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Muslim, as they use Muslimhood referenced many phrases while talking. There is an
unmarried couple that runs away from their families to get together. And the villagers
around are looking for them, as well as the gendermary officer. Since what the couple did
was a sin, the villagers also use the term chastity in terms of religiousity. However, the
main characters Mevlut and Dursun feel pity for the couple at the same time: "May Allah
protect them, hope they can find a nook to take shelter in..." (Kursunlu, nd). Author
criticises the religiousity that’s refleted on traditional practices, here to force the young
couple to run away, eben though they know that it was going to be perceived as sin to be
punished. While defining nation as Muslim, he can’t help criticisinf the place of Islam in

defining the moral values and traditions in the society such as chastity.

The daily use of the Islamic phrases is the fainted indicators of the self definition. There
are no foreigner characters or non-muslim characters, in that sense, or there is no particular
emphasis on a counter feeling towards a specific character. The characters all use these
phrases with or without aiming at putting emphasis on Muslimhood. But on the other hand,
the Western lifestyles of the characters are portrayed as people who drink wine in Giineste
On Kisi. Glneste On Kisi has several codings for religion in daily language basis. The
characters are city dwellers however they question their existence and their values or use
Islamic words such as "Allah kahretsin!", "Allah belasini versin!". City dwellers are the
representatives of new, modern nation and citizenship. They are Muslim, without a doubt
because their language often refers to Muslimhood with dialogues. On the other hand they
also drink wine and the author makes wine a symbol of Westernized life style with their
conflicts in their miinds with regards to changing and degenerated values of their society

while they miss villagers’ purity.

As a result, the design of Turkish nation’s space includes a division of city life- and
villagers’ lives. Nation is imagined with its new face in the cities however without the
virtuous modern essence of the nationality. Local playwrights turn their faces to the
villages for their being carriers of traditional, religious, specifically Islamic values.
Therefore it is possible to deduce that the feeling of sameness is based on Muslimhood

religionwise, in terms of national identity building.
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4.1.2. State

“State” section provides an outlook for how the state is represented in the city-village
separation and the role of the state as a part of a national identity through the works of the

local authors.

Nations are attributed some of the state’s features such as legal rights and duties of the
nation’s members, who are the citizens of the nation state. The location of the citizens
against, within or according to state gives important clues about the identity of the citizen.
The cities have become the main intervening public space of the modernization, where the
state defines the modern members of the state as the city dwellers. The playscripts do not
only give information about the perception of the citizen through the state, but also
indicate the place of the citizen within or out of the state. The coming across of citizens
and the state, the meaning of these gatherings and the self-positionings of both state and

the members of nation indicates the imagined Picture of the nation.

In Kiiciik Sehir, Cevat Fehmi Baskut draws a character of a mayor who emphasize that he
is the representative of the state that he thinks it is powerful. He feels that he is strong
brcause he is “the state” itself there, which is the construction of the omnipotence of the
state in public space. However, the author draws a space that reflect the weakness and the
poverty of the state in rural. The first space of the play is a municipality office of whose
roof is not rain resist. The mayor does not accept the reality, so he gives an order to
eliminate the vision of the bucket which was placed in the middle of the Mayor’s Office to
deal with the dripping roof. The powerful state discourse comes into prominence when the
mayor talks to the notable people of the town to make them feel that the state is there:
“...You are talking to me as members/associates of the municipality; I am not letting you
talk. If you are talking to me as the notables of the town; I am giving an order by the
authority of a mayor to make you shut up and sit down. Do you not recognize me as the
mayor?” (Baskut 1969, 7). This cue is critical in the sense that local political power, once
been elected feels like the hand of the state in space, including villages, small towns. So
state is everwhere. It sounds like people are not electing who is going to servet hem rather

who is going to administer them and represent the power of the state in public space.

Another representative of the state in the rural is teacher. The figure gathers all important

and good features of well educated Republican elite. The character is trustworthy, care
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about getting together for the common good, compromising. On the other hand, the teacher
is afraid of a touch between city-village culture as well as a communication between
different social stratums, expects evil from the “other” identity; city dweller in this case.
The character basically wants a compromise between two different cultures but ends up
with a sharper gap: “...People are divided in different types. Don’t bring a city-dweller to
the village, he cannot survive. Don’t take the villager to the city, he cannot feel content.
Therefore, I don’t interpret favorably, a delegation coming by from a big city like Istanbul
and joining us, although they are coming for a certain time...” (Baskut 1969,9). This
perception and the cultural tension is reinforced and regenerated by Ramazan Pasha:
“Mercy! How could you think that a Pasha’s daughter would marry a dirt-poor peasant?”.
However the answer by Adem is more inclusive: “Just like the way a Pasha’s son marries a
villager girl...” (Baskut 1969, 37). Teacher is the state’s smiling, illuminating face shown
to the villagers. Interestingly, this cue also draws attention to the social stratums as well as

gender bias in the movement between stratums.

Cevat Fehmi Baskut criticises the bureaucracy and the bureaucratic procedures as well as
elites sarcastically, in an discreet way. The greetings procedure, people who fly the flags
reluctantly, the speech and getting prepared in neat outfits are all unnecessary details of the
bureaucratic apparatus for the author. We can also pursue the clues of populism embedded
in bureaucracy and political life in a small town. The ones who feels that they are
representatives of the state, make populist promises, even though they are aware that it is
impossible to make them real: “...we will build an ice factory this summer. We will found
a 500 beds hospital. A book palace, an art gallery. However, sir, these are all intentions...
all dreams...” (Baskut 1969, 5). And the former deputy who is among the visitors has no
idea where they are geographically: “I was Kayseri deputy for sometime. But I have never
heard of the name of Ciftekayalar Town until now.” This way, Baskut wants to call
attention to the rising populism and degenerated political life. Politicians forget they are
serving to the people, however have no idea who who that people is, what their
expectations and wills are; they don’t even know their place on the map. What these
people who want to speak up for their needs is to develop socioeconomically and become
“modern” just like the bigger cities which are perceived as the craddle of Turkish nation.

They want to be a part of that craddle, as putting their pure Turkish essence in it.
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This section of the representations of the state as a component of the building of the
national space in the 1950s demonstrates that the existence of the state is seen everywhere,
including the villages. And the face of the state is a patriarchal fatherly one that knows the
best and reinforces populism among masses in the small towns. Although the “modern” is
pictured in the cities, the authors start criticising this view and asks state to consider the

needs of the villagers and the country as a whole; a national space.

4.1.3. Narrative and National Identity

Narrative and national identity section focuses on how Turkish playwrights imagine
collective sameness and difference in national terms in the construction of national space.
Also checks how these images/representations contribute into the construction of the
spatial perceptions in Turkish national identity building in the 1950s.

Narrative and national identity section analysis playscripts according to the characters’s
sameness and otherness. The examination of the narrative and national identity discourse
under the village-city-neigbourhood theme provides an arbitrary assessment for individual
and collective identities in a public space. The imagination of state, territories, borders,
how the characters, so the playwrights define the citizen of Turkish nation within that
certain space gain importance since it is related to the territory of the nation. This study
examines whether the member of Turkish nation is perceived as a city dweller or a village
dweller, how those are affected by the modernization process.

The mayor in Kiiciik Sehir is a character who thinks he holds a position that makes him
defend the common good and future automatically. The common good and future is
something symbolic in his mind with Turkish flags and a common memory of “working
under bullets” (Baskut 1969, 3). He sees himself hierarchically superior than everyone but
the visitors from a big city. So he gives orders to the residents of the town and the care-
taker Ali to greet the visitors as good as they can (Baskut 1969, 3). The narrative “other”
of the play is the strangers that are coming from Istanbul, in general. The narrative other
carries almost all bad features such as craftiness and fraud. The sameness of the play is
constructed on common history; and Sultan Mehmet II is used symbolically: “...Our
lineage has raised numerous heros who were in the forefront of Fatih.” , “And our lineage
goes until the (Ottoman) golden age (devr-i saadet).” (Baskut 1969,7). Therefore it is

obvious that memories are working to build a common history, samness while making
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peace with the golden ages of Ottoman Empire, on the contrary of official Kemalist
ideology of the 1930s.

The tension between the villager’s life and city dweller’s life emerges on different usage of
daily language. Although sameness is constructed on “us” as a whole, city dwellers
represent a certain type of a life style where the village represents perceive them as the
opponent identity, while they represent purity and virtue. The visitors speak Turkish with
foreign words and the locals don’t feel it genuine: “Learn Turkish first and then come
by!...” (Baskut 1969, 15). Therefore villagers’ claim is that they are the real Turkish
because what they are speaking is real Turkish. For example Adem asks visitor Eleni:
“...do you not know any Turkish fairy tales? Only the French, English or German tell
them? Do you think Turkish don’t?”” and sets the play’s sameness on being Turkish, where
he puts French, English and German to the forth as national others as well as having a non-

muslim narrative insider other embodied in Eleni.

Kosebas1 (The Neighbourhood) by Ahmet Kutsi Tecer is a playscript whose space is a
neighbourhood in Istanbul. The characters intersect in the same corner in the
neighbourhood, where Macit Bey, the main character, lived and passed, his son faces with
his past while the play takes picture of residents' life styles. The play was put onto the
stage in Istanbul City Theater (Dariilbedayi) and then Tatbikat Theater before the State
Theater took this play into the repertoire. Ahmet Kutsi Tecer's works, overlap with the
period of seeking for a national identity. He tries to find folkloric elements of theater plays
throughout Anatolia and keeps being faithful and respectful for the republican institutions

at the same time (Koz n.d.).

The main character Macit Bey in Kdsebast, used to be a member of Union and Progress
Party and he is one of the founders of the new regime, yet he didn't have much to legate.
While the author emphasized the virtue of the character with him not getting involved in
materialism, he also makes the audience comprehend that the young generation has started
to forget about the difficult times that the country and the previous generations got
through: The Grocery Man: "... Once upon a time there were [ttihatci (unifier) and Itilafc
(disunifier)... You don't know them. This is one of those Ittihatc1. You know, of the Young
Turks. Well, you don't know them either... To know the old things are good though. Those
Young Turks deployed Abdulhamit from the throne..."(Tecer n.d., 8). One can easily see
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that this old man is offended by being forgotten, depending on the changing lifestyles,
caused by modernization in cities. What he tries to do is to congregate the memories and

the new space to legate what has been done for the common good of this country.

The artistic features and cultural developments in terms of Westernization are perceived as
rubbish by the ordinary people in Késebast; "Look around, everywhere is full of theater!
Did you get it gavur boy!" (Tecer n.d., 10). However, for the new generation they are fun
and worth learning and following academically or socially. However none of the
characters deny that they are Easterns who are living in a big city. Even the ones who go to
the West to get well educated in terms of arts and sciences, construct their sameness on
Eastern identity and difference on the positive manners of Western cultural identity. The
narrative others are ecnebiler (foreigners) and gavurlar (non-believers) throughout the text
(Tecer n.d., 10, 40). The characters are not willing to meet new people, especially with the
foreigners by stepping out of the neighbourhood. The community culture in a big city like

Istanbul is based on the perceptions of "the others" of the residents.

The multiple identity codings are prominent in Kosebas: as well. Even though, the local
neighborhood culture is based on being Muslim, Eastern and traditions, the residents,
especially the new generation city dwellers prefer compromising native culture and the
Western cultural elements such as going out to listen both fas:/ (Turkish classical music)
and jazz music at the same entertainment. The musician character is one of those, who is
aware of the conflicting coexistence of the trendy Western style of living and the local
cultural elements "1 am a violinist, but | also play ciimbiis, clarinet, or an other. Whenever
| need to, I also play accordion, saxophone... You know, world for a living, we fit to the
trend." (Tecer n.d., 57).

The author wants to reflect the gap between the ones who are educated in West and the
people who are living in the neighborhood, and point out the miscomprehension of
modernization. The young girl and the son of the Pasha represent the younger generation,
having educated in West, using French words and referring European artists while talking.
They feel they are Westernized, while reinforcing their Eastern identities with a

constitutive other, which is again Europe (Tecer n.d., 42).
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The space of Nazim Kursunlu’s Cig (Kursunlu n.d.) is settled in a secluded village, in
which the dwellers are aware of the difference between a villagers life and a city dweller’s
life. The author shows the failurre of adaptation of the villagers’ living in a bigger city
through their look while referring their well intention: “Dursun appears, around twenty
five years, although he resides in a city, he couldn’t get rid of his villager look yet, a pure-
minded young man.” (Kursunlu n.d., 2). The city dwellers are the roots for the bad
intention because they represent the degenerated life style: “Would it be a favor from a girl
who was born and raised in a city? We were told however, it went in at one ear and out at
the other.” (Kursunlu n.d., 4). However, the ones who move to the village can’t help
enjoying city life too; “We couldn’t do in the village, sergeant. City is a whole new ball
game.” (Kursunlu n.d., 5). Neighborhood culture, for the late comers to the big cities are

the follow-ups of smaller lives that they had back in their villages.

In Giineste On Kisi the characters romanticise the village as their hometown after
experiencing the profaning lifestyle in the city. The village is where the virtue stands and it
is still pure in terms of social values. Although village represents safety for them the
character Yildiz, doesn't want to have dinner with provincial journalists within her
dialogue with Foto. When they chase the events, they disengage themselves from the rest
of the society. For them, the society is the actor and they are the audience of what bad has
done by the society. It is to deduce that characters have roots in villages they feel that they
are Muslim, their daily language refers the prophet and Allah often, however they feel that
they are not totally embraced by the new social values that were brought about by
modernization. Their lifestyles turn out to be Westernized, more specifically the character
Foto, uses some French words sarcastically in dialogues, both to refer to Yildiz and
Cemal's constraining Westernized lifestyle and degenerated social values. Foto's mock
demonstrates the tension between the synchronization and dissimilation of Western values
and the essence of being Turkish: "Would you like to have some more sucuk, sinyor?"
(Ozakman n.d., 23). Sucuk is Turkish sausage. Foto is a character to represent the correct
way of synthesising Western values and the essence of the possessed culture by Turkish
nation. Because he is aware of many European literary works as well as the philosophical
roots of it. He gives references to the Ancient Greek philosophers and European authors in
his dialogues, who were not only popular those days but also indicated the correct way of

understanding the modernization and Westernization. He salutes European culture, but he
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also salutes the Amon-Ra, the Ancient Egyptian God of Sun. So he is not turning his back
to the other civilizations too. The character Foto uses Western- European authors’ works
such as Faust, but refers to Tarik bin Ziyad who conquered Andalucia as an Emevi
commander, in the same sentence, without a clue for what he exactly means. Similarly,
Cemal asks Foto, “Has the war started? What a noble outfit, zistad (master)? Are you going
to act Hamlet?” (Ozakman n.d., 8). Foto is a sarcastic character who always mocks the
other coworkers. We get that he is the photographer of the journal through his title: Foto,

where his real name is Suat.

The characters’ emotions of being trapped is related to the swing between the virtue of the
village and the degenerated principles of the modern city life as well as Eastern and
Western identities in the terms of not going Western properly. On the second scene, the
character Baba (Father) sits and has a talk with Cemal while drinking some wine. Baba
feels upset with the people he lives amongst. He refers to the memory of the peoples and
says, “(by yelling) People? What is that said to be people? The people have no memory... |
was the beloved of the people, once. What happened then? Look at here, the struggle with
the eight-strand octopus”. (Ozakman n.d.) This quote seems significant for its indication

for lack of trust in the masses in an elitist and implicit way.

This section demonstrates that narrative and national identity is stuck between being a
villager and a city dweller, as it is stuck between being Eastern and Western, having the
dilemma of being either carrier of the essence of the national identity or the presenter of
modernization. The authors criticize the elitist way of doing politics tacitly and
recommend Turkish national identity to refer and synthesize both Eastern and Western

civilizations in the national space.

4.2. Space Related Translated Playscripts

This section looks at how the space of “the other” identity pictures its modern and national
space, by the help of space related translated playscripts in Turkish State Theater’s
repertory. Thereby, the audience receives a construction of citizen of the other in their
spatial design. At the same time these pictures help constructing Turkishness and the

Westernness mutually at the same time.
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Different understandings of territory and territoriallity help to define the spectrum of the
nationalist thought that has emerged from the 18th century (Penrose 2002). Geography for
the nation and nation building process is to transform the living place of the society into a
nation’s eventual homeland (Alonso 1994). Homeland is for the citizens who are the
members of the nation, sharing the same status, with equal rights and responsibilities.
Space theme not only refers to the international borders of a nation but also reflects the
perception of the citizens’ place for living, through the lens of the nation building process.
International relations is divided by national borders, thus people living in a certain
territory starts being a member of a certain nation drawn by borders. Beyond those
borders, another nation lives with different imaginations and constructions of public spaces

with various religion, state, narrative and national identity.

In this section, the study takes the space as the common base of the playscripts to examine
under space related theme. The study examines Yanlisliklar Gecesi (She Stoops to
Conquer)(Goldsmith 1981) , Agustos Mehtabinda (The Teahouse of the August
Moon)(Sneider and Patric n.d.) and Trafik Cezas: (The Traffic Ticket) (Levi n.d.) by Paolo
Levi under the space related theme. The common space of these playscripts is the cities.
The members of the nation experience being the nation in city life. The preferences of the
playscripts and the playwrights under space related theme by the literary board
demonstrates the perception of where the members of a nation would live, and the reason
behind it. Besides, it is to reflect the perception of the view of the State Theater’s literary
board on how the members of the nation would live, experience religion, state and define
themselves through their narrative and national identities. The playscripts are picked from
the American and European literature that point out the perception of “West” and “the
civilized” through the lens of the State Theater. Therefore examining the playscripts helps
understanding the self location of the Turkish national identity as opposed to the Western
identity.

She Stoops to Conquer, written by Oliver Goldsmith, is translated by Ali Riza Seyfi as
Yanhshiklar Gecesi and performed as Yanlhis Yanhs Ustine in Turkish. Turkish

translation’s meaning is “Night of Mistakes”. The typing from the archives is dated in
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1981. The playscript is an example of Irish- British literature of 18th century™. There are
multiple spaces in the playscript. The spaces are repeatedly either an apartment or a room
in that apartment or a pub. Although some parts of the story takes part in an old fashion
apartment, the cues throughout the playscript, more focus on the macro lives of the
characters rather than their private spaces such as family relations. Besides, it is not
possible to deny the place of the pub culture in society and the city life especially in
Britain. Goldsmith is capable of reflecting the transforming lifestyles of the workers in the
cities in 18th century. Although at first, the play seems related to the degenerated family
relations, it is more related to the transforming values in the modern society. The rising
importance of wealth and money, class differences, so changing attitudes towards the
marriage and lifestyles become apparent. Goldsmith’s friendship ties with the British
conservatives such as Edmund Burke, becomes visible as the playscript ends up with the
dignification of the values.

The Teahouse of the August Moon is written by Vern Sneider, and adapted by John Patric.
It has been translated by Ayse Sarialp as Cayhane or Agustos Mehtabt Kiraathanesi. The
spaces of the playscript are Cournel Purdy’s office at the headquarters in Okinawa, a big
city in Japan, as well as Tobiki, a village. The space of the third act of the playscript gives
the play its name by taking place in The Teahouse of the August Moon. The translation
also gives room for a look of a house’s view on the stage. The east of the playscript is the
far east with its Japanese culture. The main character Sakini is a calm and quiet person,
who defines himself as an Okinawian translator. He introduces himself and his people by
emphasizing who are the “others” of his identity to the audience. By referring to the
Chinese pirates, British missionaires, Japanese nobles, American individuals, he introduces

the different perceptions of civilizations and modernity of the Americans and far easterns.

Trafik Cezasi (The Traffic Ticket) is written by Paolo Levi and translated by Tarik
Levendoglu. The play was staged by the State Theater in 1955-1956 season. Paolo Levi is
an ltalian playwright who is also known for his journalist and art critic identities. The

space of the playscript is a city square at night surrounded by three houses.

% The translation and the publishing is one of the series of National Ministry of Education, and its preamble
is given by Hasan Ali Yiicel. Hasan Ali Yiicel is known for his being a Turkish humanist, under the effect of
modernism movement in Turkey. He had a significant affect in Turkish educational system in the early
republican era (Inalcik 2011).
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Next, the study consists of a deep analysis of space related translated playscripts by using
the representations of religion for its being a powerful helper of nation building and the
feeling of sameness, state as a component of nation-state and national identity building,

finally narrative and national identity in modern terms.

4.2.1. Religion

This section of religion in the context of national spatial design of translated playscripts
deals with how religion is becoming a part of the national identity building of “the other”

identity in its space, and the place of religion in that space.

Nation building projects of the opponent civilizations construct nationalist discourses by
imagining samenesses and differences. These samnesses of societies can be based upon
either languages, cultures, color, ethnies or religion. Religion of “other”s and how Turkish
identity is perceived in “their” public space gives information about the mutually

constructed identities.

The characters of the She Stoops to Conquer are Christian. Some cues have clues about the
differences and the tension between churches such as Methodist Church and the other
Protestant Churches. Their differences float only when the priests of each come up with an
idea regarding the lifestyle of the ordinary people. These people feel confident and free to
reject even the priests’ preaches: “If the Methodist church priest comes and says that
drinking is a sin I will bet on money with those guys, that they preach better when they
zonked out. But if you come down to buy a piece of his hollowed religion and belief with a
pittance (zi¢ kurus) in your hand, | produce all the smart men witness, you are a good
friend to me, you are a pigeon.” (Goldsmith 1981, 8) The translation of the playscript uses
“Allah” and “Yarabbi!” in many phrases such as “Aman Allahim!”, “Hay Allahim!”,
“Allah kahretsin!” (Allah damn it!), “Allah Allah!”, “Yarabbi!” (Goldsmith 1981,5-60).
Ali Riza Seyfi Turkishizes these emotional cues with the word “Allah” or “Yarabbi” with
Quranic names for the God. These plays do not give place to representations of
Turkishness rather, with these Islamic phraases and words, translators reflect their own

religious identities on the narratives.

The Teahouse of the August Moon’s first space is Okinawa and the Tobiki’s village

square. Specifically on an act, the author mentions a house that is divided by bamboo tea
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tables and curtains. Throughout the playscript, the translator prefers using word “Allah”,
when the playwright tends to use an emotional expression or a phrase regarding the
characters’ religion, just like the other translators. “Allah kahretsin!” (Allah damn it!),
“Allahin cezasi,” (Allah damned!), “Allah rizast icin,” (For Allah’s sake,), “Allahaskina”
(For heavens/Allah’s sake), “Allah selamet versin” (May Allah provide safety/ Godspeed),
“Allahin sersem budalalari”(Allah’s goofy fools), “Allaha siikiir!”(Thanks to Allah!),
“Allahaismarladik” (Adiew!), “Allah kahretsin o Japon béceklerini!” (Allah damn those
Japanese bugs) (Sneider and Patric n.d., 8-79). These phrases are commonly used in
Muslim societies in everyday language, even amongst the secular people. Apart from the
other data exluded from the other playscripts, in this play, being a city dweller is a God’s
blessing: “I have been Okinawian by the gods’ blessings. The history of Okinawa has
written by the certain/counted conquerors’ blood.” (Sneider and Patric n.d., 4). This cue is
not only important for its religious content but also striking for its primordial emphasis
through the blood of the society’s ancestors. Given the unseperable place of religion and
being Japanese as opposed to British, one can observe mutual construction if identities in
this cue. Also, religion is used as a reinforcing completement for identity. Japanese
identity is given as a counter identity of the non-modern in front of a modern ally.

The Traffic Ticket’s coded segments in the context of religion are not so different from the
other playscripts. The translation again prefers using “Allah” to translate the expressions of
the characters in the original piece, and gives an impression of adaptation in this sense.
“Allah rizast i¢cin” “Allah askina...” (For Allah’s sake), “Allah’n kulu,”, “Allah’in belas
mahluk...” (Allah damn critter), “Allah izin verirse,” (If Allah permits), are the everyday
Islamic phrases that the translator uses in order to translate some emotional expressions
while tieing the cues each other (Levi n.d., 9-59). On the other hand, although the audience
would assume that the characters are not Muslim right away, it takes them a while to see
and hear which religion they belong to. The audience gets some clues on the perception of
the religion and the belief system of the characters some time later. These cues provide a
deduction for their religion, and make it possible to deduce that they are Christian.
"...Innocent... Dear friend, noone is innocent from the moment they see the light of the day
(from the moment they are born). There is noone who is guiltfree. Being alive is a guilt, do
you understand? Living, being in a society is a guilt...” (Levi n.d., 9). Pioity is a given

characteristic of people in the play. Even they were oppressed by another sect, religion or
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policy, they assure that they wouldn’t give up on their beliefs. In this society, being pious

is a significant feature of a character (Levi n.d., 55);

- You are pious, aren’t you?

- Of course, do you not know?

- Ok there you are, that’s why I asked. You are pious, you believe in ... (not
readable), afterlife purely, without any doubts, right?

- Of course.

- You are ready for withstand, tolerate any force and suppression with this
belief, even if you’d know that you will die, right?

- Of course, dear... No such thing has happened to me, but, let’s suppose it

would, of course...

Also they put a tie between Christianity and arts. Aesthetics is something that comes from
the West and its origin is perceived as Christianity. The characters praise the piety in

Christianity by refferring (Levi n.d., 55):

- Have a look at the numerous guards for Christianity. How charming and
cute people all of them are, aren’t they? Have a look at the paintings/icons in the
churches...

- A divine light runs down even of the faces of the old beavers.

- Think about the paintings that subject the Jesus Christ’s crucifixion.
Climbed up on the rocks, tall and gracefull (like a pheasant) shapes, with their
noble gestures, those beautiful young men; how they evoked the people...

The freedom of religion is again opened to debate under space theme with the freedom of
rejecting even the preacher. Even though there is an option of rejecting preaches, the
sameness of the playscripts rely on Christianity and correspondingly piety in Christianity

is praised.

The intersection point of the space and the religion is striking. Space does not only refers
to the borders or the land of a nation state, but more often refers to the distinction between
the village and city life: modern and traditional life styles. According to the translation
playscripts that are examined under the space theme, being a city dweller is a God given
chance, a blessing, most of the time.
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As a sum, religion does not loose its importance in peoples’ lives in city public sphere but
opens the debate of the place of religion. During war time, or even after the war or under
an invasion or alliance, religion is the common ground and an important cultural shelter to
the identities. It has been used as a primordial fact that brings up a historical common
ground for the identities to be built upon. Even though a state starts up modernization with
implicit dynamics, a religio-cultural resistance is inevitable. The place of religion in
modern cities is debatable, with a profound line between cultural essence and religion by

modernization.

4.2.2. State

The context of state will reveal the image of the state in the opponent identity’s space.
However there is no rich data under this section. The only coding for the state, more
specifically for patriarchy and militarism is in The Teahouse of the August Moon. : The
character Sakini, tells about Colonel Purdy’s everyday routine in a sanctifying manner;
“He looks up to the sky every morning at first. Afterwards certainly a mahdi comes up.”
Then Purdy really comes up with a mahdilike assumption: “It is not going to rain today.”
And Sakini concludes her talk sarcastically: “Do you believe that, it is not going to rain
today, really. A rain has not been recorded in the history of Okinawa in this season.
However our Colonel never mistakens, for sure.” (Levi n.d., 7). Sakini is a calm and quiet
character who acts like an obedient in general, but there is an underlying sarcasm in her

talk. The potent of the Colonel is not something sustainable forever in her eyes.

The only code under the space related translation playscripts shows that the state is
perceived as almighty in public space. However making a general statement is not possible

with a single cue.

4.2.3. Narrative and National Identity

This section covers how narrative and national identities in translated playscripts are
constructed with examining the feelings of sameness and the differences. Thereby this
study provides knowledge on how Turkish identity is built as opposition to the Western

and modern identity in space theme in the 1950s.

The space of She Stoops to Conquer relies also on the division between the big and

modern city life style and the rural life style. The rural people talk to each other and
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mention the perception of the trendy lifestyle lies in London, a modernized city: “You are
an odd guy, vesselam®?, Mr. Hardcastle. Wonder if there is someone else that doesn’t make
it to London time to time in order to robb their rust out?” (Goldsmith 1981, 2). The answer
of the Mr. Hardcastle, whose name implies that he has a stubborn character, is critical of
the new lifestyle of the Londoner or the rural who envy them: “ Yes, they do but... they go
but... They bring arrogancy and lameness that will be enough for them for a year! | wonder
why London can not keep its own people at home, that surprises me. In my day, the mads
of the city could snuggle in slowly.” (Goldsmith 1981, 15). London is the center for the
new elitist lifestyle that is envied. But that doesn’t mean that the characters are only envy
the new trends but they are also critical towards it to some level: “He has lived in London
for two years, now he has been drawn to the net curtains, ornamented French rags too, just
like the trueborn Londoners.” (Goldsmith 1981, 4).

- Do they look like Londoners?

- | think yes. Their appearances are truly French. (Goldsmith 1981, 9)

This cue becomes important when we all together think about the tension between the rural
and the city identity of the new modern society. This duality becomes visible in dialogues
on the different perceptions and the pursuit of entertainments in rural and city: “Of course
a person like you who has been to the brightest meetings cannot find something to have
fun at an unknown little corner of the rural world” (Goldsmith 1981, 22) Some rural
characters use the love of London as a signifier of a higher stratum: “I am in love with
London, there this love puts me into a more prominent position than some other villager
neighbours” (Goldsmith 1981, 25)

It is also striking that the other of the English identity is seen as the French, as it corrupts
the British culture with its cultural and materialistic productions, and becomes the symbol

of the city dwellers. This tension also reflects upon the French wine (Goldsmith 1981, 37):

- Nectar, nectar? Yes, a drink but noone drinks that around here. | think it is a
French drink. We, here, don’t keep French wine, master.

- The nectar that | talk about is a genuine British product!

*! Vesselam. Arabic originated Turkish word, means “that’s the thing”, “that’s it”, “there you are”, for more
information check, Big Turkish Dictionary on www.tdk.gov.tr
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Although the story of She Stoops to Conquer takes place in 18th century, the affects of
Ottoman Empire in the nation building processes in European countries is a fact. “Turks”
constructs “the other” identity of the European identity in mutual respect: “Good, very
good, thank you. Kah, kah, kah! This ingenious commandership of yours reminded me of
the war that the prince Eugene gave against Turks in Belgrade.” (Goldsmith 1981, 18).
18th century Ottomans are called (and translated) as Turks, they are opposing identity of
modern European identity. Translator seems embraced the Ottoman past of Turkish

Republic.

The Teahouse of the August Moon has hidden representations of “we” and “us” identity
based upon being Japanese. The Japanese are the nation who has a long long past, full of
prideful events, that makes the society Japanese in modern nationalistic terms; “In XIV.
Century, being invaded by the Chinese pirates, is the prideful destiny that is written in the
stars (in Turkish, this idiom is translated as “Almimizin serefli yazisidir”, with my
correction of misspelling “Anlimiz”, literally it means written on our forehead). We
welcomed the English missionaries in XVI. Century, and Japanese nobles in XVIII.
Century (with a hand gesture). We couldn’t have told the American individuals (efrad) to
get back where they have come from after hospitality this much. You see how Okinawa is
lucky?” (Goldsmith 1981, 4). It is also possible to evaluate this cue sarcastically. However,

it depends on how the act is directed by the director.

The Teahouse of the August Moon play is based upon the nationalistic and cultural
differences felt during the World War Two. That way, Vern Sneider tells about the cultural
differences that characters emphasize; “The imperfection in America is the peace in
Okinawa.” (Sneider and Patric n.d.,5). The Turkish of the phrase includes rhyme:
“Amerika’da kus[ur], Okinawa’da huz[ur]”. So it refers the cultural difference rather than
emphasizing what causes problem in America would lead peace in Okinawa. The values
are so different from each other in East from the West that the imperfection in America
would have been perceived as a reason for peace in Japan. The Japanese perceive the
American individuals as the others of their society, their nation, which has rebellious
spirits (Sneider and Patric n.d., 80). These mutual constructions of “difference” are the
mirrors of what has happened and how pacts and alliances formed in World War 11. It also
demonstrates the rising aggressive nationalisms. These all take place in urban spaces and

public spaces under modernization.
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Colonel Purdy in Japan believes in bringing democracy to Tobiki. Sakini is the picked
character for teaching the Japanese democracy. The cultural differences are neglected by
the Americans, but the spreading their values, and the economic structure underneath.
Purdy says: For Purdy, army is a place to serve one’s country in a virtuous way. He
informs Fisby, the lieutenant, about the details of this virtue: “Hear me out well, captain.
Nobody comes into the world as a soldier. But when the time comes, executes this
precious assignment. He adapts himself into the military principles. We work tooth and
tail, work, however, at the end, we get back to our homeland (vatan) with the honor of the
victory on our shoulders...” then keeps talking up about what he did before getting drafted,
“I was the owner of a paper-bag company in Pottavattamie. I didn’t have any opinion in
the slightest degree about the foreigners/strangers®%. Today, my assignment is to teach the
local people democracy. Even if it is required to kill each of them one-by-one in order to
accomplish my job, I will; I will make them say that this is democracy by hitting them on
their heads” (Sneider and Patric n.d.,13) and keeps talking to Sakini “Dear, that’s not the
point. The point is, your talent in teaching. Your assignment in Tobiki is to teach what the
democracy is to the local people there, arouse a feeling of respect. And industrialize there,
at the same time.” (Sneider and Patric n.d., 14). The eastern identity of the non-Americans
is uttered at the earliest opportunity by the Americans throughout the text. Fisby’s cue is
one of them: “Tell him that I have a face to think about its dignity. Therefore, he had better
give up easternwise fooleries” (Sneider and Patric n.d.,35). Americans identify Japanese as
Easterns while constructing themselves as Western and characterize Easterns as full of
emotions and fooleries. Patriots during World War Il transformed their working places into
factories to manufacture military tools. They believed in an upcoming victory so they put
fast modernization and industrialization to the core of being a strong nation; however an
authoritarian manner in disseminating democracy calls attention. They try to illuminate
local people and teach them what democracy is and maket hem accept it either by the

consent or by force.

*2 1t is rather difficult to decide whether this Word “yabancilar” in Turkish has translated from strangers or
foreigners. “Yabancilar” may both mean strangers or foreigners in Turkish. In any case it shows a discontent
regarding “the other” however with a slight difference: one is directed to the domestic others, where
foreigners are directed to the outsiders.
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The Americans on the island talk about the enemy’s propogandist tools and the
administrative applications of the locals critically, even Purdy criticises the locals’ system

by “(by jumping out of his skin) This, this is communism.” (Sneider and Patric n.d.,75).

The cultural difference reflects on the sameness and the difference of the clashing national
identities of the Americans and the Japanese based on Easternness and Westernness.
Purdy: “I understand. My wife would tell already: The East cannot Westernize, the West
cannot Easternize. These two slants never comply. Yet, the core of the point is this.
Anyways, then, have you achieved any significant process?” (Sneider and Patric n.d.,37).
So both identities clearly cut borders even if they come across on the same territory. It is to
deduce that, the author wants to draw an American character under Western identity
representation which sees Westernization as a progressive modernity project, and the
democracy as a tool of this project, despite the unpatchable gap between the Eastern and
Western identities. Fisby, another Western character also emphasizes this gap by looking
down on “Eastern” people, while talking to Sakini: “There is an explicit difference that
cannot be compensable between us, the Westerners and the Easterns: I don’t want to say
that there is no prostitution. But, for Allah (4/lah i¢in, to express a certainty in Turkish by
a Turkish phrase), there is no organisation for a society of prostitutes.” (Sneider and Patric
n.d.,44). Getting affected by the local culture, so called “Easternization” is a case to

humiliate as well (Sneider and Patric n.d.,76):

Fisby: - He will never like there Sakini. | would never like to see him with a wooly
on his back, sneakers on his feet, like a Easternized American.

Sakini: - But, Lotus wants to become American. He has met only one American
that he didn’t like.

Fisby: - But, some Americans will not like him. There will be at least one to make
Lotus unhappy.

The modernized and the Western is literate, civilized for the Americans where the locals
are ignorant, uncivilized, different and defined as the other, even if the Americans
themselves are the ones who are foreigners on the land; “Colonel Purdy III, loves hanging
plates everywhere. For sure, this is a requirement of the civilization. It is a tough

assignment to teach the ignorant people...” (Sneider and Patric n.d.,6) [of East].
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Throughout for the playscript, there is a severe emphasis on the virtue of the Colonel
Purdy, despite the sarcasm of some of the cues regarding his character. However, he is
demonstrated as a virtuous man, who wants the best for the village in terms of high life
standards. He wants to develop the village and gives orders to his fellows. Fisby claims
what he did was to make the village wealthier, and this has become the result, apparently
Colonel is dissatisfied with the method. Fisby applies this to the village by the white slaves
trade or alcoholic beverage trades. For Colonel, a village represents the backwardness and
somewhere needed help to improve, but in a virtuous way, without damaging its virtuous
essence. Fisby says: “You told me to develop the village, ordered me to make them self-
sufficient.” And Colonel Purdy’s respond to this becomes: “I told so but, I didn’t told you
to promote vileness and drunkenness. You discredited my hometowns honor.” (Sneider
and Patric n.d.,74). The translation uses “iki paralik etmek” in Turkish, which means
“decreasing something to 2 cents value” literally and to discredit or dishonor figuratively.
The same dialogue goes on with Fisby’s defensive words: “What shall I do then, shall I kill
myself?” in Turkish: “...canima mi kiyayim?”, that includes agitation. And Colonel goes
back to his seriousness on the issue when he sees Fisby’s superficial attitude: “Allahaskina
(For Allah’s sake) take this seriously. You don’t know the enemy’s brilliance in
propoganda field, presumably?” Thereby the audience deduces that Colonel is virtuous,
trustworthy; he only thinks about his country’s favor and calls Fisby into account about his
deceit. He wants to let the Washington, the center of his country, right away about the
deceits.

Being an American is a virtuous and an honored value for Colonel Purdy, as he is ready to
embrace everyone he trusts in their honesty hold a part of that virtue as well. Sakini, is his
trustworthy friend who worths carrying the value of being American, even she is not
American originally. Fisby tells how Sakini is crafty and smart in a cunning way: “You
Sakini you are one of those who plays both ends against the middle.” The translator prefers
using a Turkish idiom “Seytana pabucunu ters giydirmek”, when translated: “to make the
devil wear its shoes inside out”. Colonel supports Sakini, by saying “No. She has got a real

American’s initiation.”

The Traffic Ticket has only one code under narrative and national identity. The characters
sameness relies on Christianity although they live in a modern city in modern terms. The

only feeling of a modern sameness for their identity becomes visible through “I will have it
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signed, to the party members, all citizens, even the foreigners who are on the other side of
the borders, the other nations, all world... All of the posts will unite, a petition flood will

wind up the king’s palace....” (Sneider and Patric n.d.,65).

Narrative identity relies on the division between the modern city life and the rural life
style. The modern city life style is envied and slammed at the same. Life is in the city but
the virtue remains at the village, in congruent with the perspectives of the local authors in

the context of modernization and nation building through space.

At the same time, “the others” emerge basicly in Europe as the translations are mainly
borrowed from European literature as nations emerge. Modernization causes the
emergence of these modern national “others”. The playwrights of the translated playscripts
perceive others as the other European emerging nations as well as the Turks. Ottoman
Empire stands as a nation for Turks through the eyes of the Europeans, particularly from
the start of modernization steps within the institutions of Ottoman Empire.

To sum, the cultural differences in the city and village life causes an anxiety of excessive
modernization and loosing the essence and the virtue that the people got in rural life style,
especially this is valid for the late comers of modernization and nation building processes.
The distinction and the dilemmas of the people who live in the cities in translation
resemble to the contradictive feelings of the characters in the local authors’ works that
dwell in the cities. Correspondingly, these complicated feelings that come back and forth
between the modern life style of the modern cities and the virtue and the traditional
lifestyle of the village or rural life.

4.3. Space Related Children’s Playscripts of the Local Playwrights

This section deals with the national identity construction within the imagination of Turkish
national space in the 1950s and how it is presented to the future generations of Turkish
nation through the lens of the local playwrights in the State Theater repertory.

The only representative playscript, Kara Boncuk (The Black Bead), written by Miimtaz
Zeki Taskin in 1951, was performed in 1950-1951 by the State Theater. It is a children’s
musical theater, and just like the other children’s plays, it is a pretty short playscript.
Miimtaz Zeki Taskin is a children’s poet and playscript author who has an important place

in Turkish children literature, gave his many works to the State Theater. The story of the
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Black Bead, takes place in a house among the members of family. The nuclear family that
lives in the house is enriched by the uncle (day:- the brother of the mother), a head cook
and his assistant, a black maid and her son. The main character is a little girl, Cigek (the
name means flower in English) in the playscript. Her day: sneezes chronically and her
other uncle who is the brother of her father, sends a letter from Altinbasak (translation of
the word is Golden wheat) Village, talking about a weed that heals chronicle sneezes.
Although the story passes among a family’s members, the bulk of the codings are on the
spatial dividedness of the village and the city. Therefore the examination of the Black
Bead has done under the space related childrens’ plays written by local authors. Thereby
this analysis will unravel how and where the future generations of Turkish nation are
imagined, in the context of religion, state, national and narrative identity.

Next sections will cover the relationship between the national identity building within the
imagination of the space of the nation by the help of religion, state, narrative and national

identity.
4.3.1. Religion

This section focuses on the place of the religion in the construction of national space in
children’s place. Seeing the representations of religion with relations to the Turkish
national identity is significant because of its power of reaching out the younger members
of the nation.

In the Black Bead, the only but a significant data has been a dialogue between the Uncle
and the Cook. The family of the story decides to make a visit to their village, since even if
they live in a modern city they have roots in a village. The health problem that their day: is
getting through with severe sneezes has its remedy in the village. Although the Cook
believes in the power and importance of the science and mentions this, family heads to the
village to give a try to the weed as a remedy. The village throughout the playscript has
been idealized with its people’s hospitality and virtue. On the other hand, interestingly
enough, the uncle of the family represents “the traditional” and he is more involved in the
religion which is outdated: “Dayibey... Let it go if you like your religion. This boy has
gone crazy... Don't go along with him.” (Taskin n.d.) He feels like he is superior to give
advise to the uncle. The Turkish words are: “...Birak dinini seversen... uyma ona...” has

an implicit superiority and tolerance.
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This study shows that the children’s local playscripts recommend the new generation to be
in favor of science in the antagonism between science and religion. Religion is
demonstrated as the glue of the people but should not exceed over the other fields of life.
The space of the nation is again designed with a dualism between city and village. The
citizens are the dwellers of the modern cities however they long for the beauty, remedy,
purity of the village, where the essence, the traditions of Turkishness lies. The problem is
that there is no sharp decision made by the author or the characters to be villagers or city
dwellers, and they are even confused with the place of religion as they are confused about
the space they belong to.

4.3.2. State

State is not observable in the space theme in children’s plays, written by local playwrights.
This might be explained by two points: First is author might be more concerned about the
tension between the modern and the tradition. Secondly, state is not directly the interferer

of this tension according to the author.

4.3.3. Narrative and National Identity

The section of narrative and national identity focuses on how the sameness and the
difference of both narrative and Turkish national identity in the national spatial design that

is demonstrated to the younger members of Turkish nation.

In The Black Bead; over the name of the village Altinbasak (golden wheat) is possible to
deduce that the village is called golden wheat to make an emphasis on its fruitfulness. The
discourse is also traced through the poem (song) that was sung by the choir and the family
members (Taskin n.d., 8):

“(All family members get together)
We are leaving, leaving

Hello to you Altinbasak.

We are flying like a bird,

Hello to you Altinbasak.

There is remedy in its waters,
There is healing in its air,

There is pleasure on its moorland,
Hello to you Altinbasak.

Its goat, cow, lamb,
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Its wells are full of ice water,
Any time in four seasons,
Lacks of passengers.”

The village is idealized by the characters, by having the best qualities such as fruitfullness,
being the source for pleasure, happiness, natural beauty and health. Another quote to point
out the wisdom, hospitality and the virtue in the villagers is an actors cue.

The controversial Western and Eastern identity shows up in this greeting ceremony with a
new style of dance for young Turkey and its target audience, evidence by the directions for
the director: “(Gets up. Before stepping in the kiraathane the guests flow in. A greeting
ceremony at length.. The girls get out of the hand-fan store. Some has got hand-fans, some
has got umbrellas.. Ballet.. The villagers are on the stage.)” (Taskin, n.d., 30). The
wisdom and the virtue of being villagers in Turkey is jumbled up with those two cultural

experiences at a time on stage.

Interestingly this playscript reflects the yearning for villages of the modern Turkish nation
members who live in big cities. This longing is not for only the traditional lifestyle but
more for the essential features of being from a Turkish village where virtue, natural
beauty, pleasure, hospitality and health lies. The critic towards atomized life in big cities,
families try to hold on to each other. We don’t see “the West” as the source of this change
in life styles though. Correspondingly, the State Theater keeps the assignment of
introducing universal Western classical arts; such as ballet with young members of Turkish

nation.

4.4. Space Related Translated Children’s Playscripts

Translated children’s playscripts are significant to demonstrate the spatial design, where
the others’ nation is located to the children of Turkish nation. While doing this, the feeling
of sameness is constructed in a mutual relationship with Turkish identity and “the other” of
Turkish identity in the demonstrated space. This chapter covers the translated children’s
playscripts within the construction of national space to found the relationship between the
national space and national identity construction in the 1950s for the sight of the future

generations of Turkish nation.
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The space is defined in dualism of poor and rich; villager and noblemen, rather than a
tension between village and the city. Even tough, 3 Sacks of Lies (U¢ Cuval Yalan),
written by Margarethe Cordes and translated by Siileyman Tamer, carries some units
related to the historical theme, the coming back and forth between the village and the
palace of the characters are outstanding and distinctive. The first space of the playscript is
defined as a villager’s, Krisan’s house, with cows’moos. Trina gets off the house with
wooden shoes on, with a milk bucket. A night before, a vagabond asks for a night stay at
Krisan’s place. Hans and The Smart Man talk about this stranger. They think that he has
some extraordinary powers. The audience sees a tree and gets that, that tree didn’t exist the
night before. A Police enters the village square announcing about the King Pampelius’
orders. The Princess Giilkonca (means rose bloom in English) has a depression and
coudn’t get well even tough the doctors tried every possible treatment. So the King
searches for a remedy and a person to bring that relief. The award is the Princess herself
after she starts feeling better. The tree that suddenly proliferates is a magic apple tree with
magical power to treat any disease. Krisan picks some apples and heads to the palace. On
the way to the palace, the Smart Man does a magic on the apples to make them go bad.
Krisan gets to the palace with rotten apples. The king punishes him for bringing rotten
fruits and mocking the situation. Then Hans starts selling these apples in the bazaar by
telling that they are remedy for anything. The Princess wants to try out and feels much
better after having a bite. However, there is a little problem with the promise that the King
gave. The promise of the king is, giving his daughter as a bride to the man who brings the
remedy and relief for her. Although he is ok with keeping his promise, the suspicion of
having a villager groom rises, for the sake of the land. He tells that he is going to test him
for his eligibility to administer the situations. He passes the exam by the help of the
princess as well, and become happy together. What is different about this play is its space.
The space does not rely on the division of village and city yet the timeline of the play is
fictional: fairy tale with a princess, a King, with a distinction of the poor from the rich and
noble.

Following sections urge upon the deconstruction of the Turkish national identity and the
representations of “other” with its national spatial design for the future members of
Turkish nation by the help of religion, state, narrative and national identity, as the main

components of national identity building.
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4.4.1. Religion

This section on the representations of religion in the context of reconstruction of the
national space as it is demonstrated for the next generations of Turkish nation. Religion
within translated playscripts would indicate the place of the religion in mutual construction
of identities while giving specimens about how the other’s and “our” religion is used in
national identity building in the 1950s. With this play the State Theater introduces the
imagination of space of the opposing identity, having a claim on “them” experiencing
stratum based divisions and noble-people division.

Not different from the sections related to religion component of identity, the translation of
3 Sacks of Lies also include some Islamic daily phrases, by evidence that: “Aman
Allah’im!” (Oh my Allah!) (Cordes n.d.,3,6) , “Aman Allalum! Aman Yarabbi!” (Oh my
Allah! Oh my Yarabbi!) (Cordes n.d.,5, 14), “Hay Allah!” , “Allah cezanizi versin!” (Allah
damn you!) (Cordes n.d.,18), “Allah kahretsin,” (Allah damn it!) (Cordes n.d., 21),
“Allahrm Tanrim bu miimkiin mii?” (My Allah/Tanr, is that possible?) (Cordes n.d., 39).
Interestingly enough, the director stroke out the word “Allah” and wrote word “Tanrim”,
which is a Turkish and secular term for God, instead. However, we never know which
director of what year performance showed that preference. The translator uses his religious
background while translating the text. However, there are no other imaginations of the
opposing identity of representations of Turkish identity.

The findings with regards to the representations of the place of religion in Turkish national
identity building with the audience of children indicate that a tacit sameness is founded by
the help of daily Islamic phrases that is preferred by the translator. However, that does not

automatically found “the other”.

4.4.2. State

This section focuses on how the state is represented in the translated children’s playscripts.
Thereby, the study aims at calling attention to the place of the state and patriarchy in
Turkish nation building process while acting the translated plays. This attempt is to reveal
the sight of Turkish children in the context of the perception of the state of “the other” in
the 1950s.

The representation of the state is embodied in the character “Polis”. Polis is a chracter who
defends the law on behalf of the King and the Princess. He can move and behave on behalf
of the judiciary, because of the power and the virtue of his representation. He perceives

235



Hans’ move of throwing an apple over the Polis’ head as an offense. Polis feels so strong
that he can threaten the villager Hans with jail and the bad conditions of being prisoned to
make up his mind: “(Furiously) Enough, now! You are breaking the law! Throwing an
apple over a cop’s head is violating the law. This is taking me for a fool. (He wants to take
Hans away by holding from his collars) You will see what it means to offend a civil
servant! A piece of bread and a cup of water will bring you to reason. C’mon walk!”
(Cordes n.d., 23). Thereby, the villagers, who are the subjects of the kingdom, feel the
entity of the state through its civil servants, its legitimate brute force. Similar with the
representation of state through the bureaucrates of civil servants hands in local
playwrights’ words, state reinforces its power and sets power relations in public sphere.
Thus, legitimizes its entity in public sphere by letting the kids know about state’s eternal

existence and effect.

4.4.3. National and Narrative Identity

This section deals with the building of the sameness and the difference in the perception of
“the other”s playscripts to idealize the Turkish national identity in the 1950s for the
younger generations.

Playscripts that are related to the Space theme usually demonstrate a dualism between
village and city life. However, children’s translation playscripts which are related to the
space theme, take place in the dualism between village and the palace. The division
between the lifestyles those who live in a palace and the village is striking. Although there
are not so many playscripts to point out this difference clearly, the virtue is given to the
villagers and their poor life is represented as congruent with the other space related
playscripts. The most significant example for this is the remedy that the Princess who lives
in the Palace in despair, comes from a village by the hands of a villager. That way, the
narrative identity that is embraced by the author or the translator of the space related
playscripts is “the virtuous villagers”.

Although the virtue and the remedy are in the hands of the villagers, equality between the
dwellers of the palace and a village cannot be acceptable. For the Queen, a princess and a
villager cannot be in the same pot. Even though the playwright and the translator are more
into the equality of those, they both shut their eyes to the extra effort that is expected from
a villager to be accepted as an equal of the princess (Cordes n.d., 25):
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Queen: - Pampelius, think about it!... How can a princess and a villager come

together? This is not so different than putting a peach and a sunchoke in the same

basket!

King: - Right, you are right, dear Hortensis! Hans, | need to give you my daughter

and half of my Kingdom; but | will take you to an exam in order to understand

whether you are capable of managing these very difficult tasks.

Hans: - What kind of an exam... my king?
This dialogue is in accordance with the social differences that were emphasized in local
playwrights’ works under space theme in Kiiciik Sehir, written by Cevat Fehmi Basgkut. For
instance it was hard to imagine a marriage between a villager boy and the daughter of a
wealthy city dweller; despite it was acceptable to engage a Pasha with a villager girl. We
run into the same antagonism in this play, critically. The poor villager boy wants to get
marry to the Princess. This playscript wants the kids imagine to break these inequalities
down. Though, the literary board and the translator can’t take this matter of equality too
far. Yet, one may come accross gendered nature of the spatial constructions. The princess
is asked from his father, the King.
There are also some explicit examples for gender biased language in U¢ Cuval Yalan as
well. The reason for having this biased language might be a result of having the village
perceived as “the backwarded”. Although the village and villagers are the entities that hold
the virtue in their hands, that doesn’t take their backwardness away. While the characters
talk among each other, in a group both filled by women and men, Trine, who is a woman,
says “I am ashamed of lining up with the men.”. The man character, doesn’t seem to care
about her concern, instead, he claims that she is concerning with unnecessary things and
making him busy for nothing: “Come on you, what does feeling ashamed means! Don’t
fill my head with something else!” and continues speaking to the crowd: “Now listen to
me! When the car arrives, you will shout out loud ‘Long live our Majesty!’. When I give
you the signal with the bouquet, you will shout ‘Live, Live.”. Do you understand?”.
(Cordes n.d.,16) He puts a hierarchy between himself and the others while ordering them
to listen up, while he seems he is the one who thinks that inequality of the bodies of the

men and women is nonsense. Therefore, he becomes the know-it-all.
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CONCLUSION

Nation building process was accelerated after the proclamation of the republic, and its pace
and variety has been affected according to the domestic and international politics. Turkish
nation building process and the transformation of the perceptions towards modernization
were examined profoundly by limiting the historical periods with the 1920s and 1930s
mainly. These studies are completed by the assumption of continuation of the same
policies in the 1940s and the 1950s. However, Turkish experience of transition to
democracy in 1946 was an irreversible change in many aspects, and must have affected
cultural policies as well as the narratives that reflect these transformations, particularly in

the context of nation building process.

Starting from this point of view, this study takes the narratives as the mirror of the nation
building process, led by Turkish nation state once. Narratives, more specifically literary
texts, as argued in the section of methodology, have been very strong tools to indicate the
perceptions and imaginations of the agents with regards to identity construction. The
strongest narratives | suggest in this study is the theater playscripts, since they are
strengthened by the performance. They appeal to the three senses at a time. They do not
only left the messages of the texts to the imagination of the audience but demonstrate
them. The State Theater, as funded and supported by the biggest administrative tool: state
has been one of the most important agent to convey the messages of the nation building
process since its foundation in 1949. Taking the historical period into consideration, when
the institution first performed its play in 1949, one can address how important the theater
was in the lack of visual communicative tools spread. Correspondingly, the performative
power of the State Theater attracted attention of the state, evident by the regulation that
was for the State Theater. The institution is autonomous, the literary board is autonomous.
This regulation steals from its freedom but luckily gives us an assumption of being
reflexive about the national identity building process, and perceptions towards it for being
harmonius (or at least cannot be opposed to the state policies) with the state perception

with regards to the Turkish national identity building process.
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In Turkish nation building process whose roots go back to the first modernization
movements in Ottoman Empire in the late 19™ century, is nationalized by the founder
“fathers” of the Turkish Republic. In the 1950s, a new period begins with the Democrat
Party’s taking over the political power, after World War II. This new era supposed to have
new perception of national identity imaginations. And this study was concerned about

changing national identity building process in the 1950s.

What Ernest Gellner (Gellner 1983) suggests about the building of nationalism as a project
of dissemination of high culture within the society, was also valid for Turkish nationalism
project. Founders of Turkish Republic addressed a modern, educated, Westernized and
nation devoted citizen identity that will be ready for the international job market after
passing through the educational system of the new nation state. Arts that are performed in
the level of the West made theater, opera and ballet the showcase of the new Westernized
face of Turkey in front of the Western cultural world.

As theories of nationalism suggest, the first step for nation building processes is the
making of the history of nation. Turkish History Thesis, Turkish History Congresses
educational textbooks showed that in the 1920s and the 1930s the aim of rewriting history
for Turkish nation was to prove that Turkish nation was the origin of all nations,
civilization pioneer until Ottoman era. This remaking of history gave Turkish nation the
idea of having a primaveal nation with a prideful history (Ersanli 2013; Ozdalga 2014;
Toprak 2011; Tungel 2017; Yildinm 2014). This history was corroborated with an
Independence War that was a legendary success against the imperial West and continued
with language reform (Bingol 2004b; Toprak 2003; Yilmaz 2011) to speed the
dissemination of the high culture. These attitudes towards making the “nation” proud of
itself against the modern, the West, the civilized one are shared by postcolonial nation
building initiatives or late modernization movements, although Turkish case started
modernization with its own dynamics (Chatterjee 1993; Murakami 2005; Roy 2007).
Turkish nation is imagined as a secular one and history making puts a distant to religion
Islam, yet, Ottoman Empire was based upon Sharia rules and imagined that Islam had a
part of being backwardness. So the new republic claimed a new belief system, nationalism

and scientific positivism.
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However, by transition to multiparty regime perminantly, a historical break down was
experienced. Especially with Democrat Party government, the first signals of democratic
demands to be met were given by the leader of the party Adnan Menderes in terms of
administrative changes and cultural expectations with regards to the place of religion
(Erogul 2014).

History

In the 1950s, the preferences of the literary board and the performances of Turkish State
Theater echoes these changes in terms of remaking history. The playscripts that were
written by local playwrights experience a peace-making process with the place of Islam in
Turkish society. The primary sameness feature of Turkish nation is accepted as Islam
historically. Yet, some projections still reflect Turkish History Thesis or panTurkist ideals
which show Sumerians as the historical relatives or Central Asia as the historical homeland
of Turkish people. However the bulk in the Ottoman historical playscripts draws attention.
Turkish national identity building makes peace with golden ages of Ottoman past of

Turkishness.

On the other hand “the historical other” of Turkishness is articulated as Byzantine, the
West (particularly French) and Christian. Thereby, Christianity in religion and the West in
spatial means are accepted as the differentiating features from Turkishness. In history
making in the 1950s, the state is personificated and sanctified. Imaginations of state advise
people to follow the leader and sacrifice for the common good while taking him as the
pioneer. The leader is pictured as a father figure. It did not matter whether he was an
Ottoman sultan or a Turkish administrator. Because these figures strongly defend the
common good of Turkish nation against the West, Christians or Byzantines. Another
interesting feeling of the local playwrights in the context of history is “backwardness”.
Turkish nation is not pictured directly as the “backward” of the West but given the golden
ages of Ottoman Empire full of success against the West and the Christians contribute to

the necessary pride to hold people together as a nation.

The number of translated playscripts under the history theme indicates the importance
given to the imagination of history of the West. The translated playscripts are heavily

borrowed from the European authors in historical context.
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When | put the playscripts in the contextual timeline | saw that the imagination of starting
point of Western history is rooted in Ancient Greek civilization. The idea of the state is
universal just like Ancient Greek civilization is accepted universal. The West is
demonstrated as the cradle of the civilized and modern “other” of Turkishness. State is

imagined as a Godly, eternal and powerful entity which is unseperable from its land.

The second historical milestone in Europe is shown as the birth of Europe, with
reneaissance and reformist movements, sectarian conflicts. The number of playscripts
picked to show the historical breakdown of Europe for secularism indicates that Turkish
State Theater wants to draw attention to the nation and nation buildings. State might have
insider treators whenever a state is weakened, however the law will make it stronger again.
A strong state relies on the law, rather than religious codes. The inevitable disengagement
of religion and state is an historical fact and outcome according to the given meanings

derived from intertextual analysis.

Turkish national identity building project in the 1950s perceives “languages” as the
determinants of the difference between nations and national identities. Nevertheless, the
sameness of the social formations is given as religion. Even though, birth of Europe
indicates the sectarian conflicts and the breakdown of European history as well as the
historical background of the birth of secularism in Europe, translations set the sameness of

the narrative and national identities” sameness and differences on to the religions.

However projections differ in children’s historical plays. Local playwrights imagine the
future generations of Turkish Republic Muslim, without any doubt. Even though religion
is constructed as something that belongs to past at first, the place of religion in Turkish

society is conceded.

Next generations of Turkish nation are also pictured as universal citizens. However, young
nation members are expected to represent Turkey in universal arena at their best, because
they are perceived as the showcase of the young republic. They must be devoted to their
nation, but they are also responsible to interact the world, particularly the West, as
members of a proud nation. Thereby, even though the literary board is under affect of

humanism with this approach, they don’t conceive of a cosmopolitan citizenship. Rather
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the future members of Turkish nation are drawn as the globally interactive citizens that do

not forget their historical essence.

In children’s translated playscripts, children who are the target audience witness the place
of their own Turkish identity within the historical remaking of the identity of “the other”.
Playscripts are translated from European pieces. And these pieces automatically draw who
is the other of Turkish identity, since they are translated from different cultures and
languages. “The other” is defined and performed as the European and the Christian. Even
in translations, the Turkish characters are pictured as good hearted Muslims. Therefore,
good features are attributed to the Turkishness. The meaning conveyed by this act is “even

‘the other’: European and Christian agrees that ‘we’ are good.”

Additionally, these children’s plays advise kids to be adventurous. This adventure muct
include a scientific perspective; because religion might constitute the sameness of nation,

but in the antagonism between science and religion, science must be in favor.

These general deductions are congruent with humanist and positivist Kemalist nation
building approaches. Therefore, what Basbug (Basbug 2013) finds out for the 1930s is
parallel to what this study indicates for children’s plays. However, adults plays indicate
more like continuations and breaks as Yildirrm (2014) observes for indnii’s period of
historical approach in educational textbooks. Continuations and changes reflect a slight
transformation with variety in the perception of remaking history in the 1950s as well as a
confusion. When one thinks about roofing the general findings can observe the embrace of
various approaches towards history.

Family

Second step of national identity buildings has been to define who the nation is and how to
raise the nation to inherit the feeling of being a nation. Modernization projects divide life
into two spheres as public and private sphere. While nation, the rest of the society aim at
controlling the public sphere explicitly, nation is raised, the effect of discourse of power
relations are built and reproduced in private sphere. Pateman’s argument on having the
gendered nature of modern states and the social contract that reveals the will of living
together (Pateman 1989), draws attention to the modernization, nation building projects in
multiple cases especially by the gender literature (Akar, Oz Dém, and Giingoér 2015; P
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Chatterjee 1990; Jayawardena 1986; Kandiyoti 2004, 2013; Najmabadi 1991; Yuval-davis
1997). Yet the experiences of the nation building projects and the identities formed may
vary and enrich our comprehension towards how the members of a society is nationalized

and modernized, and how this is reproduced as a project intergenerationally.

Turkish case is a good and unique example to observe the transformation of the
responsibility of family in national identity building process. Niikhet Sirman calls this kind
of responsibility “familial citizenship” (Sirman 2005). Family is accepted as the basic unit
of the nation and reproduces the patriarchal codes of the fraternal contract within the
family in order to keep the legacy of being a continuous nation.

Turkish case is examined by many researchers over narratives (Akar, Oz Dém, and
Giingoér 2015; Kandiyoti 2013; McDermott Harmanci 2016; Sener n.d.), household
production and the affect of capitalism (Kandiyoti 2013), militarism and gender in
educational system (Kanci and Altinay 2007). However, the place of family in national
identity building process was not specifically matters for these researchers. In general
though, they all point out the imagination of women as subordinated in the public sphere.
Besides, “the modern” is defined on the bodies of women in family of Turkish nation,
according to how they behave, how Western they look, how good maternity they show or
how good they become wives to raise devoted future nations. From the early 1930s until
1960s an anxiety of having bad wives and bad mothers because of the envy towards a
degenerated Western life style, end up with loosing the cultural essence of Turkishness
(Sener n.d.).

With this study, | examined the Turkish State Theater playscripts that covers family theme
mainly. When local playwrights’ works reflect how Turkish family is imagined, what are
the families’ responsibilities in national identity building, how can the gendered power
relations can be deconstructed and how the national identity is pictured within family
relations. On the other hand, the translation playscripts demonstrate “the difference” of the
“other national identity” according to their family formations and lifestyles. Thereby,
Turkish national identity mutually construct “nation” by the help of the image of the other,
and positions itself in the process of reproducing the nationalist discourse in the family
while also reproducing the patriarchy within the family.
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An indecisive wing between Eastern and Western identities rather than having a stable
synthesis becomes observable in terms of familial bonds and lifestyles. National identity is
not decisive whether it imagines the family with a Western lifestyle or with an Eastern
one. There is a fear of loosing the essence that makes a Turkish family Turkish because of

excessive Westernization.

Language is taken as the core of all the reforms that brought about after the proclamation
of the Republic. Language is minded however the sameness of Turkishness is again taken
as Muslimhood. Yet, there is confusion while constructing “the self” because of the
opponents that Turkish identity use. Distinctively what | found under historical theme,
“The other” of Turkishness is European, which is actually a name of the continent, a
geographical term rather than a name of a nation; “the other” of Muslimhood is West,
which is a geographical indicator, rather than a religion. Because the historical other was
pictured in the framework of Muslimhood- Christianity antagonism.

In time, American cultural affect enters on the stage. The definition of West and the
civilized turns its face to America. However, America is imagined with its broken familial
bonds and degenerated lifestyles. It causes an anxiety again to make the audience worry
about not being able to raise “good” “devoted” citizens anymore if one has got a broken

family.

On the other side, there are particular roles that are given to women and men in the public
sphere. Pateman’s suggestion on the formation of families as national units is valid for
Turkish national identity building process, yet familial responsibilities and roles of women
are captured in the public sphere. Women become the representative bodies of the honor,
pudicity, chastity of the family in micro level, and of nation in macro level. For instance, if
a woman in a family is “loose” it means she is too Western and lacks the necessary
features to raise good generations to represent Turkishness at its best. Therefore family is
an organization that behaves like a micro nation. Aside from what women get, the
homeland is defined as the victory of men. Moreover, homeland is a legacy of the men to

the future men citizens.

In translation familial playscripts, the usage of inconsisten word preference to refer

religions calls for attention. Moreover in these playscripts, in Europe as well, freedom of
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religion has started to matter. The given message is, there must be freedom of religion;
however if religion is taken over by the political power, it becomes a political tool which is
based on “fear”. Interestingly enough, these playscripts do not use religion as the base of

sameness of the European.

These translations do not treat the subject of religion and state directly. More than that,
they prefer telling about the fear of excessive modernization and individualism, changing
values and changing society. State is though, framed as omnipotent and based upon fear
and authority. The subjects and the citizens are disciplined by the political power just like
father figure does in a family. Although one cannot run into the family formations of
Europeans or how they were represented directly there is an imagined, huge and roofing
family. Interestingly enough this big family is both national and supranational. The
suggestion given by these playscripts is to hold on to their prideful nation, however keep

the values of humanity such as honesty, virtue.

“The other” of the translated playscripts is constructed on Turkishness and Muslimhood.
Therefore, the audience catches the opportunity to look into the mirror of the European
authors’ national identity perceptions. This allows a mutual construction for in European

identity and Turkish identity.

A common ground emerges between local playscripts and translations with regards to the
fear of excessive modernization and individualism. However, translations evaluate this
transformation as the degeneration of humanitarian values. On the other hand, local
playwrights consider this transformation of the society as the excessive Westernization

while degeneration of essential Turkish values by imitating the others.

Children’s playscripts are designed with a slightly different projection. Examining the the
local playscripts under family theme indicates that the families are imagined in the private
sphere in which the moral values and religion is thaught. However it should not spread out
to public sphere. Yet, Mardin (Mardin 1971) argues that fisrt public space starts with
religious gatherings in Turkey and Kemalism was against these gatherings. What
Kemalism failed to do is to reach every aspect of life in terms of mentioning what is good
and what is bad for a society. Local children’s playscripts imagine religion as an element
of the private sphere and want the future generations of nation feel that way too.
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Gender bias in construction of family continues in local children’s playscripts. Spirituality
in family belongs to the woman, mother and wife of the nuclear family, whereas men
posess science, land, rationality and able to come in and out of private sphere. The State

Theater shows trust in the son of the family to carry the scientific, positivist point of view.

Additionally, there is a hesitant swing between Western- modern and Eastern-traditional
lifestyles. Characters are hesitant, but they want to follow trendy Western practices yet
shows anxiety of excessive Westernization. Thereby imagination of family is indecisive in
terms of embracing Western and modern life style but it is not totally against it, if one does
not forget his or her Turkish essence. Although Turkish nation is worried about excessive
modernization and Westernization, the State Theater does not give up on introducing
Western classical artistic culture on the stage. Evident by the directions given by the
playscripts, ballet, classical music have been part of the children’s playscripts and
musicals. Turkish State Theater, when it comes to kids, keeps being a part of national
educational campaign. Pieces of Western classical arts are perceived as universal and
global cultural values. Right in here it is possible to set the relationship between
nationalism and globalism claims is possible as Alev Cimar does (Cmar 2010). While
European arts envision a global gaze, then Turkish nation must have the power of arts and

education in the global showcase as well.

State is represented by the image of Atatiirk in local children’s playscripts. This is not the
case in adults’ plays. Family theme demonstrates the state as an entity that is embodied in
an eternal Atatlirk image, just like it was in 1930s with a slight difference, they try to prove
that Atatiirk has not died, but lives and sees, watches whatever the followers of his reforms

have done so far. This image pictures Atatiirk as a Godly father figure.

Translated children’s plays though are able to show “the other”s differences in terms of
religion with Christian practices. Yet these differences do not open very deep gaps
between the cultures in the nation state era because of the secularism. Also, these
differences only refer to who “they” are, but both identities have so much in common to be

counted as equal.

While searching for the context of “state”, I saw that rather than having clear

representations of state, authors prefer drawing attention to the patriarchy and father figure
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as well as the power relations between the man and nature to obey the man. In these
playscripts, “father” of a family is identical with the father of nature who tries to set a
control over it. Thereby, family relations have gender biased power relations. Additionally
in children’s playscripts, the nationalist symbols such as Turkish flag, is used and
sanctified. Nevertheless, the State Theater wants to convey the message of “being the
children of humanity everywhere”. Because children are perceived as not only the future
of Turkish nation but also the future of humanity. Therefore it is possible to talk about a

nationalist humanism.
Space

Nationalisms need nations and states with boundaries (B. Anderson 2006). These
boundaries are the territories of nation states in which they consolidate their nationhood.
These territories are sanctified as homelands for the members of the nations (Penrose
2002). Nationalism takes the assignment of transforming spaces into homelands and public
spaces where the modernization takes place. While homelands are imagined as the spaces
where the essence of nation grows, ties the cities that are cradle of the modernization with

the villages that are the cradle of the national essence.

Nationalism as a discourse sets the power relations to define the borders of the spaces,
picture the sight of the public spaces to represent nationhood. Public spaces become the
spaces for the modern identities confront, clash, identify themselves and transform each
other. And they are also the showcases for national identity building processes, which
determine who is going to be the representative citizen or who is going to be excluded
from the center of modern. Thus, third step to define a national identity is to define the

space of the nation.

In Turkish modernization after the proclamation of the Republic, nationalizing the identity
building project was taken care by the young Turkish nation state. In the early years of
Republican era was a period for a rapid modernization including building a new face for
the Republic by building new city centers (Bozdogan 2012; Bozdogan and Kasaba 1997,
Cmar 2007, 2008; Ciar and Bender 2007; Nalbantoglu Baydar 1997). This urbanizing and
architectural initiation aimed at including and excluding some images from the public

sphere.

248



The division between the modern and the traditional strengthens when this division
overlaps with the division of the center and the periphery (Mardin 1973). Center of the
power relations are imagined as the cities where the periphery in which the traditional is
imagined are the villages. This line between the city and the village emerge in the
playscripts of the State Theater under the space theme.

City is defined as the center of modernization, the place to perform modern and Western
life style with bureaucracy, a market. In the 1930s, the public space is imagined as a
Western looking secular city center in national identity building (Cmar 2005). The
exclusion was implemented towards traditional looking people with traditional practices.
However in time, pulic space in cities become a field of contestation for the modern
multiple identities to transform each other’s self-definitions (Cinar 2008). Other than that,
national identity has become traceable through museums, sculptures and modern buildings
that were designed by German architectures (Cinar and Bender 2007).

Considering the line between the spaces as the cities and villages, public sphere acts like
the meeting point of various cultures. Examining the local playwrights’ playscripts under
the space theme demonstrated that the space is defined as a place for various identities
correspondingly. The citizens come across even though they bring different backgrounds
such as different religions and life styles. The space encounters both muslims and non-
muslims, however, non-muslims are pictured as the dishonest, untrustworthy “others” of

the space.

Even though the city centers and city life is idealized, religious villagers are pictured as the
essence of Turkish national identity. They are not only religious but they are honest,
virtuous, pure hearted. In this sense, Turkish case shows similarity with postcolonial
nationalisms that would feel backward before the occident, but being Eastern would
provide some essential beauties to make this nationhood worth being a member during the

transformation of the relationship between the Europe and Asia (Said 1985).

Big cities are imagined as the cradle of implementations of modernization and they envy
the West since the Western modernization is perceived as the cradle of the universal

civilization. Smaller towns and villages want to turn into cities to benefit from
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modernization economically and culturally. This would synthesize the essence of

Turkishness with modernization with a correct comprehension.

The characters are in two minds amidst being Eastern-Western, modern-tradition. People
feel like modernization is the condition for a modern economic life however modern life
style is too degenerated for them to experience. They grow Easternnes on the contrary of
Westernnes. Some authors correspondingly emphasize excessive modernization and

Westernization to change their daily life styles.

The studies on the 1930s demonstrated that nation state involved in the modernization
initiative. Although the start up of national identity building was the Turkish nation state,
the authors reflect the resistance that comes from people to the transformation. The place
of the religion in space is debatable according to the space theme, because religion and
traditions are covered as entities that belong to the premodern era. Interestingly enough,
religion as Islam and traditions are perceived as the essence of Turkish nation, and
playwrights that long for civilization. At the same time modernization is seen as inevitable

and irreversible progressive process.

The translated playscripts also incline to demonstrate how modern nation states are
strengthened in modern and developed cities. Besides, this strength that comes from
modernization allowed these nation states to be recognized in international relations by
called in pacts and alliances during World War Il. All these occur in urbanized,
industrialized and modernized public spaces. In a broader context, narrative identity is
demonstrated between the dualism of modern city life and village life. Modern city life is

envied and disparaged.

“The other” of Turkish identity is set as European identity evident by the high number of
European originated playscripts that are translated. In these playscripts, “the other” identity
of European playwrights were also defined as Ottomans or Turks as well. Thereby one can

talk about a mutual identity construction in these narrative identity constructions.

In accordance with the findings of the other themes, there is an anxiety of excessive
modernization. This emerges in pos-colonial or late nationalized countries particularly, as
told before. Turkish national identity building case shows similarity with those

nationalisms.
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In children’s playscripts, also the remedy for every disease, pureness, virtue and moral
values are attributed to the villages. However the State Theater wants the future
generations believe that even though the spiritual beauties are all in villages, the
developments can only become real in modern city life. However modern cities have their
own rules to obey. The youth is expected to obey the modern city life however they keep
longing for the village and keep in the back of their head that their essence of being

Turkish lies in villages.

Although the State Theater makes an emphasis on the anxiety of excessive modernization,
it continues doing its educational assignments such as introducing Western classical arts
with the yound members of Turkish nation. Thereby the institution aims at showing ballet,
classical music and so on to normalize this culture and let them synthesize their culture

with these Western styles.

In translated children’s playscripts, the dualism between two spaces has a little difference.
This time, antagonism is set between the village and the palace. In both ways though, the
village is encountered as the core of the virtue, moral values, purity. Just like the cities, the
palace is shown as the degenerated and lingering without solutions. However, just like the
characters who try to break down discreet rules of the society in terms of inequality
between social stratums, translated playscripts has a similar emphasis on scattering the
inequality between the villagers and the King. Therefore, the State Theater objects to make
the younger generations imagine equality independent from social stratums, classes and
reigns. Aside from this, religion is not visible in children’s playscripts, given as just an

essential component of national identity.
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APPENDICES

A. Interrelations in the Identity Coding System

= I . Code-Subcode-Segments
Narrative Other — M @) d e I
N ive SamenessWestern
Powerful state atat olu

=

National Identity

=) symbois % @

Patriarchy /
\EF Religion State
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Weak-poor state
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Narrative and National Identity
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B. Code Relations Chart

Religion | State State\ State\ State\ State\ National National National National National National National National National
Patriarchy | Atatiirk Powerful | Weak- Identity Identity\ Identity\ Identity\ Identity\ | Identity\ | Identity\ Identity\ Identity\
Revolution | state poor Nationalis Nationalism Nationalism Symbols Nations Narrative Narrative Narrative
state m Sameness Other System Identity Identity\ Identity\
discourse Narrative Narrative
Sameness Other
Religion 0 12 8 9 11 2 0 0 12 17 24 12 0 21 36
State 42 22 6 4 10 10 0 0 8 5 15 16 0 8 15
National 0 0 0 0 0 0 0 0 1 0 1 2 0 0 0
Identity
Nationalism 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0
Siscourse
Nationalism 12 1 3 0 4 0 1 0 0 11 27 32 0 37 19
Sameness
Nationalism 17 2 0 0 0 3 0 0 11 0 4 12 0 5 83
Other
Symbols 24 3 1 4 6 1 1 0 27 4 0 29 0 12 8
Nationalism, 12 8 1 3 2 2 2 0 32 12 29 0 0 6 8
Nations System
Narrative 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1
Identity
Narrative 21 1 1 0 4 2 0 0 37 5 12 6 0 0 21
Sameness
Narrative 36 2 1 0 6 6 0 0 19 83 8 8 1 21 0
Other
East-West 22 1 0 0 1 0 0 0 6 1 3 1 0 1 1
Swing
Western Swing 16 4 1 0 9 4 0 0 10 24 4 1 0 5 32
Western Swing 9 2 2 0 2 0 0 0 13 11 3 2 0 7 19
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C. Playscripts List (Between the Season 1949-1950 and the Season 1959-1960)

Name:

Doc.

Season

Type:

Kiigtik Sehir

Play

1949-1950

Author: Cevat Fehmi Bagkut
Director: Mahir Canova

Faust

Play

1949-1950

Author; Johann Wofgang Goethe
Translation: Seniha Bedri Goknil
Director: Renato Mordo

Yalanci

Play

1949-1950

Author: Carlo Goldoni
Translation: Tarik Levendoglu
Director: Saim Alpago

Hekimligin Zaferi (Knock)

Play

1949-1950

Author: Jules Romains
Translation: Dr. Ali Siiha Delilbas
Director: Ciineyt Gokger

Bir Komiser Geldi

Play

1949-1950

Author: John Boynton
Priestly

Translation: Irfan Sahinbas
Director: Muhsin Ertugrul

Scapin’in Dolaplar1

Play

1949-1950

Author: Moliere
Translation: Orhan Veli Kanik
Director: Mahir Canova

Antigone

Play

1949-1950

Author: Sophokles
Adaptation: Jean Anouilh
Director: Mahir Canova

Diinya Goziiyle

Play

1949-1950

Author: Charles Vildrac
Translation: Nurullah Atag
Director: Mahir Canova

Tiiccar

Play

1949-1950

Author: Plautus
Translation: Nurullah Atag
Director: Mahir Canova

10

Peer Gynt

Play

1949-1950

Author: Henrik Ibsen
Translation: Seniha Bedri Goknil
Director: Muhsin Ertugrul

11

Alt1 Sahis Muharriririni
Artyor

Play

1949-1950

Author: Luigi Pirandello
Translation: Dr. Feridun Timur
Director: Mahir Canova

12

Kiskanglar

Play

1949-1950

Author:  Melih  Cevdet Anday,
Oktay Rifat Horozcu
Director: Mahir Canova

13

Yildiz Ece

Children’s Play

1949-1950

Author: Miimtaz Zeki Tagkin
Director: Agah Hiin

14

Keloglan

Children’s Play

1949-1950

Author: Ziya Demirel
Director: Agah Hiin

15

Hamlet

Play

1950-1951

Author: William Shakespeare
Translation: Orhan Burian
Director: Muhsin Ertugrul

16

Sakaci

Play

1950-1951

Author: Sabahattin Kudret Aksal
Director: Mahir Canova

17

Melekler ve Seytanlar

Play

1950-1951

Author: Nazim Kursunlu
Director: Mahir Canova

18

Hile ve Sevgi

Play

1950-1951

Author: Friedrich Von Schiller
Translation: Zahide Ozveren
Director: Renato Mordo

19

Fareler ve Insanlar

Play

1950-1951

Author: John Steinback
Translation: Mebrure Alevok
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Director: Saim Alpago

20

Eski Sarki

Play

1950-1951

Author: Resat Nuri Giintekin
Director: Mahir Canova

21

Pembe Evin Kaderi

Play

1950-1951

Author: Turgut Ozakman
Director: Haydar Ozansoy

22

Saticimin Olimii

Play

1950-1951

Author: Arthur Miller
Translation: Orhan Burian
Director: Muhsin Ertugrul

23

Kara Boncuk

Childrens’ Play

1950-1951

Author: Miimtaz Zeki Taskin
Director: Agah Un

24

Oyuncak

Children’s Play

1950-1951

Author: Hakki Bigeg
Director: Agah Un

25

Miras

Play

1951-1952

Author: Augustus, Ruth Goetz
Translation: Liitfi Ay, Resia Vafi
Director: Ciineyt Gokger

26

Kadmin Fendi

Play

1951-1952

Author: Somersot Maughan
Translation: Erciiment Ovalioglu
Director: Salih Canar

27

Oteye Dogru

Play

1951-1952

Author: Sutton Vane

Translation: Mehmet Suat Taser,
Nazim Engin

Director: Saim Alpago

28

Cyrano de Bergerac

Play

1951-1952

Author: Edmond Rostand
Translation: Sabri Esat Siyavuslugil
Director: Mahir Canova

29

Branda Bezi

Play

1951-1952

Author: Nazim Kursunlu
Director: Saim Alpago

30

Kosebast

Play

1951-1952

Author: Ahmet Kudsi Tecer
Director: Mahir Canova

31

Alin Yazisi

Play

1951-1952

Author: Nahit Sirr1 Orik
Director: M. Sahabettin Akalin

32

Bir Yaz Donimi Gecesi

Riiyas1

Play

1951-1952

Author: William Shakespeare
Translation: Nurettin Sevin
Director: Carl Ebert

33

Karagéz Amca

Children’s Play

1951-1952

Author: Emin Ekmel Hiirol
Director: Ziya Demirel

34

Ters Yiiz

Play

1952-1953

Author: Galip Giiran
Director: Mahir Canova

35

Elektra

Play

1952-1953

Author: Sophokles
Translation: Afif Obay
Director: A. Shroder

36

Yanlis Yanlis Ustiine

Play

1952-1953

Author: Oliver Goldsmith
Translation: Ali Riza Seyfi
Director: Ali Nihat Aybars

37

Golgeler

Play

1952-1953

Author: Ahmet Muhip Dranas
Director: Mahir Canova

38

Olii Kralice

Play

1952-1953

Author: Henry de Montherlant
Translation: Miibeccel Bayramveli
Director: Mahir Canova

39

Bir Piyes Yazalim

Play

1952-1953

Author: Adalet Siimer, Sevim
Uzgoren
Director: A. Schroder

40

Ramak Kaldi

Play

1952-1953

Author: Thornton Wilder
Translation: Valiha Biiyiilken
Director: A. Scroder

41

Vatan Isterse

Play

1952-1953

Author: Karel Capek
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Translation: Ahmet Muhip Dranas
Director: Saim Alpago

42

Sahne Digindaki Oyun

Play

1952-1953

Author: R. Ahmet Sevengil
Director: Mahir Canova

43

¢ig

Play

1952-1953

Author: Nazim Kursunlu
Director: Ali Nihat Aybars

44

Fatih

Play

1952-1953

Author: Nazim Kursunlu
Director: Mahir Canova

45

Adint Cocuklar Koysun

Children’s Play

1952-1953

Author: Miimtaz Zeki Taskin
Director: Ziya Demirel

46

Perili Degirmen

Children’s Play

1952-1953

Author: Ziya Demirel
Director: Ziya Demirel

47

Mektup (Postahane)

Children’s Play

1952-1953

Author: Robindranath Tagore
Translation: Sebati Ataman
Director: M. Sahabettin Akalin

48

Semsiyeli Adam

Play

1953-1954

Author: W. Dinner, W. Morum
Translation: Selami Izzet Sedes
Director: M. Sahabettin Akalin

49

Derin Mavi Deniz

Play

1953-1954

Author: Terence Rattigan
Translation: Nail Mutlugil
Director: Ciineyt Gokger

50

Batak

Play

1953-1954

Author: Galip Giiran
Director: Ahmet Evintan

51

Maria Stuart

Play

1953-1954

Author: Friedrich von Schiller
Translation: Recai Bilgin
Director: A. Schroder

52

Gelin

Play

1953-1954

Author: Emile Zola
Adaptation: Marcelle Maurette
Translation: Bedrettin Tuncel
Director: Ciineyt Gokger

53

Giizel Helena

Play

1953-1954

Author: Selahattin Batu
Director: Takis Mouzenides

54

Avanak

Play

1953-1954

Author: Georges Feydeau
Translation: Liitfi Ay
Director: Ragip Haykir

55

Lady Frederick

Play

1953-1954

Author: Somersot Maughan
Translation: Sevim Ozbora
Director: Ali Nihat Aybars

56

Pamuk Prenses

Children’s Play

1953-1954

Author: S. Kaliarhu Korinas
Translation: Necdet Mahfi Ayral
Director: Ziya Demirel

57

Tanr1 Dag Ziyafeti

Play

1954-1955

Author: Resat Nuri Giintekin
Director: Mahir Canova

58

Kegiler Adasi Cinayeti

Play

1954-1955

Author: Ugo Betti
Translation: Mahmut Abag
Director: Ciineyt Gokger

59

Tanrilar ve Insanlar

(Gilgames)

Play

1954-1955

Author: Orhan Asena
Director: Ciineyt Gokger

60

Yash Aile

Play

1954-1955

Author: Brannislav Nusic
Translation: Omer Akkan, Omer
Cenap Kiner

Director: Salih Canar

61

Onikinci Gece

Play

1954-1955

Author: William Shakespeare
Translation: Avni Givda
Director: Ciineyt Gokger

62

Giineste On Kisi

Play

1954-1955

Author: Turgut Ozakman
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Director: Ali Nihat Aybars

63

Cayhane

Play

1954-1955

Author: John Patric
Translation: Ayse Sarialp
Director: Mahir Canova

64

Bir Umit I¢in (Montserrat)

Play

1954-1955

Author: Emanuel Robles
Translation: Mina Urgan Irgat
Director: Saim Alpago

65

Satoya Davet

Play

1954-1955

Author: Jean Anouilh
Translation: Vedat Giinyol
Director: Ragip Haykir

66

Don Carlos

Play

1954-1955

Author: Friedrich von Schiller
Director: Mahir Canova

67

Hile ve Sevgi

Play

1954-1955

Author: Friedrich von Schiller
Director: Ragip Haykar

68

Maria Stuart

Play

1954-1955

Author: Friedrich von Schiller
Director: Mahir Canova

69

Haydutlar

Play

1954-1955

Author: Friedrich von Schiller
Director: Ciineyt Gokger

70

Tilki (Volpone)

Play

1954-1955

Author: Ben Johnson

Adaptation: Jules Romains, Stefan
Zweig

Translation: Bedrettin Tuncel
Director: Ciineyt Gokger

71

Othello

Play

1954-1955

Author: William Shakespeare
Translation: Orhan Burian
Director: Mahir Canova

72

Altin Kusg

Children’s Play

1954-1955

Author: Miimtaz Zeki Taskin
Director: Ziya Demirel

73

Aglayan Cocukla Giilen Kiz

Children’s Play

1954-1955

Translation: Sevim San
Director: Ziya Demirel

74

Akif Bey

Play- Adaptation

1955-1956

Author: Namik Kemal
Adaptation: Resat Nuri Giintekin
Director: Salih Canar

75

Oguz Ata

Play

1955-1956

Author: Selahattin Batu
Director: Mahir Canova

76

Harput’ta Bir Amerikalt

Play

1955-1956

Author: Cevat Fehmi Bagkut
Director: Mahir Canova

77

Ruhlar Gelirse

Play

1955-1956

Author: Noel Coward
Translation: Arif Ozbilen
Director: Ragip Haykir

78

V. Henri

Play

1955-1956

Author: Luigi Pirandello
Translation: Semsettin Talip
Director: Ciineyt Gokger

79

Geng Osman

Play

1955-1956

Author: Mehmet Sikrii Erdem,
Musahipzade Celal
Director: Behzat Butak

80

Diinkii Cocuk

Play

1955-1956

Author: Garson Canin
Translation: Leyla Erduran
Director: Saim Alpago

81

Son Durak

Play

1955-1956

Author: Muaffak [hsan Garan
Director: Mahir Canova

82

Nora (Bir Bebek Evi)

Play

1955-1956

Author: Henrik Ibsen
Translation: Cevat Memduh Altar
Director: Rolf Roeneke

83

Iki Bash Kartal

Play

1955-1956

Author: Jean Cocteau
Translation: Sabri Esat Siyavuslugil
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Director: Mahir Canova

84

Meraki

Play

1955-1956

Author: Moliere

Adaptation, Translation:  Ahmet
Vefik Pasa

Director: Salih Canar

85

Zor Nikah1

Play

1955-1956

Author; Moliere

Adaptation, Translation: Ahmet
Vefik Pasa

Director: Salih Canar

86

Trafik Cezasi

Play

1955-1956

Author: Paolo Levi
Translation: Tarik Levendoglu
Director: Ciineyt Gokger

87

Haydutlar

Play

1955-1956

Author: Friedrich con Schiller
Translation: Seniha Bedri Goknil
Director: Walter Thomas

88

Mavi Kus

Children’s Play

1955-1956

Author: Maurice Maeterlinck
Translation: Resat Gogen
Director: Ziya Demirel

89

Oyungaket Dede

Chirldren’s Play

1955-1956

Author: Miimtaz Zeki Taskin
Director: Ziya Demirel

90

Korku

Play

1956-1957

Author: Orhan Asena
Director: Ragip Haykir

91

Yaz Bekari

Play

1956-1957

Author: George Axelrod
Translation: Leyla Erduran
Director: Mehmet Suat Tager

92

Finten

Play

1956-1957

Author: Abdiilhak Hamit Tarhan
Adaptation: Ahmet Muhip Dranas
Director: Mahir Canova

93

Bir Yastikta

Play

1956-1957

Author: Jean de Hartog
Translation: Armagan Sancar
Director: Ciineyt Gokger

94

Yagmurcu

Play

1956-1957

Author: N. Richard Nash
Translation: Fitnat Durusoy
Director: Mahir Canova

95

Bu Gece Baska Gece

Play

1956-1957

Author: Resat Nuri Giintekin
Director: Salih Canar

96

Tahta Canaklar

Play

1956-1957

Author: Edmund Morris
Translation: Seniha Bedri Goknil
Director: Ciineyt Gokger

97

I1. Selim

Play

1956-1957

Author: Celal Esat Arseven, Salih
Cimcoz
Director: Behzat Butak

98

Tufan

Play

1956-1957

Author: Turgut Ozakman
Director: Saim Alpago

99

Devlet Isleri

Play

1956-1957

Author: Louis Verneuil
Translation: Bedia Akkoyunlu
Director: M. Sahabettin Akalin

100

Copcatan

Play

1956-1957

Author: Thornton Wilder
Translation: Hale Kuntay
Director: Ciineyt Gokger

101

Misafir

Play

1956-1957

Author: Fritz Schwiefert
Translation: Seniha Bedri Goknil
Director: Ertugrul Ilgin

102

Kleopatra’nin Mezar1

Play

1956-1957

Author: Cevat Fehmi Bagkut
Director: Mahir Canova

103

Cinayet Var

Play

1956-1957

Author: Frederick Knott

276




Translation: Tevfik Sadullah
Director: Agah Un

104

Su Kiz1

Play

1956-1957

Author: Jean Giraudoux
Translation: Ahmet Muhip Dranas
Director: Ciineyt Gokger

105

iki Efendinin Usag

Play

1956-1957

Author: Carlo Goldoni
Translation: N. Hagim Sinanoglu
Director: Mahir Canova

106

Polyanna

Children’s Play

1956-1957

Author: Elanor Porter
Adaptation: Kemal S6nmez
Director: Haldun Haluk Marlali

107

Gil Kiz

Children’s Play

1956-1957

Author: Charles Perrauit
Adaptation: Osman Daloglu
Director: Haldun Haluk Marlali

108

Cemberler

Play

1957-1958

Author: Cetin Altan
Director: M. Sahabettin Akalin

109

Hatira Defteri

Play

1957-1958

Author:  Albert Hackett, Frances
Goodrich

Translation: Bedia Akkoyunlu
Director: Ciineyt Gokger

110

Samanyolu

Play

1957-1958

Author: Karl Wittlinger
Translatin: Sevim Ozakman
Director: Saim Alpago

111

Haftabasi

Play

1957-1958

Author: John Boynton Priestley
Translation: Sevgi Batur
Director: Salih Canar

112

Disardakiler

Play

1957-1958

Author: Haldun Taner
Director: Ahmet Evintan

113

Unmitsiz Saatler

Play

1957-1958

Author: Joseph Hayes
Translation: Leyla Erduran
Director: Mahir Canova

114

Giinah Gecesi

Play

1957-1958

Author: Perihan Zorlu
Director: M. Sahabettin Akalin

115

Col Faresi

Play

1957-1958

Author: Ladislaus Fodor
Translation: Seniha Bedri Goknil
Director: Mahir Canova

116

Kralige ve Asiler

Play

1957-1958

Author: Ugo Betti
Translation: Mahmut Abag
Director: Mehmet Suat Taser

117

Sevmek

Play

1957-1958

Author: Paul Grealdy

Translation: Ayse Sarigiillii
Director: Ayse Muazzez Lutas, Ilgin
Yiicesoy, Kurdoglu Ozsoy

118

Don Bana

Play

1957-1958

Author: William Inge
Translation: Ulker Erginsoy
Director: Saim Alpago

119

Kiralik Bina

Play

1957-1958

Author: Eduardo de Filippo
Translation: Cetin Altan
Director: Mahir Canova

120

Onikinci Gece

Play

1957-1958

Author: William Shakespeare
Translation: Avni Givda
Director: Ciineyt Gokger

121

Fareler ve Insanlar

Play

1957-1958

Author: John Steinback
Translation: Mebrure Alevok
Director: Saim Alpago

122

Ask Acisi

Play

1957-1958

Author: Marcel Achard
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Translation: Liitfi Ay
Director: M. Sahabettin Akalin

123

Kii¢iik Kolombus

Children’s Play

1957-1958

Author: Jakop Lorey
Translation: Sevim Ozakman
Director: Azmi Orses

124

Kii¢lik Mozart

Children’s Play

1957-1958

Author: Jakop Lorey

Translation: Nacil Kazim Akses,
Saip San

Director: Azmi Orses

125

Ve Degirmen Donerdi

Play

1958-1959

Author: Haldun Taner
Director: Ziya Demirel

126

Ofke

Play

1958-1959

Author: John Osborne
Translation: Leyla Erduran
Director: Yildiz Kenter Ak¢an

127

Hirsiz

Play

1958-1959

Author: Georges Tervaque
Translation: Sebahattin Eyiiboglu,
Vedat Giinyol

Director: Ertugrul lgin

128

Cadi1 Kazam

Play

1958-1959

Author: Arthur Miller

Translation: Sebahattin Eyiiboglu,
Vedat Giinyol

Director: Ciineyt Gokger

129

Duvarlari Otesi

Play

1958-1959

Author: Turgut Ozakman
Director: Ziya Demirel

130

Rehin Sandig

Play

1958-1959

Author: A. B. Shiffrin
Translation: Fazilet Ete
Director: Salih Canar

131

Kral Lear

Play

1958-1959

Author: William Shakespeare
Translation: Irfan Sahinbas
Director: Ciineyt Gokger

132

Kabus

Play

1958-1959

Author: Halit Ziya Usakligil
Adaptation: Munis Faik Ozansoy
Director: Saim Alpago

133

Oturma Odas1

Play

1958-1959

Author: Graham Greene
Translation: Sevgi Batur
Director: Ali Nihat Aybars

134

Hiirrem Sultan

Play

1958-1959

Author: Orhan Asena
Director: M. Sahabettin Akalin

135

Evlat Evlattir

Play

1958-1959

Author: Eduardo de Filippo
Translation: Mahmut Abag

Director: Melek Okte, Saltukalp
Giin

136

Tablodaki Adam

Play

1958-1959

Author: Cevat Fehmi Bagkut
Director: Mehmet Suat Taser

137

Goniil Avcisi

Play

1958-1959

Author: Diego Fabri
Translation: Tarik Levendoglu
Director: Ziya Demirel

138

Deniz’in Mektubu

Play

1958-1959

Author: Halim Unsal
Director: Emin Ekmel Hiirol

139

Mektup (Postahane)

Play

1958-1959

Author: Robindranath Tagore
Translation: Sebati Ataman
Director: Saim Alpago

140

Leylek Sultan

Play

1958-1959

Author: Haldun Haluk Marlali
Director: Haldun Haluk Marlali

141

Karayar Kopriisu

Play

1959-1960

Author: Refik Erduran
Director: Ziya Demirel
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142

Giinden Geceye

Play

1959-1960

Author: Eugene O’Neill
Translation: Sekibe Gencay Giiriin
Sav

Director: Saim Alpago

143

Kral Oidipus

Play

1959-1960

Author: Sophokles
Translation: Bedrettin Tuncel
Director: Takis Mouzenides

144

Ekmek Parasi

Play

1959-1960

Author: Felicien Marceau
Translation: Asude Zeybekoglu
Director: Mahir Canova

145

Yalan

Play

1959-1960

Author: Orhan Asena
Translation: Salih Canar

146

Dort Albayin Aski

Play

1959-1960

Author: Peter Ustinov
Translation: Liitfi Ay
Director: M. Sahabettin Akalin

147

Toreadorlar Valsi

Play

1959-1960

Author: Jean Anouilh
Translation: Liitfi Ay
Director: Ahmet Evintan

148

Son Yagmur

Play

1959-1960

Author: Perihan Zorlu
Director: Ayse Muazzez Lutas, Ilgin
Yiicesoy, Kurdoglu Ozsoy

149

Arzu Tramvay1

Play

1959-1960

Author: Tenese Williams
Translation: Halit Cakir
Director: Ziya Demirel

150

Kibarlik Budalasi

Play

1959-1960

Author: Moliere
Tranlation: Dr. Ali Siiha Delilbas1
Director: Ragip Haykar

151

Felsefe Doktoru

Play

1959-1960

Author: Brannislav Nusic
Translation: O. Cenap Eren
Director: Salih Canar

152

Serefinize “Cin Cin”

Play

1959-1960

Author: Francois Billetdoux
Translation: Ali  Remzi, Tung
Yalman

Director: Mahir Canova

153

Klinik Bir Vaka

Play

1959-1960

Author: Dino Buzati
Translation: Zihni Kii¢iimen
Director: Ziya Demirel

154

Pervaneler

Play

1959-1960

Author: Cahit Atay
Director: Saim Alpago

155

Polyanna

Children’s Play

1959-1960

Author: Elanor Porter

Adaptation, Translation: Kemal
Soénmez

Director: Melek Okte, Saltukalp
Giin

156

Ucg Cuval Yalan

Children’s Play

1959-1960

Author: Margarethe Cordes
Translation: Siileyman Tamer
Director: Vedat Demircioglu
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D. Playscripts List Used in This Study (Between the Season 1949-1950 and the Season
1959-1960)

No: | No: Name: Doc. Season Type:

1 1 Kii¢iik Sehir Play 1949-1950 Author:  Cevat  Fehmi
Bagkut
Director: Mahir Canova

2 3 Yalanci Play 1949-1950 | Author: Carlo Goldoni
Translation: Tarik
Levendoglu
Director: Saim Alpago

3 5 Bir Komiser Geldi Play 1949-1950 | Author: John Boynton
Priestly

Translation: Irfan Sahinbas
Director: Muhsin Ertugrul

4 6 Scapin’in Dolaplari Play 1949-1950 | Author: Moliere
Translation: Orhan Veli
Kanik
Director: Mahir Canova

5 8 Diinya Goziiyle Play 1949-1950 | Author: Charles Vildrac

Translation: Nurullah Atag
Director: Mahir Canova

6 10 Peer Gynt Play 1949-1950 Author: Henrik Ibsen
Translation: Seniha Bedri
Goknil

Director: Muhsin Ertugrul

7 11 Alt1 Sahis Muharriririni | Play 1949-1950 | Author: Luigi Pirandello
Artyor Translation: Dr. Feridun
Timur

Director: Mahir Canova

8 15 Hamlet Play 1950-1951 Author: William
Shakespeare

Translation: Orhan Burian
Director: Muhsin Ertugrul

9 16 Sakaci Play 1950-1951 Author: Sabahattin Kudret
Aksal
Director: Mahir Canova

10 18 Hile ve Sevgi Play 1950-1951 | Author:  Friedrich  Von
Schiller

Translation: Zahide
OZVGI‘CI‘I

Director: Renato Mordo

11 19 Fareler ve insanlar Play 1950-1951 | Author: John Steinback
Translation: Mebrure
Alevok

Director: Saim Alpago

12 20 Eski Sark1 Play 1950-1951 Author: Resat Nuri
Giintekin
Director: Mahir Canova

13 |22 Saticinin Oliimii Play 1950-1951 | Author: Arthur Miller
Translation: Orhan Burian
Director: Muhsin Ertugrul

14 23 Kara Boncuk Childrens’ | 1950-1951 Author: Mimtaz Zeki
Play Taskin
Director: Agah Un
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15

24

Oyuncak

Children’s

Play

1950-1951

Author: Hakki Bigeg
Director: Agah Un

16

25

Miras

Play

1951-1952

Author:  Augustus, Ruth
Goetz

Translation:  Liitfi Ay,
Resia Vafi

Director: Ciineyt Gokger

17

28

Cyrano de Bergerac

Play

1951-1952

Author: Edmond Rostand
Translation: Sabri Esat
Siyavuslugil

Director: Mahir Canova

18

29

Branda Bezi

Play

1951-1952

Author: Nazim Kursunlu
Director: Saim Alpago

19

30

Kosebast

Play

1951-1952

Author:  Ahmet  Kudsi
Tecer
Director: Mahir Canova

20

35

Elektra

Play

1952-1953

Author: Sophokles
Translation: Afif Obay
Director: A. Shroder

21

37

Golgeler

Play

1952-1953

Author:  Ahmet
Dranas
Director: Mahir Canova

Muhip

22

38

Olii Kralice

Play

1952-1953

Author: Henry de
Montherlant
Translation:
Bayramveli

Director: Mahir Canova

Miibeccel

23

43

Cig

Play

1952-1953

Author: Nazim Kursunlu
Director: Ali Nihat Aybars

24

44

Fatih

Play

1952-1953

Author: Nazim Kursunlu
Director: Mahir Canova

25

47

Mektup (Postahane)

Play

1952-1953

Author: Robindranath
Tagore
Translation: Sebati Ataman
Director: M. Sahabettin
Akalin

26

48

Semsiyeli Adam

Play

1953-1954

Author: W. Dinner, W.
Morum

Translation: Selami Izzet
Sedes

Director:
Akalin

M. Sahabettin

27

49

Derin Mavi Deniz

Play

1953-1954

Author: Terence Rattigan
Translation: Nail Mutlugil
Director: Ciineyt Gokger

28

50

Batak

Play

1953-1954

Author: Galip Giiran
Director: Ahmet Evintan

29

51

Maria Stuart

Play

1953-1954

Author:  Friedrich  von
Schiller

Translation: Recai Bilgin
Director: A. Schroder

30

53

Giizel Helena

Play

1953-1954

Author: Selahattin Batu
Director: Takis
Mouzenides

31

54

Avanak

Play

1953-1954

Author: Georges Feydeau
Translation: Liitfi Ay
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Director: Ragip Haykir

32

57

Tanr1 Dag1 Ziyafeti

Play

1954-1955

Author: Resat Nuri
Giintekin
Director: Mahir Canova

33

58

Kegiler Adasi Cinayeti

Play

1954-1955

Author: Ugo Betti
Translation: Mahmut Abag
Director: Ciineyt Gokger

34

59

Tanrilar ve Insanlar
(Gilgames)

Play

1954-1955

Author: Orhan Asena
Director: Ciineyt Gokger

35

60

Yash Aile

Play

1954-1955

Author: Brannislav Nusic
Translation: Omer Akkan,
Omer Cenap Kiner
Director: Salih Canar

36

61

Onikinci Gece

Play

1954-1955

Author: William
Shakespeare

Translation: Avni Givda
Director: Ciineyt Gokger

37

62

Giineste On Kisi

Play

1954-1955

Author: Turgut Ozakman
Director: Ali Nihat Aybars

38

64

Bir Umit Icin
(Montserrat)

Play

1954-1955

Author: Emanuel Robles
Translation: Mina Urgan
Irgat

Director: Saim Alpago

39

65

Satoya Davet

Play

1954-1955

Author: Jean Anouilh
Translation: Vedat Giinyol
Director: Ragip Haykir

40

66

Don Carlos

Play

1954-1955

Author:  Friedrich  von
Schiller
Director: Mahir Canova

41

67

Hile ve Sevgi

Play

1954-1955

Author:  Friedrich  von
Schiller
Director: Ragip Haykir

42

68

Maria Stuart

Play

1954-1955

Author:  Friedrich  von
Schiller
Director: Mahir Canova

43

69

Haydutlar

Play

1954-1955

Author:  Friedrich  von
Schiller
Director: Ciineyt Gokger

44

72

Altin Kus

Children’s
Play

1954-1955

Author:  Miimtaz  Zeki
Taskin
Director: Ziya Demirel

45

73

Aglayan Cocukla
Giilen K1z

Children’s
Play

1954-1955

Translation: Sevim San
Director: Ziya Demirel

46

74

Akif Bey

Play-
Adaptation

1955-1956

Author: Namik Kemal
Adaptation: Resat Nuri
Giintekin

Director: Salih Canar

47

76

Harput’ta Bir
Amerikali

Play

1955-1956

Author:  Cevat  Fehmi
Bagkut
Director: Mahir Canova

48

77

Ruhlar Gelirse

Play

1955-1956

Author: Noel Coward
Translation: Arif Ozbilen
Director: Ragip Haykir

49

78

IV. Henri

Play

1955-1956

Author: Luigi Pirandello
Translation: Semsettin
Talip
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Director: Ciineyt Gokcer

50

79

Geng Osman

Play

1955-1956

Author:  Mehmet Siikrii
Erdem, Musahipzade Celal
Director: Behzat Butak

51

80

Diinkii Cocuk

Play

1955-1956

Author: Garson Canin
Translation: Leyla Erduran
Director: Saim Alpago

52

81

Son Durak

Play

1955-1956

Author: Muaffak Ihsan
Garan
Director: Mahir Canova

53

82

Nora (Bir Bebek Evi)

Play

1955-1956

Author: Henrik Ibsen
Translation:
Memduh Altar
Director: Rolf Roeneke

Cevat

54

83

iki Basl Kartal

Play

1955-1956

Author: Jean Cocteau
Translation: Sabri Esat
Siyavuslugil

Director: Mahir Canova

55

84

Meraki

Play

1955-1956

Author: Moliere
Adaptation,  Translation:
Ahmet Vefik Pasa
Director: Salih Canar

56

86

Trafik Cezasi

Play

1955-1956

Author: Paolo Levi
Translation:
Levendoglu
Director: Ciineyt Gokger

Tarik

57

87

Haydutlar

Play

1955-1956

Author:  Friedrich  con
Schiller

Translation: Seniha Bedri
Goknil

Director: Walter Thomas

58

88

Mavi Kus

Children’s

Play

1955-1956

Author: Maurice
Maeterlinck

Translation: Resat Gogen
Director: Ziya Demirel

59

90

Korku

Play

1956-1957

Author: Orhan Asena
Director: Ragip Haykir

60

92

Finten

Play

1956-1957

Author: Abdiilhak Hamit
Tarhan

Adaptation: Ahmet Muhip
Dranas

Director: Mahir Canova

61

93

Bir Yastikta

Play

1956-1957

Author: Jean de Hartog
Translation: Armagan
Sancar

Director: Ciineyt Gokger

62

94

Yagmurcu

Play

1956-1957

Author: N. Richard Nash
Translation: Fitnat
Durusoy

Director: Mahir Canova

63

95

Bu Gece Basgka Gece

Play

1956-1957

Author: Resat Nuri
Giintekin
Director: Salih Canar

64

96

Tahta Canaklar

Play

1956-1957

Author: Edmund Morris
Translation: Seniha Bedri
GOknil
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Director: Ciineyt Gokcer

65

97

I11. Selim

Play

1956-1957

Author: Celal Esat
Arseven, Salih Cimcoz
Director: Behzat Butak

66

100

Copgatan

Play

1956-1957

Author: Thornton Wilder
Translation: Hale Kuntay
Director: Ciineyt Gokger

67

102

Kleopatra’nin Mezar1

Play

1956-1957

Author:  Cevat  Fehmi
Bagkut
Director: Mahir Canova

68

105

Iki Efendinin Usag1

Play

1956-1957

Author: Carlo Goldoni
Translation: N. Hasim
Sinanoglu

Director: Mahir Canova

69

106

Polyanna

Children’s
Play

1956-1957

Author: Elanor Porter
Adaptation: Kemal
Sonmez

Director: Haldun Haluk
Marlal

70

107

Giil Kiz

Children’s
Play

1956-1957

Author: Charles Perrauit
Adaptation: Osman
Daloglu

Director: Haldun Haluk
Marlali

71

108

Cemberler

Play

1957-1958

Author: Cetin Altan
Director: M. Sahabettin
Akalin

72

109

Hatira Defteri

Play

1957-1958

Author:  Albert Hackett,
Frances Goodrich
Translation: Bedia
Akkoyunlu

Director: Ciineyt Gokger

73

110

Samanyolu

Play

1957-1958

Author: Karl Wittlinger
Translatin: Sevim
Ozakman

Director: Saim Alpago

74

112

Disardakiler

Play

1957-1958

Author: Haldun Taner
Director: Ahmet Evintan

75

114

Giinah Gecesi

Play

1957-1958

Author: Perihan Zorlu
Director: M. Sahabettin
Akalin

76

115

Col Faresi

Play

1957-1958

Author: Ladislaus Fodor
Translation: Seniha Bedri
Goknil

Director: Mahir Canova

77

118

Don Bana

Play

1957-1958

Author: William Inge
Translation: Ulker
Erginsoy

Director: Saim Alpago

78

119

Kiralik Bina

Play

1957-1958

Author: Eduardo de
Filippo

Translation: Cetin Altan
Director: Mahir Canova

79

120

Onikinci Gece

Play

1957-1958

Author: William
Shakespeare
Translation: Avni Givda
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Director: Ciineyt Gokcer

80

121

Fareler ve Insanlar

Play

1957-1958

Author: John Steinback
Translation: Mebrure
Alevok

Director: Saim Alpago

81

122

Ask Acisi

Play

1957-1958

Author: Marcel Achard
Translation: Liitfi Ay
Director: M. Sahabettin
Akalin

82

123

Kiigiik Kolombus

Children’s
Play

1957-1958

Author: Jakop Lorey
Translation:
Ozakman

Director: Azmi Orses

Sevim

83

124

Kii¢iik Mozart

Children’s
Play

1957-1958

Author: Jakop Lorey
Translation: Nacil Kazim
Akses, Saip San

Director: Azmi Orses

84

126

Ofke

Play

1958-1959

Author: John Osborne
Translation: Leyla Erduran
Director:  Yildiz Kenter
Akgan

85

128

Cadi1 Kazam

Play

1958-1959

Author: Arthur Miller
Translation: Sebahattin
Eyiliboglu, Vedat Giinyol
Director: Ciineyt Gokger

86

129

Duvarlarin Otesi

Play

1958-1959

Author: Turgut Ozakman
Director: Ziya Demirel

87

131

Kral Lear

Play

1958-1959

Author: William
Shakespeare

Translation: Irfan Sahinbas
Director: Ciineyt Gokger

88

134

Hiirrem Sultan

Play

1958-1959

Author: Orhan Asena
Director: M. Sahabettin
Akalin

89

136

Tablodaki Adam

Play

1958-1959

Author:  Cevat  Fehmi
Baskut
Director:

Taser

Mehmet Suat

90

137

Goniil Avcist

Play

1958-1959

Author: Diego Fabri
Translation: Tarik
Levendoglu

Director: Ziya Demirel

91

138

Deniz’in Mektubu

Children’s
Play

1958-1959

Author: Halim Unsal
Director:  Emin
Hiirol

Ekmel

92

139

Mektup (Postahane)

Children’s
Play

1958-1959

Author:
Tagore
Translation: Sebati Ataman
Director: Saim Alpago

Robindranath

93

140

Leylek Sultan

Children’s
Play

1958-1959

Author:  Haldun Haluk
Marlali
Director:
Marlali

Haldun Haluk

94

142

Gilinden Geceye

Play

1959-1960

Author: Eugene O’Neill
Translation: Sekibe
Gencay Giiriin Sav
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Director: Saim Alpago

95 143 Kral Oidipus Play 1959-1960 | Author: Sophokles
Translation: Bedrettin
Tuncel
Director: Takis
Mouzenides

96 144 Ekmek Parasi Play 1959-1960 | Author: Felicien Marceau
Translation: Asude
Zeybekoglu
Director: Mahir Canova

97 145 Yalan Play 1959-1960 | Author: Orhan Asena
Translation: Salih Canar

98 146 Dort Albayin Aski Play 1959-1960 Author: Peter Ustinov
Translation: Liitfi Ay
Director: M. Sahabettin
Akalin

99 149 Arzu Tramvay1 Play 1959-1960 | Author: Tenese Williams
Translation: Halit Cakir
Director: Ziya Demirel

100 | 153 Klinik Bir Vaka Play 1959-1960 | Author: Dino Buzati
Translation: Zihni
Kii¢iimen
Director: Ziya Demirel

101 | 154 Pervaneler Play 1959-1960 | Author: Cahit Atay
Director: Saim Alpago

102 | 155 Polyanna Children’s | 1959-1960 Author: Elanor Porter

Play Adaptation,  Translation:

Kemal S6nmez
Director: Melek  Okte,
Saltukalp Giin

103 | 156 Ug Cuval Yalan Children’s | 1959-1960 Author: Margarethe Cordes

Play Translation: Siileyman

Tamer
Director: Vedat
Demircioglu
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TURKISH SUMMARY

Bu tez, Tirk ulusal kimligi ile Devlet Tiyatrosu repertuarinin iliskisini ve 1950'ler boyunca
iktidar iliskileri tarafindan nasil sekillendirildigini incelemektedir. Bu c¢alismanin temel
sorusu "Devlet tiyatro repertuarinin yardimiyla 1950'lerde Tiirk ulusal kimligini nasil insa
edildi?" dir. Arastirmanin bu temel kaygi ile ilgili alt sorular1 sunlardir: "Tarih, Tiirk ulusal
kimliginin i¢inde Devlet Tiyatrolar1 oyunlar1 vasitasiyla nasil hayal edildi?”, "Aile oyun
metinlerinde Tiirk ulusal kimlik olusumunda Devlet Tiyatrolar1 oyunlar1 vasitasiyla nasil
hayal edildi?", "Tirk ulusal kimliginin olusturulmasinda mekan Devlet Tiyatrolari

oyunlar1 vasitasiyla nasil hayal edildi? "

Bu tezin temel argiimani, Tirk ulusal kimlik ingas1 siireci, 1920'lerde parti yonetimi
sirasinda 1920'lerde ve 1930'larda belli bir ulusal kimligin tek boyutlu uygulanmasindan
farkli olarak, ¢ok partili rejimin etkisi altinda ¢ok boyutlu bir proje seklini almistir.
1950'lerde kimlik olusumu ¢ok boyutludur, ¢linkii bir boyutlu milliyetci ideolojiye sahip
olmak yerine, Tiirk ulusal kimliginin bileseni olarak din, devlet, anlatisal ve ulusal kimlik
bilesenlerini de icermektedir. Bu cesitlilik, ¢ok partili rejime gecisten sonra erken
Cumhuriyet doneminin 6nerdigi gibi, 1950'lerde laik bir Miisliiman ulusal kimliginin
algilanmasini saglar. Geri dondiiriilemez bi¢imde yapilan bu degisim, ulus kimlik insasi
projelerinde ¢esitlilik saglamis ve sekiiler Tiirk kimligini sekiilerlikten vazgegmeden bir
sekiiler Miisliiman kimlige doniistiiriir. Tiirk kimligi, Cumhuriyet doneminin baslangicina
kiyasla 1950'lerde "sekiiler Miisliiman" wulusal kimlik olarak sekillenmistir. Tarih,
"otekiye" karsit ve karsilikli olarak, Tiirk-Misliiman kimligine dayanan tarihsel bir
benzerlikle insa edilmistir. Aile, modern ve geleneksel olmak arasinda belirsiz bir salinim
ile ulusal ataerkil kaliplari takviye eden Tiirk ulusal kimlik olusumunda mikro-ulus olarak
diistiniilmistiir. Koy yasaminda romantize edilen Tiirkliiglin 6zii, asir1 modernlesmenin

yarattig1 bir 6zilinii kaybetme korkusu ile sehirlerde hayal edilmistir.

2012, Devlet Tiyatrolari'nin Tiirkiye'deki durumu konusundaki tartigmalarin en yogun
oldugu yil oldu. Hiikiimet, kurumun yiiksek harcamalari konusundaki tartismalar1 ve
gelismis demokrasilerin higbirinin kendi sanatsal kurumlarina sahip olmadigini iddia
ederek bir reform paketi aciyordu. Ote yandan, pek ¢ok sanatci, Avrupa Tiyatrolari'ndan

pek cok oOrnek verip bu tiyatrolarin maddi destek stratejilerini one siirerek Devlet
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Tiyatrosu’nun 6zerk yapisin1 vurgulayarak bu iddialari reddetti. Bu 6zerklik, sanatgilara

hiikiimeti elestirme firsat1 da veriyordu.

Televizyonlarda bu tartismalari izlerken, Ankara Devlet Tiyatrosu’nda bazi oyuncu ve
gorevlileri ziyaret etme sansim oldu. Bu sekilde, sadece hiikiimetin reform girigimleriyle
ilgili goriislerini degil, ayn1 zamanda kimlik arastirmasinin kurum i¢indeki siyasi gerginligi
ile ilgili diistincelerini almis oldum. Cogu zaman, sanatgilar dramaturji ve dizin stratejileri
de dahil olmak tizere agik kurallar ve bunlarin beklentileri arasinda sikisip kalan; ancak

tiyatronun dogasi geregi elestirel bir tutum zorunlulugu iizerinde anlagmislardi.

Devlet Tiyatrosu’nun tarihini okudum ve daha fazla bilgi almak igin, modern tiyatronun
Tiirkiye'deki ortaya ¢ikisiyla ilgili kaynak toplamaya, Tirkiye'deki tiyatronun kurumsal
koklerini ve siyasi iligkilerini anlamaya basladim. Bu kiiciik zevk okumasinin bana daha
biiyiik sorular sormami ve beni Tiirkiye'de kimligin kafa karigiklig1 i¢in bir yol bulmami

saglayacagini 0 zamanlar bilmiyordum.

Glintimiiz Tirkiye'sinde popiiler olan sanatsal bir kurumun kurulmasinin sadece tarihsel
bir tesadiif olamayacagini diisiiniirken, Devlet Tiyatrosu’nun ana binasina Ankara'nin
merkezindeki Ulus'ta ziyaret gerceklestirdim. Sahneye konan oyunlara yonelik kurumsal
bakis agis1 hakkinda fikir sahibi olmak amacimdi. Orada dramaturji ekibiyle tanistim ve
1949'dan itibaren oyunlarin resmi bir listesine ulasmama, oradan da arsive girmeme izin
verdiler. ilk olarak oyunlarmn sayilarini gordiim ve isimler bana tercihlerin ardindaki siyasi
Oykiiyli anlatiyor olsa da, o zaman ulusal kimligin bakis acilarindaki degisimi nasil

izleyebilirim ve nasil degistigini aciklayabilir miyim diye diisiinmeye basladim.

Bu sorular1 kendime Tiirk kimliginin insas1 ve Devlet Tiyatrosu hakkinda sorduktan sonra,
daha genis bicimde literatiiri incelemeye bagladim. Literatiiriin ilk siniflandirmasi
temalara gore sekillendirilmistir: tarih, aile ve mekan. Tarih temali altindaki ¢aligmalar,
1940'ar ve 1950'lerin ortalart (Brockett 2011; Yildirnm 2014) ile ilgilenenler (Basbug
2013; Bingol 2009; Ersanl1 2013; Toprak 2003); ¢ok partili rejimi kapsayan (Akinci 2010;
Erkog 1995). Ek olarak tarihsel karsilastirmali bir yaklagima sahip olmak i¢in daha genis

bir tarihsel doneme odaklanan tarihi ¢alismalar bulunmaktadir (Ince 2012; Kanc1 2007).
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Literatiir bana Batililasma, gerilik hissi, Islam gibi Tiirk ulusal kimliginde ana meseleler
oldugunu gosterdi. Okudugumdan sonra, karisiklik, Osmanli Imparatorlugu'ndaki ilk
modernlesme hareketlerine kadar tarihe geri dondii. Hem entelektiiellerin, hem de
sanat¢ilarin, "geri kalmislik" icin bir ¢6ziim bulmaya c¢alistiklarini ve "kim oldugumuz"
sorusunu cevaplamaya calistiklarint 6grendim. 1950'lere kadar akademik arastirmalarla
tatmin edici cevaplar alabildim. Ancak 1950'lerde ayni sorulari sordugumda hissettigim
sey bir boslukta yiirlimek gibiydi; ¢linkii bu yillar Tiirkiye'nin detayli incelenmemis dista
ve igte bir kalici doniisiim yasadigi ¢ok partili bir rejimle tanistigi yillardi. Sans eseri,
1949'da Devlet Tiyatrosu’nun kurulusunun bu tarihsel donemle ortiistiiglinii ve Devlet
Tiyatrosu’nun 1950'lerde Tiirk ulusal kimlik olusturma anlayisini aydinlatmak i¢in bir arag

olabilecegini arastirmaya karar verdim.

Devlet Tiyatrosu’nu ulusal kimlik olusturma i¢in temsilci kurum olarak se¢mek,
izleyicilere dokunuldugunda gergeklestirilen ve anlati haline gelen oyunlar1 kontrol
etmenin bir zorunlulugu anlamina geliyordu. Hikayelerin, anlatilarin kimlik olusumlarini
yansitacak giiglerini sorgulayan birgok calismayr kontrol etme sansim oldu. Once, Tiirk
yazarlarin Oncii eserlerinde 'Turkliiglin Biiyiik Anlatisi' hakkinda konusurken Murat
Belge'nin Genesis’ini (Belge 2009) okudum. Anlatilar Tiirk yazarlarin hayal giiciinii
etkilemis ve Murat Belgenin "Tirkliiglin biiyiilk anlatis1" dedigi bir cati anlatimi

hazirlamistir.

Ardindan Azade Seyhan'in Tiirk edebiyati ve modern ulusal kimliklerin olusumu ile ilgili
onemli eserine rastladim. Seyhan'n (Seyhan 2008) yaptigi ¢alismada, "Bir klan, bir
cemaat, dindar veya etnik bir grup veya bir devlet, tanimlama veya iiye olma konusundaki
insanin evrensel ihtiyacina yanit verecek kadar gii¢lii" olduklarini iddia etmistir. Buna ek
olarak, anlatilar topluluktaki hatirlamanin yani sira, eski ve gelecek kusaklar arasindaki
streklilik hissini  beslemektedir. Eski imparatorluklarin ¢okiisii, farkli toplumlarin
anlatilarin1 kullanarak tarihin farkli algilamalarini ortaya ¢ikarmasina izin verdi. Azade
Seyhan'in s6zleriyle (Seyhan 2008) eszamanliliklarin1 "kargasa anilar1 ¢alkant1 ve siddete
dontistiirdi" (Seyhan 2008), kendilerini yeni ulusal kimliklerini insa etmek igin
milliyet¢iligi kullanacak ve kendi topraklarindaki cesitli topluluklar1 ulus devletlere idari
birimler olarak baglayacak c¢okuluslu devletler haline getirdiler. Ayni tarihsel olaylarla

ilgili olarak diinyada tek bir tarihsel anlati bulunmadigindan, ayn1 mekan ve zamanda bile
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tek bir tarihi kayginin yasanmasi beklenemez. Tarihin algilanmasi, yazarlarin endiselerine,

tecriibelerine ve tarihsel doneme gore degisir.

Tiirklerin ulus ingas1 6rneginde, Cumhuriyet doneminin ilk yillarina odaklanan, Tiirkiye
modernlesmesine iliskin sayisiz  bilimsel aragtirma ornegi bulunmaktadir. Bu
arastirmalarda, kurucu resmi ideolojinin laik bir "Tiirk ulusunun kimligi" baglaminda bir
boyut oldugunu belirtilmistir. Daha az sayida bilim insani, ulusun nerede biiyldigi ve
ulusun ayr1 ayr1 ortaya c¢iktigi zamana odaklanmistir. Akademik c¢alismalarin cogu,
Cumbhuriyetci segkinlerin insan {izerindeki ideolojik endiselerini gozlemlemek igin
1920'ler ve 1930'lar tiizerine odaklanmaktadir. Literatiirde, Kemalizm'in ve ideolojik
manevralarinin sonraki on yillarda da stirdiigli varsayilmaktadir. Bu ¢alismalar dil, tiyatro,
alfabe reformu ve Tirkiye'de milliyetciligin araglarin1 kapsayacak sekilde yorumlamalar
icerir (Basbug 2013; Bingdl 2004a, 2004b, 2009; Ince 2012; Yilmaz 2011). Kemalizm'in
kirilma noktasini tartisan ¢ok sayida calisma da bulunmaktadir: Cinar (2010); Kanci
(2007); Keyman ve Kanci (2014). Bununla birlikte, ¢ok partili rejime gegis ve hiikiimet
degisikligi, ulusal kimlik olusturma perspektifinde projeksiyonlarin c¢esitlendirilmesi

acisindan bir etkiye sahip olmalidir.

Teorik ve tarihsel agidan az sayida bilim adami, 19401 ve 1950'li yillara olan ilgisini
korumaktadir. Ornegin, Brockett, yerel gazeteler aracihifiyla Tiirk ulusal kimligini
kesfederek diger bilim adamlarindan farkli bir yol tuttu ve g¢alismalarini 1940'lardan
1950"erin ortalarina kadar getiriyor (Brockett 2011). Brockett’in ana iddiasi, Tiirk
kimliginin sadece laik bir ulusal kimlige sahip olmadigi, ayn1 zamanda yerel gazetelerden
tiretildigi bicimde ayn1 zamanda dindar olmasidir. Caligmasi, ¢calismam i¢in 6nemli bir
projeksiyon olusturuyor. Calisma, cumhuriyetin ilan edilmesinin ilk yillar1 ile ¢ok partili
rejim arasindaki gec¢isin saglanmasi igin, 1950'lerde Tiirk ulusal kimliginin
kurumsallasmasi yillarini incelememe vesile oldu. Yine de, tarih, yillar boyunca merakla
ilgili genel bir konu haline geldi; ancak muayene, Tiirk ulusal kimliginin mekani ve bedeni
icin bilginin yoklugunu gézardi ederek daha c¢ok, dinin kimlige olan yerine odaklantyor.
Dolayisiyla, 1950'lerde Tiirk ulusal kimlik olusturma projelerini aydinlatarak, milliyetci
bir bakis acisina sahip olan Islam'm yerini daha iyi anlamak i¢in bu anlamda bu ¢alismanin

perspektifini takip edecegim.
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Az sayida bilim insan1 1940'l ve 1950'li yillardaki teorik ve tarihsel perspektife ilgisini
korumaktadir. Ornegin, Brockett, yerel gazeteler aracilifiyla Tiirk ulusal kimligini
kesfederek diger bilim adamlarindan farkli bir yol tutmus ve g¢alismalarini 1940'lardan
1950'lerin ortalarina kadar getirmistir (Brockett 2011). Borckett’in ¢alismast Cumhuriyetin
kurulusunun ilk yillarindaki kimlik insasina da dikkat veriyor ve yerel gazetelerin ulusal
gazetelere kiyasla istiin giiciiniin yerel halka ulasmasi ve tepkilerini dile getirmesi

baglaminda farkinda olarak yiiriitiilmiistiir

TARIH

Erken Cumhuriyet 1940-1950ler Cok Partili Rejim Genis Tarihsel Aralik
Donemi

Ersanli (2013) Brockett (2011), Erkog (1995) Ince (2012),

Bingdl (2009) Yildirim (2014) Akinci (2010) Kanc1 (2007)

Toprak (2003) Copeaux (2016)
Bagbug (2013)

Figure 1. Tarih Temasina iliskin Literatiir

Ote yandan, ¢ok sayida calisma aile temasma odaklanmaktadir (Akar, Dém ve Giingor
2015; Kanci1 2007; Kanct ve Altinc1 2007; Kandiyoti 2004, 2013; McDermott Harmanci
2016; Sener ve D. Sirman 2005). Ugiincii olarak da, milliyetciligin ve ulusal kimliklerin
mekansal diizenlenisini kapsayan calismalar nadiren de olsa varligin1 gdstermektedir
(Bozdogan 2012; Bozdogan ve Kasaba 1997; Biiyiikkarman 2008; Cimar 2008; Cinar ve
Bender 2007; Mardin 1973; Nalbantoglu Baydar 1997; Roy 2006). Ug temay1 da kapsayan
caligmalar1 bulmaya calistifimda ¢ok az ¢alisma oldugunu goérdiim (Bing6l ve Pakis 2016;
Cinar 2005).

AILE

Akar, Oz D6m and Giingdr (2015)
Kanci (2007)

Kanci and Altinay (2007)
Kandiyoti (2004)

Kandiyoti (2013)

McDermott Harmanci (2016)
Sener (n.d.)

Sirman (2005)

Figiir 2. Aile Temasina iliskin Literatiir
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MEKAN

Bozdogan (2012)

Bozdogan and Kasaba (1997)
Biiyiikarman (2008)

Cinar (2008)

Cinar and Bender (2007)
Mardin (1973)

Nalbantoglu Baydar (1997)
Roy (2006)

Figure 3. Mekan Temasina Iliskin Literatiir

Genellikle bu caligmalar hakkinda dikkat ¢eken nokta, tek boyutlu olmalaridir.
Milliyetciligin ve ulusal kimliklerin ii¢ teatral yOniiniin hepsini ortaya koymak igin
gerceklestirilen iki calisma da tek boyutluydu. Ornegin, Alev Cinar'in (Cimar 2005)
caligmasi, dinin ve temsillerinin kamusal alanda nasil gerceklestigine odaklanirken, yillar
icerisindeki kamusal bakigin doniisiimiinii agiklamaya calisiliyor. Ayrica, Yilmaz Bingol
ve Ahmet Pakis'in (Bingol ve Pakis 2016) yaptig1 arastirma, yalnizca anlati ve ulusal
kimlik boyutu olarak diisiiniilebilen, Anadolu diisiincesi ve pan-Tiirkg¢iiliik arasindaki farka
odaklanmaktadir. Bu nedenle, sadece li¢ temay1 degil biitiinciil bir yaklasim: tarih, aile,
mekan; ayni zamanda ulusal kimligi tamamlayan ii¢ temel unsur: din, devlet, anlati1 ve

ulusal kimlik biitiinciil bir bakis agisitla incelenmemisti.

Bu perspektifle, literatiirii taradim ve din, devlet, anlat1 ve ulusal kimlik olmak {izere ii¢
boyut kapsaminda hangi caligmalarin yapildigini inceledim. Bingdl ve Pakis'in ¢alismasini
(2016) gordiim. Cinar (2005); M. Cmar ve Gencel Sezgin (2013); Gole (1996); Mardin
(1971); Ozdalga (2014), milliyetgilik, ulusal kimlik ve din arasindaki iliskiyi ele aliyordu.
Bir yandan, Aki (1968); Atabaki (2007); Bingdl (2004a, 2004b); Roy (2006); Yilmaz
(2011), devletin ulusalcilik ve ulusal kimlik olusturma ic¢indeki rolii ile ilgiliydi. Devlet,
ulus olusturma siirecinde gii¢ iliskilerini yaymak icin alfabe, dil politikasi, tiyatro, kamusal
alanin mekansal organizasyonu gibi pek ¢ok ara¢ kullanmaktadir. Yine de hicbiri devletin
ulusal kimlik olusturma siirecinde nasil temsil edildigini kapsamaz. Din ve devlet disinda,
ulusal bir kimligin ii¢lincli tamamlayict pargasi anlatt ve ulusal kimlik olarak ortaya
cikmaktadir. Birgok calisma, Tiirk anlat1 ve ulusal kimligin nasil yapildigint ve bunlarin,
edebiyatin onemli bir boliimiinii olusturdugunu agikladi (Ahiska 2003; Belivermis ve

Egribel 2012; Bingdl 2004a, 2004b, Cinar 2008, 2010; Ergin 2008; Ertugrul 2009; Gole
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2010; Kadioglu ve Keyman 2011; Kanc1 2007; Karacabey; S. Karahasanoglu ve Skoog
2009; Kebeli 2007; Seyhan 2008; Tekelioglu 1996; Toprak 2002b).

Din Devlet Anlatisal ve Milli Kimlik
Mardin (1971) Bing6l (2004a) Seyhan (2008)
Bingol & Pakis (2016) Bing61 (2004b) Kadioglu & Keyman (2011)
Ozdalga (2014) Yilmaz (2011) Géle (2010)
M. Cinar & Sezgin Aki (1968) Toprak (2002)
(2013) Roy (2006) Ahiska (2003)
Cmar (2005) Atabaki (2007) Ergin (2008)
Gole (1996) Cmar (2010)
Cinar (2008)
Ertugrul (2009)
Tekelioglu (1996)

Karahasanoglu &Skoog (2005)
Belivermis&Egribel (2012)
Karacabey (n.d.)

Kebeli (2007)

Bingdl (2004a)

Bingdl (2004b)

Kanci (2007)

Yildiz (2004)

Figure 4. Din, Devlet, Anlatisal ve Milli Kimligin Milli Kimlik olan iliskini inceleyen

Literatur

Bu calismanin literatiire katkisi, 1949-1960 willar1 arasindaki Devlet Tiyatrosu
repertuarinin, tarih, aile ve mekan temalar1 mercek altina alinarak (din, devlet, anlat1 ve
ulusal kimligi boyutlar1 incelenerek) ¢ok boyutlu bir yaklasimla analiz edilmesidir Tiirk
milletini tanimlamak. Ayrica, bu c¢alisma 1950'lerin Tiirk ulusal kimlik olusumuna
odaklanan kiiltiirel arastirmalar ve ulusal kimlik olusturma igin disiplinlerarasi bir

yontemin uygulanmasini icermektedir..

Literatiir incelemesi, bir¢ok arastirmanin (Kadioglu ve Keyman 2011, Keyman ve Kanci
2014), 1950'erin Cumhuriyet Donemi erken doneminin ulusal kimlik algis1 agisindan
stirekliligini varsaydigini gostermektedir. Ulus ingas1 algisinda biraz farklilik olabilecegini
savunan calisma ise, bunu, Onemli bir doniisiim olarak degerlendirmek icgin yeterli
olmadigin1 savunuyor. Ornegin, Kanci (2007), 1950'lerde Islam'm yeniden oyuna
girmesine ragmen, ulus insasi algisinda kokli bir degisiklik yapilmadigini savunuyor. Yine

de, cok partili rejime gegis, 1950'lerde 2. Diinya Savasi'ndan sonra Bat1 bloguna yaklagma
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ve diger bir¢ok i¢ siyasi olaya gecis gibi siyasi degisimlerin Tiirsk algilamasinda énemli

bir degisiklik yaratmis olmasi gerektigini savunuyorum.

Ikincisi, bu degisim, Devlet Tiyatrosu’nun playscriptleri vasitasiyla gériilebilir. Kanci
(2007), Bagbug (2013), erken Cumhuriyet doneminin Miisliiman ve Osmanli boyutlarindan
koparilan bir kimlik yaratmaya kalkistigini savunuyor (Kanci 2007, 107). 1920'ler ve
1930'lar, laik endiseler yiiziinden Osmanli ve Islam mirasindan ani bir kesinti icerdigi i¢in
Tiirk ulusal kimliginin dayandigi yillardir. Bagbug (2013), Halk Evleri Tiyatrosu'nun oyun
senaryolarina yer veriyor. Bu yapi1 Cumhuriyet Halk Partisi ile organik bir baga sahipti ve
tek parti rejiminde partinin ve hiikkiimetin milliyetcilik perspektifini dayatmak i¢in bir arag
olarak calisti. Yine de, bu kurumlarin evresi, Devlet Tiyatrosunun uygulamanin ilk
asamasina, partinin bir organi olma devresi olan devlete bagli olan kurumun ge¢is donemi
haline doniistliriilmiistiir. Bu baglanti, tek tarafli bir dayatma degil, ulusal kimligin telaffuz
edilmesine yonelik bir girisimdi. Yine de dramaturji stratejileri tek bir partinin yaklagimini

yansitmak yerine, 1950'lerde Tiirkliiglin anlagilma ve hayal edilmesinin bir yolunu yansitti.

Devlet Tiyatrolar1 arsivlerinden aldigim materyali taradiktan sonra, dini climleler
dikkatimi ¢ekti ve 6grendikleriyle karsilagtirma yapmak i¢cin Halk Evleri playscript'lerinde
Bagbug'un arastirmasina geri dondiim. Ik okudumda elde ettigim seyin aksine, dini kimlik
egilimi yoktu. Erken Cumhuriyet Donemi'nde hayal edilen Tiirkliigin sekiiler dogasini
anlayan tek eser calismalar degil, Yildiz (2004) ve Copeaux (2016) ayrica, Tirk ulusal
kimliginin erken Cumhuriyet déneminde etnik-laik olarak tanimlandigini iddia ediyor.
Ozellikle Yildiz (2004), Tiirkliigiin gergevesinin etnik 6zelliklerle ¢izildigini kamtlariyla
tartigmaktadir. Yildiz, Ziya Gokalp'in Islam"h ikincil konuma getiren milliyetciligi
anlayistyla, Yildiz''n Cumhuriyet-6ncesi donemde Tiirk milliyetciliginin etnosekiiler
egilimler gosterdigini belirttigi (Yildiz 2004, 19) Ziya Gokalp'in katkisiyla Tiirk
milliyetciligi (Gokalp 1963) yine de Tirkliige agiklik getirdigini tartigmaktadir. Tiirk
ulusunun ilk birimi olarak dini hem bireysel hem de toplumsal yasantilar1 yankilanan
toplumsal bir olgu olarak algilamaktadir. Ote yandan, 1950'lerde, 1950'lere odaklanan
calismamin, Avrupa'daki Ikinci Diinya Savasi'nin korkung deneyimlerinden dolayr bu
cergevenin degistigini ortaya koydugunu iddia ediyorum. 1950'lerde, Ziya Gokalp'in dinin

sekiiler cercevede geri doniisliyle yasanan milliyetgilik algisina dogru geri donddi.
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Bu ¢alismada uyguladigim yontem, Elestirel Soylem Analizi olarak adlandirilmaktadir. Bu
yaklasimin amaci, toplumsal olguyu daha iyi anlamak icin egemenlik ve iktidar
iliskilerinin sdylemsel yapilarini ortaya ¢ikarmaktir. (T.A.an Dijk 1993). Yaklasimin
egemenlik ve gii¢ tarafindan ne anlama geldigi, temelde kurumsallagsmis ve hiyerarsik
olarak orgiitlenmis "bir grubun digerinin iizerinde kontrolii"diir (T. A. van Dijk 1993, 254-
55).

Metotlara uygun olarak, materyali incelemk igin iki kategori kullandim. Birinci kategori
oyunlar1 yerel oyunlar ve geviri oyunlar olarak ikiye boler. Yerel oyun yazarlari, yerel
oyun yazarlarinin Tiirk ulusal kimligini nasil gordiiklerine ve aynilik hissi ve fark
yaratmalarina goz kulak olurken, gevirilerin odak noktasi aynilik hissi ve "Otekinin"
otekisinin hayalindeki farklihigidir. Elestirel Soylem Analizine gore "6z" tek tarafli degil

ayn1 zamanda "tarihsel oteki",

ailenin otekisi", "mekansal 6teki" ile de karsilikli olarak
olusturulmustur. Bu nedenle Tiirk kimliginin "oteki" kimligini kazanmasi, cevrilmis
oyunlar vasitasiyla goriiniir hale gelmistir. Ikinci kategori, yetiskinlerin oyun kodlarini
cocuklarin oyun kodlarindan ayirir. Yetiskinlerin oyunlar1 hayal edilen Tirk kimligini
yetiskinler i¢in sahneye koyarken, ¢ocuk oyunlar1 geng Tiirklere Tiirkligii bir ideal olarak

gostermek i¢in Tiirk ulusunun gelecek nesillerini hedef aliyor.
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Figure 5. Ceviri Oyunlarin Diinya Haritas1 Uzerinde Dagilimi

Bu calisma, Gerard Genette'in edebiyat temelli anlati sdylem analizini (Genette, 1980)
odiing alirken disiplinlerarasi bir bakis agis1 benimser. Bu baglamda ¢alisma, ulusal kimlik
olusumuna iligkin anlamlar aragtirarak anlatilarin, bu ¢alismanin oynatma dizinlerinin,
anlatimin ve karakterlerin alanin1 da analiz eder. Cillia, Reisigl ve Wodak'in gelistirdigi
milli kimlik insas1 analizi yonteminde karsilikli diyaloglar yoluyla, anlat1 ve dil araciligiyla
Avusturya ulusal kimlik olusumunu analiz ederler. Bu tez de bu yaklagimin
basamaklarindan yararlanmaktadir. Ancak, baktiklari, anlatimin ulusal bir kimligi ve
sOylemsel yapisini olusturmast ve sekillendirmesi degil, aym1 zamanda izleyicinin bu
yapiyt nasil sekillendirdigini ve islemesini ve ulusal kimlik olusturma siirecine nasil
katkida bulundugunu kontrol etmek degildir. Bu karsilikli ulusal kimlik insasi, anlati
kimliklerinin karsilikli yapilandirilmasi olarak ortaya ¢ikar. Devlet Tiyatrosu’nun oyunlari
vasitastyla tercime edilen oyunlar bu tez icin gegerli anlatilarinin  Orneklerini
olusturmaktadir. Bu yaklasimin uygulama bi¢iminin zayif noktasi, 6rnek olarak segilen
oyunlarin izleyici kitlelerine ulasmamin imkansizligi ve dolayisiyla da sahnede Tirkliigiin

ve "Oteki" nin imgelerini nasil islediklerini kontrol etmek i¢in geribildirim alamiyor
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olmamdi. Ulusal kimlik s6ylem analizi, siyasal bilimler ve dilbilimden olusur ve aynilik

hissi ve fark yaratan anlamlarin diinyalarina bakar.

Calismamda ayrica Alev Cinar'in tematik kategorizasyonundan da yararlandim (Cinar
2005). Beden, mekan ve zaman olarak tanittigi ii¢ temayi tarih, aile ve mekan bigiminde
uyarladim. Alev Cinar, 2005’te yayimlanan ¢alismasinda kamusal alanda sergilenen ulusal
kimliklerin bedeni olarak kamusal alanda laiklik ve kimliklerin tasvirlerini ve
doniistimlerini inceler. Bu yiizden, tarih olarak adlandirdigim zaman tarih, bedeni aile ve
nihayet, kamusal alan ve mekani, mekan olarak tanimladim. Cinar’m (2005) yaklagimi
ayn1 zamanda disiplinlerarasi bir yaklasimdir ve siyaset bilimini dil bilimle birlestirir. Yine
de milliyetcilik ¢alismalarinin yardimiyla bu temalar1 nasil tanimladigim konusunda hafif
farkliliklar bulunmaktadir. Tarih temasi, "Ulus ne zaman ortaya ¢ikmistir?" sorusuna atif
yapar; aile temasi "Ulus kimdir?" sorusuna yanit aramaktadir ve nasil tanimlandi? ve
tglincii olarak mekan temasi, "Ulus nerede hayal edilmistir?” sorularina verilecek

cevaplarin pesindedir.

Arastirmanin 6rneklemini, repertuarinin Tirk kimligini nasil resmettigine odaklanarak
cizdim. Calisma, oyunlarin izleyiciyle baglanti kurma yetenegine ve kodlamanin sikligina
gore 1949-1960 arasindaki sezonlar1 hesaba katmaktadir. Bir oyun sahnelenmemis ancak
dramaturji listesine yine de girmisse, izleyiciye ulasma yetenegindeki azlik sebebiyle
orneklemin bir parcasi olarak kabul etmedim. Ayrica, bir oyunun ilk okunmasi kodlamasiz
tamamlanmigsa, bunun anlami, Tirk ulusal kimlik olusturma konusunda herhangi bir
temsil giicii bulunmadigi anlamina geliyordu. Bu kapsamda g¢alisma kapsamina alinan

oyunlar su sekilde kategorize edildi;

Tarih temal1 oyunlar;

Yerli Oyunlar

Yetigkin Fatih, (Nazim Kursunlu)

Tanr1 Dag1 Ziyafeti (Resat Nuri Giintekin)
Gilgames (Orhan Asena)

Ugiincii Selim (Celal Esat Arseven)
Hiirrem Sultan (Orhan Asena)

Cocuk Oyuncak (Hakk: Bigeg)

Figure 6. Yerli Yazarlarin Oyunlari
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Ceviri Oyunlar

Yetiskin Antik Yunan Alttemasi Elektra (Sophokles)
Avrupa’nin Dogusu Olii Kralige (Henry de Montherlant)
Alttemasi Don Carlos (Frederich von Schiller)

Maria Stuart (Frederich von Schiller)
Cadikazam (Arthur Miller)

Ikinci Diinya Savasi Haydutlar (Frederich von Schiller)
Alttemasi Anne Frank-Hatira Defteri (Albert
Hackett and Frances Goodrich)
Cocuk Kiigiik Colombus (Jacop Lorey)

Kiigiik Mozart (Jacop Lorey)

Figure 7. Ceviri Oyunlar

Aile temal1 oyunlar;

Yerli Oyunlar

Yetiskin Eski Sarki (Resat Nuri Giintekin)

Branda Bezi (Nazim Kursunlu)

Akif Bey (Namik Kemal)

Finten (Abdiilhak Hamid)

Bu Gece Bagka Gece (Resat Nuri Giintekin)
Tablodaki Adam (Cevat Fehmi Bagkut)
Harput’ta Bir Amerikali (Cevat Fehmi Bagkut)
Cemberler (Cetin Altan)

Cocuk Deniz’in Mektubu (Sevil Dinger)

Figure 8. Yerli Oyunlar

Ceviri Oyunlar

Yetiskin Scapin’in Dolaplar1 (Moliere)
Peer Gynt (Henrik Ibsen)
Avanak (Georges Feydeau)
Yasli Aile (Brannislav Nusic)
Bir Yastikta (Jean de Hartog)
Tahta Canaklar (Edmund Morris)

Cocuk Mavi Kug (Maurice Maeterlinck)

Figure 9. Ceviri Oyunlar

Son olarak, mekana iliskin oyunlar;

Yerli Oyunlar

Yetigkin Kiigiik Sehir (Cevat Fehmi Bagkut)
Kosebasi (Ahmet Kutsi Tecer)

C1g (Nazim Kursunlu)

Giineste On Kisi (Turgut Ozakman)

Cocuk Kara Boncuk (Miimtaz Zeki Tagkin)

Figure 10. Yerli Oyunlar
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Ceviri Oyunlar

Yetiskin Yanligliklar Gecesi (Oliver Goldsmith)
Cayhane (Vern Sneider, John Patric)
Trafik Cezas1 (Paolo Levi)

Cocuk Ug Cuval Yalan (Margarethe Cordes)

Figure 11. Ceviri Oyunlar

Niteliksel aragtirmalarda "Analiz, yaygin olarak kodlama olarak adlandirilan seyi, ham
verileri alarak ve kavramsal bir diizeye getirmekle ilgilidir.” (Strauss ve Corbin 2008, 66).
Bu baglamda materyalimin tematik ¢ergeve ile bir ilk okumasimi yaptim. Ardindan, daha
detayli bi¢imde Figure 12°de yer alan kimlik kodlama c¢izelgesinin yardimiyla oyunlari
okudum. Bu okuma esnasinda sivrilen anlam o6beklerini ve kavramlari ¢ikardim. Figure
12’de goriilen kimlik kodlama ¢izelgesini 156 oyunu okuyarak tiiretmis oldum. Materyali
okuduktan sonra din, devlet, anlati ve ulusal kimlikler diyaloglarin aynilik ve farklilik
duygusu yaratirken kullanilan en yaygin konu basliklart oldugunu gordiim. Bu esnek
gorlig, arastirmanin kendi yolunu gelistirirken benim o6rneklemimi daha iyi anlamamda
yardimci olan bir teoriye gitmek gerekliliginden kaynaklanmaktadir ve bu ¢alisma beni
kuram olusturmaya dogru gotiirdii (Charmaz 2006). Materyalimin yardimiyla teoriyi
okumak ve gelistirmek, alt kodlamalar1 ve analitik araglari ortaya koymus oldum. “Din”
analitik araci altinda Miisliimanlik ve Hiristiyanligin ikiligi gibi. Ote yandan, hem
literatiirden yararlanarak hem de arsivden aldigim oyunlara dayanarak devletin temsil
edilis bi¢imi altinda ataerkillik ve devletin sadakatine dikkat ¢ekerken kuramsal okumaya
ve kuramlarin onciiliik etmesine izin vererek, diger iki alt kod kullandim: Atatiirk
devrimleri ve biirokratlarin temsili. Anlatimsal ve ulusal kimlik ayn1 sekilde bes alt koda
da sahip: anlat1 kimligi, ulusal kimlik, milliyetciligin ortaya ¢ikisi, semboller, dogu-bati
salinimi. Bu calisma, Figure 12°de goriildigli sekilde aynilik hissi ve fark yaratma
baglaminda din, devlet, anlati ve ulusal kimliklerin oyun komutlariyla nasil temsil
edildigine bakmaktadir. Dolayisiyla kimlik kodlama sistemi, din altinda Miisliimanlik ve
Hiristiyanlik olarak "kendimiz™ ile "biz" ve “6teki” temsil kodlamalarini arar. Ataerkillik,
devletin sadakati, Atatiirk devrimleri ve biirokrasilerin tipolojisi devlet altinda incelenen
birimlerdir. Son olarak, ¢alisma, anlati ve ulusal kimligin tasvirlerini, milliyetciligin ortaya
cikisi, bayrak, vatan, etnisite gibi milliyetcilik ve ulusal kimligin sembolik ipuglarini, Tiirk

kimliginin Dogulu ve Batili olmak arasindaki salinimi kapsar.
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KIMLIK KODLAMA SISTEMI

1. Din Miisliimanlik
(“biz” ve “oteki”) Hristiyanlik
2. Devlet Yurtseverlik, Patriyarka

(“biz” ve “oteki”)

Devlete Sadakat

Atatirk Devrimler

Biirokrat
3. Anlatisal ve Milli Kimlik Anlatisal Kimlik
(“biz” ve “oteki”) Milli Kimlik

Milliyetciligin Ortaya Cikis1

Semboller (vatan, bayrak
Etnisite, vb.

Bati-Dogu salinimi

Figure 12. Kimlik Kodlama Sistemi

Bu yontemi nasil uyguladigimin bir 6rnegi asagida gorilebilir. Kodlama sistemi ii¢ temel
kod kullanir: Din, devlet, anlatisal ve ulusal kimlik. Okurken bu kodlarla ilgili anlamlar
kodladim ve kodlu bir segment olan ulusal kimlik olugturma baglaminda anlam ifade eden

ipucu / ipuglarini ¢agiriyorum.

Kodlanmis bir segment 6rnegi (orjinal piyesten alinmistir):

Haga! Siimme haga! Biz miisliiman oglu
miisliimaniz... Bize Sultan Selim Nizami Cedid’i

kabul ettiremedi! Napolyon sapka mu giydirecek?

Bunun bir din kodu oldugu disiiniiliirse, Miislimanliga dayanan aynilik hissini (1.

Selim'de) kontrol ediyorum (Arseven 1999).
* "Biz": Miisliimanlik; “Biz” + Miisliiman+ oglu

"Miisliimanlar iizerindeki Frank uygulamalari lizerine konusmak; Yaptiklar1 sey insanlik
icin faydali olursa ve medeniyet yoluyla gecerliyse, tereddiit etmeden uygulamaliyiz..."
(Arseven 1999, 24). Cesur sozler, "biz" in nasil kurulduguna ve Miisliiman olarak teyit

edildigine iliskin referansi gosterir.
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* Fark: Hristiyanlik (IIT.Selim)
* «Onlary»: Avrupalilar, gayrimiislimler.

Ayni segment ve hatta kodlama igerisinde, "6teki"nin insasi da goriilebilir: "Miisliman
tizerindeki Frank uygulamalar1 iizerine konusmak; Yaptiklar1 sey insanlik i¢in faydali
olursa ve medeniyet yoluyla gecerliyse, tereddiit etmeden uygulamaliyiz ... "(Arseven
1999, 24). Cesur "onlar" "Frenk" ve "onlar" tarafindan gelistirilen bir medeniyete atifta
bulunmaktadir. Bu ayn1 zamanda Tiirk kimliginin dogulu ve batilu kimligine donistiigiinii
gostermektedir. Bu, anlatisal ve ulusal kimlik ve din i¢in ayn1 anda ortiisen kodlarin iyi bir

ornegidir.

Verilerimi kolayca islemek ve siniflandirmak igin MaxQda 11. software programini
(Cleverbridge Company, Berlin) kullandim. Din, devlet, ulusal ve anlati kimligiyle ayri
ayri her kodlama icin ayni islemleri yapiyorum. Bununla birlikte, MaxQda ortiisen

kodlamalart gorsellestirip incelememe yardimci oldu.

Okumalar ve temellendirilmis teoriye olan ihtiyag baglaminda kavramsal cergeveyi
olusturdum. Bu calismanin ihtiya¢ duydugu konularda ulus ingasi ile ilgili literatiir
taramas1 yaptim ve temellendirilmis teoride kullandigim kavramlarla ne ifade ettigimi

acgikladim.

Bu ¢alisma, uluslari ¢agdaslasma ve sanayilesme yoluyla doniistiiriilen zihinlerin, zihinsel
yapilar1 olarak tammliyor. Ulkeler, pazar igin yiiksek &grenim kurma ile sonuglanan
kapsamli egitim yoluyla sdylemsel olarak insa edilmistir (Gellner 2013). Gellner,
milliyet¢iligi, siyasi ve ulusal birlik arasinda bir uyum saglayan bir siyasi ilke olarak
tanimlar (Gellner, 1983). Dolayisiyla, idari birimi ve siyasi birimi hem ulusal bir dayanaga
sahip hem de bir zamanlar modern terimlerle tanimlandiginda milliyetgilik ortaya
cikmaktadir. Milliyet¢iligin bir ilke haline gelmesi i¢in bir ulusa ihtiyaci vardir, Bu
nedenle ortak kiiltiirii, milliyetci bir fikirler dizisine, iletisim yardimiyla aynilik hissi ile
davranmaya yoneltir. Bu aynilik, yalnizca birgok insan ayni ulusun bir pargasi olarak
kendilerini hissediyor ve dile getiriyorsa ancak milliyetciligi besleyebilir. Bununla birlikte,
bireylerin paylasilan gorevleri ve ayni isaret sistemine sahip bir ulusun iiyesi olarak

taninmasi, milliyetcilik c¢agina gecis silirecini agiklamakta yetersiz kalmaktadir.
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Sanayilesme ile iiretim mekanizmalarindaki koklii degisim, yeni ihtiyaglar dogurmustur ve
aynt zamanda toplumun entelektiiel diinyasini degistirmistir. Yeni sanayi piyasasinin
ancak devlet tarafindan desteklenen kitlesel egitimle saglanabilecek yeni meslek dallarina
ihtiyact olmustur. Uygulamanin mesru mekanizmasi olan devletin denetimi altinda olan
kitlesel egitim, ihtiyaglar cergevesinde otomatik olarak belli bir isaret sistemini ¢izer.
Egitimli kisiler tarafindan paylasilan isaret ve anlamlar sistemi, yiiksek kiiltiir olarak
adlandirilan  bir ¢iktiya sahip olur. Gellner ve Benedikt Anderson ayni tutumu
paylagmasalar da, Anderson'un hayal edilmis topluluklar olarak uluslarla edebiyata katkis1
(Anderson, B. Anderson 2006) goz ardi edilemez. Bu isaret sistemi egitim, gazeteler,
haritalar veya miizeler gibi insanlar arasinda cesitli yollarla ve tarihsel anlatilar yoluyla
yayilmistir. Bununla birlikte, bu ¢alisma, halkin bu ortak ulusal isaret sistemiyle isledigi
seyle degil yiiksek kiiltiire nasil yayildigiyla ilgilidir. Bununla birlikte, Benedict
Anderson'in uluslarin hayali cemaatler oldugu iddias1 ve sinirlart ile hayal edildikleri, "biz"

ve "onlar" arasindaki ¢izgiyi ¢izmeye zihnen yardimci olmustur.

Tirk wulus kimlik insast Orneginde, Gellner'in teorisi, 19. yilizyill Osmanlt
modernlesmesinden baslayarak yiliksek kiiltiiriin ortaya ¢ikisim1 agiklayacak kadar
giicliidiir. Bununla birlikte, Gellner'in iddialari, Batt modernlesmesi ve gelenek arasinda
sikisip kalmanin ¢eligkisinin neden ve nasil Tirk milliyetciliginde gergeklestigine
deginmemektedir. Milliyetciligi ve yiiksek kiiltiir teorisi, modern Tiirk seckinlerinin nasil
ortaya ¢iktigini agikliyor olsa da, Bati Avrupa disindaki milliyet¢iliklerin Bati'ya karsi
ozgiinliikleri konusunda aynilik hissini neden ve nasil verdigi iizerine odaklanmamaistir.
Partha Chatterjee bu c¢eliskiye dikkat ¢ekmektedir. Chatterjee, post-kolonyal
milliyet¢iliklerin, 6zellikle modern Hindistan'in Bati'y1 modernlesme i¢in bir model olarak
nasil algiladiklarina dair agiklamalarina karsin, ulusal benzersizligini de yansitmaktadir
(Partha Chatterjee 1993). Bu anlayis, Tirkiye'nin somiirgelestirilmemis olmasina ragmen

Dogu ve Bati olmak arasinda sikismis olan milliyetgilik ¢eliskilerini de aydinlatmaktadir.

Bu alandaki c¢alismalarin ¢ogu, Cumhuriyet Donemi'nin milliyet¢i ideolojisine
odaklanmustir. Kurucu resmi ideolojinin "laik Tiirk ulus kimligi" baglaminda belirtildigine
isaret eden Cumhuriyet doneminin ilk yillarina odaklanan bilimsel kesiflerin sayisiz 6rnegi
var. Akademik c¢aligmalarin ¢ogu, Cumhuriyet¢i seckinlerin insan tizerindeki ideolojik

endiselerini gozlemlemek icin 1920'ler ve 1930'lar {izerine odaklanmaktadir. Literatiirde,

303



Kemalizm'in ve ideolojik manevralarin sonraki on yillarda da siirdiigli diistiniilmektedir.
Bu c¢alismalar, dil, tiyatro, alfabe reformu ve Tiirkiye'de milliyet¢iligin araglarim
kapsayacak sekilde yorumlanmasini gézler oniine sermistir (Basbug 2013; Bingdl 2004a,
2004b, 2009; ince 2012; Yilmaz 2011). (Cimar 2010, Kanc1 2007, Keyman ve Kanc1 2014
gibi). Kemalizm'in kirtlma noktasini tartisan ¢ok sayida ¢alisma var ancak, ¢ok partili
rejime gecis ve hiikiimet degisikligi hakkinda az sayida ¢alisma mevcuttur. Bazi bilim
adamlar1, vatandaslik ve kimlik olusturma (ince 2012) gibi tek kavramiyla, modern
Tiirkiye'nin laiklik yillarindan giinlimiize degin genis bir tarih araligini ele aliyor (Cinar
2010, 2008). Bu ¢alismalar, 1950'lerde modernizmi kabul etmekle birlikte 1950'i yillarin
degisimini atladi ve olaganiistii davraniyorlardi, 1950'lerin Tiirk ulusunu nasil etkiledigine
dair derin bir incelememe izin verememislerdi. Oysa, 1950’ler, 2. Diinya Savasi’nin
ertesinde, demokratik bloga yakinlasarak Tiirkiye’ nin safini belli ettigi, ayn1 zamanda ¢ok
partili hayata kalict bigimde gectigi, tek parti hiikiimetinin sona erdigi yillara tekabiil
ediyordu. Ulusal kimlik algilamasinda gerek kurumsal gerekse donemsel degisikliklerin

olmasi kacinilmaz olmalrydi.

Bu diisiince tarzin1 Tirkiye 6rnegine uygulamak ic¢in, Tiirk modernlesme ve sanayilesme
cabalar1 Bat1 teknolojik gelismelerini yakalamaya yonelik ¢abalari Tanzimat donemine
kadar izlemek gerekir. Modernlesme siireci, yeni meslek dallarmm ihtiyaglarini
karsilayacak yeni bir katmana duyulan ihtiya¢ ile baslar. Modern askeri, tibbi ve
biirokratik okullar, kisa siire sonra sanat okullari, Osmanli Imparatorlugu'nda pazarin
modern ihtiyaclari karsilamak iizere agildi. Gellner, Tiirkiyenin bu tiir ulus insasi
projeleri i¢in benzersiz bir Ornek oldugunu ve Tiirkiye'nin modernlesmesinin igsel
dinamiklerle baslamasi, Tanzimat doneminden sonra Bati ile rekabet etme duygusuna
ragmen Batililasma baslatmasi nedeniyle derinlemesine arastirilmasi gerektigini iddia
etmistir (Gellner 2013). Imparatorluk pazarmin ¢agdas pazara doniismesi, Bati'dan ¢okca
etkilenen yiiksek kiiltlirlerin ortaya ¢ikmasina neden olur. Edebiyat ve sanatlar, Avrupa
kiiltiirinlin, Avrupa edebi eserleri ile, tanitim1 i¢in 6nemli rol oynamaktadir. Cevrilen,
kabul edilen, yeniden yazilan ya da adapte edilen tiyatro oyunlarinin 6nemli miktarda

olmasi bu tanitima verilen 6nemi gostermektedir.

Cumhuriyetin ilan edilmesi veya daha sonra ¢ok partili rejime gecis, Tanzimat Dénemi'nde

baslayan Bat1 edebi sanatlarini c¢eviri gelenegini sona erdirmedi. Ceviriler, 6zellikle de
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Tiirk sosyal hayatina uygun, kismen uyarlanan ya da ¢eviriler, ¢ogunlukla Avrupa'dan
alimmaktadir. Bu oyunlarin Bati1 tarih anlayisini, Bati yasam tarzin1 ve hayali mekanim
gosterme sanslar1 vardi. Bununla birlikte, zamanla Batil1 projeksiyon Avrupa'y1 kapsamay1
stirdiirecek bicimde, Amerikali yazarlar1 da repertuara ekleyerek genislemistir. Sahadaki
bircok arasgtirmadan esinlenmek beni daha ¢ok tiyatroya odaklamaya tesvik ederken,
Tiirkiye'de ulusal kimlik olusturma hakkinda daha fazla soru sormami tesvik ediyordu.
Devlet Tiyatrosu, ozellikle Tiirkiye Cumhuriyeti'ndeki devletle olan organik bagi igin
istisnai  bir 6neme sahiptir. Devlet Tiyatrosu, devlet tarafindan kontrol edilen ve
desteklenen bir aygitti. Ve dramaturji listesine karar veren bir edebi kurul vardi. Ancak
yine de kurucu yasaya gore Devlet Tiyatrosu 6zerk bir kurum olarak sayilmaktaydi. Hedef
kitleyi, Ankara'daki elitler olusturuyordu ve bu kesim yiiksek kiiltlirlerin bir pargasi
sayilabilirdi.

Birgok bilimsel eser performansin ve performatif sanatin siyasete, ozellikle de ulusal
kimlik olusumlarma bagli olduklarini gosterir. Bu tez bu gii¢ benim igin bir ¢ikis noktasi
haline gelmisti. Tirkiye'de tiyatronun siyasal giici, Namik Kemal'in "Vatan Yahut
Silistre"si (Vatan ya da Silistre) ve 1873'de izleyicilerin dikkat ¢ekici tepkileri ile baslar ve
bu performans, modern tiyatronun Tanzimat doneminde siyasetle olan iliskisinin
baslangic1 olarak kabul edilir . Elif Dicle Bagbug'un (Basbug 2013) Halk Evleri tiyatrolar:
konusundaki ¢aligmasi, Louis Althusser'in devletin ideolojik aygitin1 kavramlastirmasi
baglaminda, devletin parti aygitlarinin ideolojik kullanimini ortaya ¢ikarmak igin, tek parti

doneminde erken Cumhuriyet donemi milliyetci partizan ideolojisine dikkat ¢ekiyordu.

Ote yandan, Seyhan (2008) romanlarin ve diger anlat1 iceren edebi sanatlarin daha genis
anlamda, okuyuculara bir ulusa ait olma hissi verdiklerini ileri siirmektedir. Kuskusuz
tiyatro, performatif giicii ile bunu daha giiclii bir sekilde yapar. Bu 6neriye performans
eklemek, yalnizca tiyatroyu izleyiciler lizerindeki giiclinii artiracak hale getirecektir.
Ozellikle tiyatrolarin sanatcilar icin kitlesel bir mesajlasma firsati oldugunu
diisiindiiglimiizde, mesajlarin1 gorsel bir tabanda da canli bir sesle iletme sansini
kullandiklar1 acgiktir. Tiyatronun performatif giicli, bilingli olarak yonlendirilen, giiglii
iletilen mesajlarin edebiyat, drama, ses, gosteri, ortak bir dil yaratmanin yani sira bir

sagduyu da kapsar.
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Tek Parti doneminin popiiler tiyatrosu olan, Halk Evleri tiyatrolar1 lkinci Diinya
Savasi'ndan sonra siyasi ve geleneksel kalirken, II. Diinya Savasi'ndan sonra degisen siyasi
iklimde ¢esitlilik sesleri ve nitelikli bir tiyatroya ihtiya¢ duyulmasi 1940'larda goriiniir hale
geldi. Bu sayede Devlet Konservatuvari'min kurulusuyla akademik tiyatro girisimleri
ortaya ¢ikmustir. Konservatuvar, Halk Evleri sahnelerinde ilk gosterilerini
gerceklestirmistir. Daha sonra 1947'de ise Tatbikat Tiyatrosu’na doniistiiriilmiistiir. Alman
tiyatrosu geleneginin 6ne ¢ikan isimlerinden Carl Ebert'in gabalari ile, tiyatronun Batili ve
akademik bir performans sergiledigi bu tiyatro Tiirk Tiyatrosunun onciilerinden Muhsin

Ertugrul tarafindan yonetilmistir (Celik 2013).

Bir ulus kurarken milliyetciliklerin ilgisini ¢ektigi tic tema vardir: tarih, aile ve mekan.
Literatiirlin, bu {i¢ temayla ilgili {i¢ temel sorunun cevabini bulmaya ¢alistirgin1 sdylemek
miimkiindiir. Birinci tematik soru, "Ulusal Kimlik Olusturma i¢in neden tarihin yeniden
yazilmasi 6nemlidir?" Cevap, soyut fakat cogunlukla Jonathan Friedman (1992) tarafindan
tarihe "millet" in ge¢misinin yazilmasi bigiminde verilmektedir. Boylece “millet”in
geleceginin gegmisle baglanti kurulmasi igin bir ulusun gegmisini insa etmek i¢in anlatilar

yardimiyla hayal edilmekte ve yeniden sekillendirilmektedir.

Ikinci soru sudur: “Nigin bir ulusal kimlik olustururken aile énemlidir?” Aile, Niikhet
Sirman'in "ailesel yurttaglik" (Sirman 2005) altinda kavramlastirdigt bigimiyle, ulusun
"bedeni" olarak anlasilir. Ulusun bedeni, ulusun kim ve nasil bir mikroorganizasyonla
hayal edildigini anlatir. Nihai tematik soru ise "milli kKimlik olusturmak i¢in mekan 6nemi
nedir?". Bu soruya ulusal bilincin katkida bulundugu haritanin 6nemini tartisirken
Benedict Anderson (B. Anderson 2006) tarafindan yanit verilmistir. Mekan, ulusun

“topraklarin1” ¢izer ve ulus devletinin egemenlik sinirlarini ifade eder.

Bu ¢alisma, Devlet Tiyatrosu'nu, 1950'ler i¢in ulus insas1 siirecinin temsilcisi olarak Kabul
etmistir ¢iinkii sanat, 6zellikle de edebiyat ve tiyatro, kiiltiiriin nesilden nesile aktarilmasi
acisindan kolektif bir hatiranin giiclenmesinde énemli bir role sahiptir. Dahasi, diyaloglar
ve pargalar i¢indeki ipuclari, ayni iletisim sistemini paylasan bir ulusun {yeleri arasinda
aynilik hissi yaratmak i¢in ise yaramaktadir. Ulus kimlik insaasi ve Tirkiye'deki Devlet
Tiyatrosu arasindaki karsiliklr iliski, devlet ile kurum arasindaki organik baga dayanir.

Devlet Tiyatrosu’nun sanatgilar1 ve ¢alisanlar1 devlet memuru statiisiindedir (Karsh 2013).
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Repertuari sebebiyle ise Devlet Tiyatrosu, televizyon ve diger gorsel teknolojilerin Tiirkiye
capinda yaygin olmadig1 bir donmde, Tiirk ulusal kimlik olusturma projesi i¢in kiiltiirel bir
iletisim aract olarak goriilmektedir. Ankarali seyircilerin tiyatro performanslarina olan
ilgisi cok biiyiiktii. Bir zamanlar Devlet Tiyatrosu’nun agilisindan 6nce Istanbul Sehir
Tiyatrosu (Dariilbedayi) performans sergilemek iizere Ankara'y1 ziyaret ettiginde boyle bir
ilgi sasirtic1 olarak karsilanmistir. Bu performans gercgeklestirilememis, kirik sandalyeler
ve oyunun ertelenmesi ile sonuglanmustir (Tartan 1997). Teoman Yazgan, izleyicilerin
tiyatronun tutkusunu gelistirdigi yillar (Yazgan 2012, 65) olarak Tatbikat Tiyatrosu’nun
gecis yillarmin birgogundan Devlet Tiyatro'suna deginmektedir. Bu performanslar,
Cumhurbaskan: Ismet Indnii ve bakanlar tarafindan da manevi olarak desteklenmistir.
Oyunlart esi ile izlemis ve donemin Devlet Tiyatrosu Miidiirii Muhsin Ertugrul ve
sanat¢ilart kutlamistir (Tartan 1997). Ancak memurlar ve Muhsin Ertugrul ¢evresindeki
sanatg¢ilar, herhangi bir siyasetgiyle kisisel olarak temas kurma ihtimalinin disiik
oldugundan bahsetmisler, hatta boyle temaslart reddetmislerdir. Halbuki devletin
tiyatrosunda hizmet etmek i¢in gorevliler bakanlar, bagbakan, cumhurbaskani ve parti
iiyeleriydi (Tartan 1997). Politikacilarla kurum arasindaki bu igbirligi bana siyaset, devlet
ve igerik arasinda acik bir baglanti oldugu i¢in ilgi ¢ekicidir. Muhsin Ertugrul ilkeli
olmakla birlikte Devlet Tiyatrosu kanununun yiirirlige girmesi Devlet Tiyatrosu'na
ozerklik saglamasma karsin kurumun 6zel bir tiyatro olarak tam bir igerik ozgiirligii

saglamas1 miimkiin degildi.

Ayrica, Devlet Tiyatrosu’nun kurulusu, Tiirkiye'nin ¢ok partili bir rejime gecisiyle
ortiisiiyordu. Devlet Tiyatrosu’nun ilk resmi oyunu 1949'da sahnelendi, ancak sahne
Konservatuvar'in bir organi olarak ¢alisan Tatbikat Tiyatrosu’nda halihazirda iki yillik
gecmise sahipti. Ayrica kurumun 6nemi, liniversite 6grencileri, biirokratlar, siyasetciler ve
Ankara'daki ¢ocuklar arasindaki popiilaritesinden kaynaklanmaktaydi. Bu sekilde, hedef

kitle, siradan insanlar1 ilk adimda hedef almak yerine, ytliksek kiiltiirle gakismaktaydi.

Bu ¢alismada oyun metinleri ve agiklamalari, oyunlardaki karakterlerin kendi kimliklerini
nasil hissettigine, bu kimliklerin veya farkliliklarin nasil gosterildigine goére kategroize
edilerek incelenir. Dolayisiyla bu galisma, arastirma ve kimlik kodlama grafiginin analitik
araglart ile ilgili ii¢ kavram daha kullanmaktadir. Din, devlet, anlat1 ve ulusal kimlik, ulusal

kimligini tamamlayan bu {i¢ boyuttur. Bu ii¢ aragsal boyut tanimlanacak olursa: din, kutsal
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inanglar tarafindan kurulan ve ritiieller ve davraniglar tarafindan tamamlanan bir sosyal
olusumdur. Yasayan topluluklar ya da toplumsal olusumlar, bir araya gelmeyi ve
toplumsal dayanismay1 icermektedir (Peterson 2012). Ulusal kimlik olusturma projeleri
devlete ve ulusa sadakat kurma siirecini kapsar (Connor 1978). Din, insanlarin hayatinda
hi¢bir zaman yerini kaybetmemis (Mitchell 2006) ve hem bireylerin hem de toplumlarin
"benligini" tanimlamak i¢in birincil yerini korumustur. Dinlerin topluluklardaki hayati
yeri, laiklikten milliyet¢ilik veya din ile birlesmistir. Rogers Brubaker (Brubaker 2012) din
ile milliyetcilik arasindaki iligki {lizerine konusurken, dort yaklagimi ortaya g¢ikarir ve
caligmasinda dini milliyetgiligin bir parcasi olarak gérmektedir. Anthony Smith'in mit ve
sembollerin yardimiyla olusturulan milliyetgilik kavramsallagtirilmas: (Smith 1994)
yardimiyla da bu tez, Tiirk ulus insasinin dinin sembolleri ile 19501i yillarda nasil temsil

edildigine bakar.

Ote yandan, din tek belirleyici faktor de degildir. Modern toplumlarda devlet bireylerin
hayatlarina miidahale etmekte ve modern hayatlart degistirip sekillendirrmeye
calismaktadir (Ozdalga 2014). Devlet, bu degisimi kurumsallastirmak icin mesru giiciinii
kullanmaktadir. Devletin bilgisi, devletin ulusal kimligini nasil insa ettiini ve
entelektiieller tarafindan nasil algilandigint gostermektedir (Safran 1991). Bir ulus devlet
vatanperverligi "yurttashik katilimini, dayanigsmay1 ve karsilikli sorumluluklar1 beslemek"
cercevesinde gosterilen isbirligi saglar (Brubaker 2004, 121). Rogers Brubaker'in belirttigi
gibi, sadece bireylerin yasamlarini tanimlamak ve degistirmek i¢in egemen olmakla

kalmiyor, ayn1 zamanda onlarin adina konugmaktadirlar.

Anlatisal kimlik, bir anlatida, modern veya ulusal kosullar olmaksizin bireysel ya da
kollektif aynilik ve farklilik duygusu olarak tanimlanir. Kimlikler, diger "ben'"in
eylemlerine verdigi cevaplara gore "ben" ve "Oteki" (Mead 1972) kurar. Toplumsal
olusumlarda, birden ¢ok ben, belirli normlara ve benzerlik ilkelerine dayanir, dayanigsma
yaratir ve "biz" kurulur. Ulusal kimlikler insa siirecinde, ulusal anlatilarda “biz” ve “6teki”
kurgusunu kullanir. Bireysel "Ben" ve "biz"in kendine 6zgii olusumu ve ulusal 6lgekli
"ben" ve "biz"e doniisiir. Nihayetinnde bu kolektif biling ulusal kosullarda modern
terimlerle tanimlanir. Genel olarak, anlati ve ulusal kimlikler, ayniligin ve farkliligin

dogrudan tanimlarina dayanmaktadir (Wodak ve digerleri, 2009).
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Bu ¢alismanin 1950'ler Tirkiye'sine odaklanmasinin nedeni, 1946'da Demokrat Parti ile
birlikte ¢ok partili rejime gecisle birlikte Tiirk siyasi hayatinda kagimilmaz ve geri doniisii
olmayan degisimin Tiirk kimlik ingasina etkisinin nasil bir doniisiim yarattigina iliskin
meraktir. Demokrat Parti'nin ortaya c¢ikmasindan once, 1938'de Atatiirk ile olan
tartismalarindan sonra Indnii'yu siyasi hayata déndiirmekle ilgili pek ¢ok siiphe vardi.
Ancak, Atatiirk'iin liimiinden sonra hicbir sorun yasamadan Inénii, parlamentoda
Cumbhuriyet'in ikinci cumhurbaskani olarak secildi. . Inénii déneminde Atatiirk ¢aginda
siirgiine gonderilenler ile barisin sinyalleri verildi (Ahmad 2014). Inénii, Tiirk
milliyetciliginin i¢ ve dis politikaya uygun cergevesini belirleyen belirleyici bir siyasi figiir
oldu. Cumhurbaskanlig: siiresince bu belirleyicilik devam ederken, ¢ok partili donemin ilk

yillarinda da bu etkisi siirdii.

Feroz Ahmad (2014), Yildirim'in (2014) Inénii déneminin ilk yillarina iliskin yorumlar1 ve
sonuglarina dayanarak, II. Diinya Savasi'min sonuna kadar hiikkiimet ve Tirk-Tirkgtleri
arasindaki dalgali bir iligki ve giderek artan muhafazakarlik konularini 6nem
kazanmaktadir. Cumhuriyet Halk Partisi'nde. Pan-Tiirkgiiler irk¢1 ve karst ideoloji olmakla
sug¢landiginda, mahkemeler tarafindan serbest birakildiktan sonra kabul gordiiler ve
komiinizmle miicadelenin kahramanlari1 oldu. II. Diinya Savasi’ndan sonra ise demokratik
bloga yakinlasan Tirkiye hem i¢ hem dis siyasette geri doniilemez bir degisim
baslatmistir. Demokrat Parti’nin politikalar1 ve 1960 darbesine dek Demokrat Parti’nin
zaferi ile sonuglanan segimler Tiirk kimlik ingas1 ve batililagsma kavramlarinin igeriginde

bir farklilagsma yaratmis olmaliyda.

Caligmami, 27 Mayis 1960'a kadar, gen¢ Tiirkiye Cumbhuriyeti'nin demokratik
deneyimlerini askiya alan askeri darbeyle kesiyorum. Pek ¢ok bilim adami, darbenin yeni
bir siyasi ve tarihi ¢aga baslamanin bir olay1 olduguna katiliyor (Ahmad 2014). Bu tarihsel
kavramsallastirmalar ve Tiirk siyasi tarihi lizerine siniflandirmalar 15181nda, arastirmalarimi
1960'da kesmeye karar verdim. Bu nedenle, arsiv arastirmam 1959-1960 sezonu ile sona
eriyor. Devlet Tiyatrosu’nun darbe 27 Mayis 1960'ta gergeklestiginde sezonun kapanisiyla

ortiismesi de bu sezonu son inceleme sezonu olarak kabul etmemi sagliyor.

Sonraki boliim Devlet Tiyatrosu'nun arsivlerinden elde ettigim verilere kisaca bir giris

niteligindedir. Once igerigi tarayarak repertuari tanidim ve tanittrm. Okunabilir halde olan
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156 oyun metnini arsivden aldim. Cogu metin daktilo ile yazilmisti. Bu nedenle kelimeleri
saymak veya taramak ve sayisal baglamsal verileri elde etmek miimkiin degildi. Bununla
birlikte, mecazi ipuglarinin veya igerikteki kisilestirme sayisinin oldukga yiiksek oldugunu
gordiikten sonra, anahtar kelimeleri saymanin zaten herhangi bir sey ifade etmeyecegini ya
da gostermeyecegini gordiim. Ornegin, basit bir anahtar kelime "millet" olarak segilecek,
ancak yazilim, anlamini kontrol etmeden "kadin milleti" ifadesini sayacaktir ve tiimiiyle
niceliksel olan veriler arastirmayi yanlis yonlendirecekti. Bu dogrultuda analitik araglar
olarak kullandigim din, devlet, anlat1 ve ulusal kimlik yardimiyla aradiklarimin anlamlarini
veren kodlanmis segmentleri saymaya karar verdim. Verilerin daha iyi anlasilabilmesi igin,
her bir kesimi anlamlandiran bir kod verdim ve bu kodlari, ¢alismanin ilk adiminda
frekanslarina ulasmak i¢in saydim. Bu nedenle, veri analizinin ilk kismi, sezonlara gore
oyun kodlarmin dagilimi hakkinda bilgi vermektedir ve ikinci boliim, analitik araglarin

frekanslarin1 degerlendirir ve ¢akisan kodlanmig segmentlerin sayisini gosterir.

Bu kodlanmis kesimlerin tamami1 ayni amaglarla sinirlandirildi: aynilik veya farklilik hissi
olusturmak. Metin i¢indeki baglantilar aynilik ve farklilik iizerine kurulmustur. Bu aynilik
ve farklilik duygulari, din, devlet, anlatisal ve ulusal kimlik gibi oyun metinleri tarafindan
verilen ulusal bir kimlik olusturulmasinin ii¢ sdzdizimi bileseniyle ger¢evelenmistir. Dinin
milliyet¢ilik i¢indeki yeri ve dinin kimlige yerlesmesi ulusal kimligin rekabet¢i bir bileseni
olarak siklikla literatiirde tartistimaktadir. Ikincisi, devletin ulusal kimlik olusturma
stirecine ataerkillik ve ulus-devlet agisindan yer vermesi, ulusal benzerligi veya "Gteki"
yaratma giiciinii giiclendirmenin bir diger belirleyicisidir. Ugiincii olarak, ulusal kimligini
incelemek igin kullanilan anlatisal ve ulusal kimligi, ilk 6nce modern ulusal kimliginden
bagimsiz fakat vatanseverlik ve diglamaya bagimli bireysel ve kollektif ayrimi ayristirmak
icin, sonra da, ulusal bir kimligin ve vatanseverligin modern ortaya ¢ikisina dayanan

kolektif ulusal bilinci ifade eden anlamlar olarak kullantyorum.

1949-1960 yillar1 arasindaki sezonlari kapsayan Devlet Tiyatrosu arsivlerinden oyun
metinlerini aldiktan sonra, metinlerin sezonlara gore dagihmimi ¢ikarttim. Baglangic

sezonu, sadece dort yerli oyunu sahneye koyarken, geviri oyun sayisi ¢ocuk oyunlar1 da
dahil olmak iizere oldukga yiiksekti. Ebert'in yetiskin Devlet Tiyatrosu'nu ulusallastirmaya
caligmasina ragmen, Carl Ebert ve Batili oyunlarin etkisi goriilmektedir. Bunun sebebi de

kurumsal ideallerle uyusan yerli oyunlardaki eksikligin Carl Ebert'e ve daha sonra da
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Muhsin Ertugrul'a daha fazla yerli oyun sahneye koymasina izin vermemesidir. Buna
ragmen ilk sezonun agilis oyunu yerlidir. Yerli ve ¢eviri oyunlarin dagilimindaki bu
dengesizlik, 1953-1954 sezonuna kadar gegerlidir. Oyun sayisinda genel bir disiis
yaklagmakta olan genel segimler i¢in hazirlik yapilmasi sonucunda olmus olabilir.
Demokrat Parti, 2 Mayis 1954 secimlerinde (Erogul 2014; Kubilay 2014) hiikiimetin
medya- sansiir bagvurular1 ve yiiksek enflasyona iliskin elestirilerle miicadele ediyordu. Bu
art1is, kurumun iizerinde kesintisiz bir biitge kesintisi veya kontrolii oldugunu gosterebilir.
1953-1954 sezonundan 1959-1960 yillarina kadar ¢evrilen oyunlarin sayist yerli oyunlarin
sayisindan yine daha fazladir. Bu dénem, Tiirk edebiyati i¢in olduk¢a bereketli bir donem
olmasina ragmen bu bolluk repertuara yansimamis, Tirk oyun yazanlarinin sayisi
repertuarda artig gostermemistir. Bu, diinya tiyatrosunun, 6zellikle Avrupa ve daha sonra
Amerikan tiyatrosunun bilingli bir gésterimini ve Bati'daki edebi pargalarin igerigiyle

yiiksek kiiltiir i¢in 6zel bir secki olusturdugunu gosterir.

Sekil 13, iki temel kategoriye gore oyunlarin dagilimi hakkinda kisa bilgiler vermektedir:
yerel oyun yazarlarinin yapitlar1 ve cevirileri, bir diger kategori ise ¢ocuk oyunlaridir.
Sezon basina ortalama oyun sayis1 14.09'dur. 1954-1955 sezonunun ardindan, oyun sayisi
1959-1960 sezonuna kadar 16 ve 17 civarinda kalir. Oyun sayist artsa dahi yerli metinlerin
sayist artmamaktadir. Bununla birlikte, yabanci yazarlarin ¢esitliligi ve konulari, sayilarda
bir artisin yani sira olaganiistii bir gesitlilik sergilemektedir. Bu ¢esitlilik, bazi biiyiik
Alman tiyatro klasiklerinin tekrar edilmesinin yani sira, ¢cagdas Amerikan yazarlarini,
popiiler Avrupa oyunlarin1 ve yeni klasikleri Tiirk izleyicilere tanitma firsati saglamistir.
1953-1954 sezonuna kadar olan oyunlar, tiyatronun sahne sanatlar1 sanati dali olarak
tanitilmasini, yerel yazarlarin ve yonetmenlerin parcalarini bulmalarini tegvik etmeyi,
Dariilbedayi istanbul Sehir Tiyatrosu’ndaki deneyimlerini ayn1 anda Devlet Tiyatrosu’na
kazandirmay1 amaglamaktadir. Devlet Tiyatrosu 1954-1955 sezonunda Demokrat Parti
Hikkiimetinin ilk yillarinda 6zgiir politik iklimin destegini alan deneyimli bir kadroyla

verimliligini artirmaya baslamistir.

Sekil 13'e gore, 1949-1950 sezonu, yerli eserlerin bulunmamasi nedeniyle ¢ok sayida
ceviriyle baglar. 1952-1953 sezonlar1 hari¢ her sezon ¢ok sayida ¢eviri yapildig1 genel bir
gergektir. Ote yandan, ¢ocuk oyunlar1 yerli olarak yazilmis ve tercih edilmistir (1956-1957
ve 1957-1958 mevsimleri hari¢). Bu, Halk Evleri Tiyatrolari'ndaki ¢ocuk oyunlarinin
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onceki repertuar gelenegi ya da yerel degerlerin sergilenmesi agisindan gelecek kusaklara

verilen 6nemi gosterebilir.

Sezon 1949- | 1950- | 1951- | 1952- | 1953- | 1954- | 1955- | 1956- | 1957- | 1958- | 1959- | Total
1950 | 1951 | 1952 | 1953 | 1954 | 1955 | 1956 | 1957 | 1958 | 1959 | 1960

Yerli

Oyunlarmn 4 6 4 8 2 5 5 6 3 6 4 53
Sayisi

Ceviri

Oyunlarin 10 4 5 6 7 12 11 11 14 10 12 102
Sayisi

Yerli Cocuk

Oyunlarin 2 2 1 2 0 2 1 0 0 2 0 12
Sayis1

Ceviri Cocuk

Oyunlarinin 0 0 0 1 1 0 1 2 2 1 2 10
Sayisi

Oyunlarin 14 | 10 9 14 9 17 | 16 | 17 | 17 | 16 | 16 | 177
Toplam Sayis1

Figure 13. Sezonlara Gore Oyunlarin Dagilimi

Devlet Tiyatrolar1 arsivinde 177'den fazla oyuna ulasabildim. Okunabilirligi olan 156
oyunda, din altinda toplam kodlanmig segment sayis1 1547, devlet kodunun kodlanmig
segment sayist 239, ve son olarak, Anlatisal ve ulusal kimlik béliimiindeki kodlanmis
segmentlerin sayist 1282'dir. En ¢ok kod din altindadir. Bununla birlikte, bu yiiksek
frekans, kodlanmis segmentlerin igerigi ve baglami hakkinda ipucu vermez. Bu nedenle,
sayilar, dinin aynilik ve diger olma duygusunu belirlemek i¢in hayati éneme sahip
oldugunu, ancak dinin nasil algilandigin1 belirtmemektedir. Diger analitik aracglarin

baglamlari i¢in de gegerlidir.

MaxQda 11'i kullanarak kesisen kodlanmis segmentleri de inceledim ve analitik araglarin,
kodlanmis kesimlerin (din, durum, anlati ve ulusal kimlik) kesisme sikliginin oldukga
yiikksek oldugunu gordiim. Bu, analitik araglarin sadece bir ulusal kimligin ayrilmaz
unsurlar1 olmadigmi, ama ayn1 zamanda birbirlerini tamamladiklarim gésterir. Ozellikle,
kesigsen din ve anlati ve ulusal kimlik segmentlerin yiiksek frekansi g¢arpiciydi. Din,
anlatisal ve ulusal kimlik iligkisinin yiiksek kesisim frekansi, 1930'larda laik devlet ve
anlatisal ve ulusal kimlik iliskisinin 1950'lerde doniiserek din ve anlatisal ve ulusal

kimligin beraber seyrettigini gosteriyor.
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Religion State Narrative and National Identity
Religion 0 42 177*
State 42 0 103
Narrative and National Identity 177* 103 0

Figure 14. Kesisen Kodlanmis Segmentlerin Frekansi

Sekil 14'te gosterildigi gibi, kesisen kodlanmig segmentlerin sayis1 177'dir ve yalnizca 42
olan kesisen kodlanmis devlet ve din segmentlerinin sayisiyla karsilastirildiginda oldukca
yiiksektir. Dolayisiyla, devlet artik piir laik sistem ile anilmamaktadir. Ote yandan, devlet
ve anlatisal ve ulusal kimlik ag¢isindan kesisen kodlanmis segmentlerin sayis1 103'tiir. Bu,

devlet ile anlatisal ve ulusal kimlik arasinda énemli bir karsilikli iliski kurar.

Boliim 2, "Tarihin Yeniden insa Edilmesi" ile ilgilidir; "1950'lerde Tiirk Ulus Insasinda
Tarih” bagligimi tasir. Bu bolimiin temel amaci, 1950'lerde Tiirk ulusal kimliginin
olusumunun tarihsel gelisimini analiz etmek ve tarihin yeniden yazilmasi sirasinda Tiirk
ulusal kimliginin nasil hayal edildigini ortaya koymaktir. Ayrica, bu bolimiin ana
arglimanlari, Oncelikle, tarih Avrupa'daki ve Hiristiyan kimligindeki 1950'lerde Tiirk
kimliginin "diger" ine karsilik olarak karsilikli olarak kurulmasi; ikincisi, Tirk kimligi,

tarithsel olarak "laik Miisliiman kimligi" olarak diisiiniilmiis olmasidir.

"Tarih" gerceklestirmek, ulusal kimlik olusturma siirecleri i¢in dnemlidir ¢iinki tiyatro
performans giicii, hedef kitlenin sahnesinde Tiirk tarihini gostermektedir. Bunu yaparken
yerel oyunlar sahnede '"bizi" gorlince aynilik kazandirir ve aymi zamanda ceviriler

"otekilerin" ge¢cmisinin nasil goriindiigline yardimer olurlar.

Boliimiin tamamlayici argiimanlarr, 1050'lerde tarihsel olarak "6tekinin" Hiristiyanlar
oldugu, Miisliimanlig1 Tiirkliigiin 6ziiniin esas bileseni olarak alindigidir. ikincisi, tarihsel
olarak karsilikli bigimde Avrupali ve Hiristiyan kimligi, 1950'lerde Tiirk kimliginin "6teki"
kimlikleri seklinde hayal edilmistir. "Oteki" kimligin tarihinin hayal edilmesi i¢in {i¢ tarihi
Kilometretas: kullanilmistir: Antik Yunan, Ronesans ve Ikinci Diinya Savasi. Bu tarihsel
uygarlik ve doniim noktalar1 ¢eviri oyunlarinun alt temalar1 olarak ortaya g¢ikmaktadir.
Devlet Tiyatrosu’nun yansittig1 bigimde tarih, Tiirk milletinin geng nesillerini Miisliiman
olarak algilamaktadir. Ancak tarih temali oyunlar, bilim lehine bilimle din arasinda bir

karsithk yaratmaktadir. Ve nihayet din i¢in sOylenebilir ki, Tirk kimligi "sekiiler

313



Miisliiman kimligi" olarak hayal edilmistir. Islamin pratiginin tasvir edilmesine nadiren
rastlanir; fakat dilin kullanim tarz1 Islam'da aynilik duygusunu kurarken gegmise ait bir sey
olarak algilar. Bir yandan da aslinda din, dayanisma adina bir toplumsal tutkal olarak
kullanilmistir. Devletle ilgili argiiman s6z konusu oldugunda devletin 6ziinde bir
ataerkillige sahip oldugu, devletin Tiirk olmanin tarihsel olarak ayrilmaz bir pargasi olarak
tamimlandigr sOylenebilir. Ve son olarak, Tirkliigiin anlatisal ve ulusal kimligi,
medeniyetin Misliman ve Tirk kokeni ile basladigini iddia ederek Dogulu ve Batili
olmak arasinda bir yerde belirsiz bir sekilde tanimlanmaktadir. Tarihi Tiirk kokenleri Tiirk
resmi tarih yazisi uyarinca Stimerler olarak diistiniilmistiir; ancak 1950'lerde ulusal kimlik
olusturma, Osmanli Imparatorlugu gegmisini Tiirk tarihinin yeniden yazilmasma entegre

ederek bu vizyonu genisletmektedir.

"Tarih"i tiyatro anlatilari araciligiyla yeniden insa etmek, ulusal kimlik olusturma siiregleri
icin 6nemlidir; ¢linkii tiyatro performansinin giicii, hedef kitleye sahnede Tiirk’{in tarihini
gostermektedir. Bunu yaparken yerel oyunlar sahnede "bizi" goriince aynilik duygusu
uyandirir. Ayn1 zamanda da geviriler "6teki” kimliklerin gegmisinin nasil goériindiigiine

iligkin hedef kitleye mesaj gondermede yardimci olurlar.

Caligsma, liclincli boliimde ailenin temsilini kapsamaktadir. Aile temasinin 6n plana ¢iktig1
boliimiin ana argiimani, bolimiin basligi olan "Modernistlerle Gelenekgiiler Arasinda
Sikisip Kalmis Bir Aile Tasviri" olarak ozetlenebilir. Boliimiin hedefleri, Tiirk ulusunun
"ailesel vatandashk" i¢inde tanimlanmasini sahneye koyan oyunlari analiz etmektir
(Sirman 2005). 1950'i yillarda, Tiirk’tin kim oldugunu 6grenmek igin ¢ok yonlii bigimde

"Devlet tiyatrosunda Tiirk ulusal kimliginin aile temsili" aragtiritlmaktadir.

Tiyatronun performatif glicii, hedef kitlenin sahnesinde ideal bir aile tasariminm
sergilediginden, "Tiirk ailesini"n bir resmini ¢ikarmak Onemlidir. Bunu yaparken yerli
oyunlar, sahnede "bizi" gosterir ve aynilik duygusunu pekistirir. Ote yandan aile temasinin
altinda yer alan geviriler "Gtekilerin" ailelerininin nasil goriindiigii konusunda izleyiciye

mesaj iletilmesine yardimei olur.

Aile temasina dayali ana tartismalar, 1950'lerde ¢ok boyutlu ailevi, ulusal kimlik

olusturma projeleri etrafinda sekillenmektedir. Ayrica, bu boélim bu tezin temel
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argiimanini desteklemektedir; ¢linkii aile temas1 kamu ve 6zel alanlarin boliinmesiyle Tiirk
sekiiler Miisliiman kimligini giiglendirmektedir. Bu tezin temel argiimanlarini din, devlet,
anlatisal ve ulusal kimlikten olusan analitik araglar yardimiyla desteklenmektedir. Din,
hem yetigkinlerde hem de ¢ocuk oyunlarinda yasam bi¢iminde "Hiristiyanlar" olan &teki
kimligini, Tiirk kimliginin 6zlinii tanimlamanin ana unsuru olarak Miisliimanlig1 algilar.
Tirk kimligi, sekiiler Misliiman kimligi olarak diistiniiliir: Turkliigin aynilik duygusu
Miisliimanliga dayanmaktadir ("onlar" Hiristiyan olarak diisliniilmiistiir). Bununla birlikte
din, ailenin kadinlar1 tarafindan (6zel alanda) pratige gecirilen ve gelecek nesillere
aktarilan bir kimliktir. Kamusal alanda ataerkil kaliplar, devlet kurumlar vasitastyla Tiirk
ailesindeki temel ataerkil kaliplar1 giiglendirmektedir. Buna ek olarak, bir aile, 1950'lerde
Tiirk ulus insasinda mikro bir ulus gibi davranan bir organizasyondur. Tiirkliigiin anlatisal
ve ulusal kimligi, Dogulu (geleneksel) ve Batili (modern) arasinda netlikten uzak bir
sekilde salinim gostermektedir. Asirt Batililasma yiiziinden bir Tirk’i Tiirk yapan 6zii
kaybetme korkusu 6n plana ¢ikmaktadir. Bu durum, kolonyalizm sonrasi1 milliyetgiliklerin
gosterdigi asirt modernlesme kaygilari ile uyumludur. Ote yandan, Tiirk ailesi igin Fransiz
burjuva yasam tarzi ongoriilmektedir. Ancak zamanla, Amerikan kiiltiiriiniin etkileri,
yalnizca John Steinback ve Arthur Miller'in repertuarindaki g¢evirileri degil, ayn1 zamanda
yerli yazar Cetin Altan'in oyunu Cemberler (The Circles) ile de sahnede bu doniisiimii

gostermektedir.

Boliim 4, "Ulusal Mekanmn Yeniden Insa Edilmesi: Koyliileri Uygarlastirmak" basligini
tasimaktadir. Dordiincti bolim, Devlet Tiyatrolarai arsivi araciligiyla 1950'lerde Tiirk
ulusunun mekansal hayaline odaklanmaktadir. Bu boliimiin amaci, Tirk ulusunun
mekanmin tanimlanmasinda rolii olan oyunlart analiz etmektir. 1950'lerdeki kent
olusumunda, kent ve kdy yasaminin boliinmesinde, ulusun mekani koylii olan yurttaglarin
modernlesme projesinin bir parcast olarak hayal edilmesi bi¢ciminde hayal edilmistir.
Boylece mekan temasina odaklanan bu boliim {ilkenin topraklarinda kimliklerin giinliik

tasvirleri i¢in bir sahne olacak bir kamusal alana nasil doniistiigiinii incelemektedir.

Tiyatronun performatif giicli, hedef kitleye sahnedeki Tiirk ulusunun mekan tasarimini
gosterir. Mekan konusuna giren oyunlar, din, devlet, anlatisal ve ulusal kimlik temelinde
sahnede "bizi" gorerek aynilik hissi olusturmustur. Dahasi, g¢eviriler "6tekilerin" ulusal

alaninin nasil goriindiigiine iliskin performans da ortaya koyar. Bu dogrultuda bu béliimiin
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tamamlayic1 arglimanlar1 sOyledir: Tiirk yazarlari, sehir ve kdy yasami boliisiimii i¢inde
ulusal alanin insasinda ulusal anlamda benzerligi diisiintirler. Kentler, 1950'lerde ulusun
birincil mekan1 olarak kabul edilir. Tiirk ulusunun topraklari modern, uygar ve Batili
sehirlerde hayal ediliyor olsa da, Tiirk kimliginin 6ziinii kaybetme korkusu esliginde asir1
modernizasyon kaygisi ve Tirkliigiin 6zliniin yalnizca kdy yasaminda varligini siirdiirdiigii

romantizmi bu tasvire eslik eder.

Din, 1950'lerde ulusal mekan tasvirinde, halkin ibadetleri yoluyla degil giinliik
konusmalarda kullanilan Islami deyisler aracihigiyla temsil edilmektedir. Izleyiciler,
kamusal alanda ibadetlerini gerceklestiren Miisliimanlar1 gérmez, islam araciligryla aynilik
duygusunu dil ve ctimleleriyle kurarlar. Kentlerdeki hayal edilen Tirk ulusu, mekansal
orgiitlenmede sekiiler Miisliimanlar olarak diisiiniilmiistiir. ikinci analitik arac: devlet soz
konusu oldugunda, devletin yurttaglarina, biirokratlar eliyle ve sehirlerdeki ve koydeki
mesru gii¢ kullanimiyla varligi hissettirdigi sdylenebilir. Tlgingtir ki, "6tekiler" mekansal
tasvirde yok farz edilmistir ya da sessiz resmedilmistir. Tiirk kimligi, Tiirk topraklarinda
sekiiler Miisliiman kimligi olarak diigiiniiliir. Gayri mislimler, ulusal kimligin bir pargasi
olarak goriilmez; temsil edilirlerse, kotii davraniglara sahip istisnalar olarak kabul edilirler.

Tiirkliiglin aynilik duygusu Miisliimanlik tizerine kurulmustur.

Ozetle, bu calisma, Islam'in dininin Tiirk ulusal kimliginin temel unsuru olarak kabul
edildigini bulmustur. Ancak, bulgulardan yola ¢ikarak dinin 6zel alanin bir unsuru olarak
kalmasi gerektiginin hayal edildigi soylenebilir. Boylece Tiirk milleti ayn1 anda Miisliiman
ve sekiiler olarak tanimlanir. Kimlik tanimina "sekiiler Tiirk ulusundan" ¢ok boyutlu bir
tarihe gegis saglayan bir ¢esitlilik vardir. 1950'lerde ulusal kimlik olusumunda gesitlilik ve
degisiklikler iceren siireklilikler de bulunmaktadir. Bu cesitlilik ve siireklilikler “sekiiler

Miisliiman Tiirk” kimligini 1950lerde 6n plana ¢ikarir.

Bu calisma, dogrudan Devlet Tiyatrosu iizerinde yapilmis olup igerigi itibariyle 6zgiin
olmas1 sayesinde ve siyaset bilimi perspektifi ile yapilmis olmas1 sebebiyle ile literatiire
katkida bulunmaktadir. Bu tez calismasi Onemlidir, ¢iinkii tiyatro calismalar1 alanina,
kimlik, baskent Ankara’nin siyaset bilimi ve tarihine, ulusal Olgekte de Tirkiye igin
sanatsal politikalarla alanina bilgi katarak katkida bulunmaktadir. Bu ¢alisma, kiiltiirel ve

milliyetcilik  ¢alismalarinda ileri arastirmalarda kullanilabilecek  bir  yontemin
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uygulanmasimi da kapsadigi icin yontemsel bir 6zgilinlik de igermektedir. Nihayet,
calisma, 1950'lerde Tiirkiye'de siyaset bilimi a¢isindan, ulusal kimlik olusturma siireci
odak noktasi oldugu i¢in de 6nem tasimaktadir. Bu katkilarin yani1 sira ¢alisma gelecek
arastirmalar icin kaginilmaz bazi sorular sormami sagladi. Ornegin, bu calismanin bir
sonraki adimi, 1960 askeri darbesinden sonra tiyatro repertuartyla bu calismanin
bulgularinin bir karsilastirmasi olabilir. Ayrica, bu yontemi, Ornekleme materyalini
degistirirken gelecekteki projelerim i¢in uygulama olanagina da sahip olacagim. Materyal,
yine tiyatro oyun metinleri olabilecegi gibi giinliikler ya da sosyolojik ve antropolojik
gozlem olanag saglayan olan diyaloglar olabilir ve bu materyal iizerinden bu ¢aligmada

kullandigim yontem araciligryla kimlik arastirmalart yapilabilir.
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