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TRAPTOWN

Kadim ruhlar. Yeni Mitler.

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

sonuglanabilecek bir deney.

Wim Vandekeybus bir grup dinamiginden hareketle; bir grubu

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

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

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

Vandekeybus miizikler icin Trixie Whitley ve Phoenican Drive’la

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

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

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

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

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

boyutu temsil ederken, Phoenician Drive'in miizigi ise Orta
Dogu, Kuzey Afrika ve Balkan geleneklerinin kesistigi cok kaltiirlii
bir kavsakta duruyor. Yapimin iki ana temasi miizikte bulusuyor:
bagimsizlik ve 6zgurlitk arzusuyla kiiltirlerin karsi karsiya gelisi.
Kent insan varolusunun ufkudur; bu metaforun TrapTown'da
kelime anlamiyla anlasiimasi gerekiyor. Kentin étesinde bir sey
yok, basligin da sezdirdigi gibi, bu ufuk burada bir hapishaneye
déniismiis durumda. Kent cikisi olmayan dev bir labirenttir,
coziilemeyen resimli bir bilmece. Labirentin disarisinda hicbir
sey yok ve kentte yasayanlar birbirleriyle yasamaya mahkumlar.
Birlikte yasamanin baska bir yolu ve kentten baska bir secenek
yok. Tek aciklik yukari, gége, gokytiziine, kuslarin 6zgirligiine
dogru. Vandekeybus, mimar ikili Gijs Van Vaerenbergh’in
Genk’te hala yerinde duran, C-Mine’in onuncu yildénimd icin
yarattiklari labirentte film cekimleri yapti. Ayrica bu ikiliden sahne
tasarimlarini yapmasini istedi. Onlar da farkli yuksekliklerde
cesitli platformlardan olusan, iizerine yansitilan film imgeleriyle
oynama yani sira sahnedeki danscilarin filmdeki karakterlerle
etkilesime girmesine de olanak taniyan bir fon insa ettiler.
Vandekeybus kontrastlarla oynuyor: yatay/dikey, ytiksek/alcak,
biiyiik/kuguik, canli/dijital ve digerleri... Bu gerilimleri kullanarak
performansin kelime dagarcigini ve s6zdizimini olustururken,
karakterler perdeden sahneye ve geri perdeye atliyor. Oykii
“sinirlar” tizerine olmasina karsin anlatidaki ortamlar arasi
sinirlar akigskan ve ritmik hareketlerle stirekli olarak asihyor.

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

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

yalniz eskinin parcalanmasiyla somutlasabiliyor.

Wim Vandekeybus ve Pieter De Buysser TrapTown icin bu

gecis dénemine dair mitos bir 8ykii yazdi. Askeville kentinde

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

tercih etmedi. Mit ve fablin mesafeliligini sectiler. Bir varmis bir
yokmus... uzun zaman evvel... ve cok uzak bir diyarda... ya da
gliniin birinde... bir zamanlar... gelecekte bir giin... Bu mesafe
hayal giiciine ve birden fazla yoruma yer agiyor. Catisma nasil
basladi? Tam olarak nereden ¢ikti? Hangi noktada farklilik
esitsizlige ve baskiya dénuistii? Tam tersi de olamaz miydi? Ciinki
bu arada iki kabile birbirine karigmis ve safliktan séz etmek artik
olanaksiz hale gelmis olabilir. Mitin gticti yalinhigidir, derinlik
bicimini alan bir yalinlik. Giinimiiziin politik, ekonomik ve
toplumsal catismalari, asirlik ériintiilere demirlemis zamansiz bir
derinlikte yatar.

Askeville, Vali Lars Oncré tarafindan yonetilir, kendisi Odinese'dir.
Kentin tarihini bilmekle kalmaz Mythricianlara yonelik tarihi
adaletsizligin de farkindadir. Annesi Mythrician olan oglu
Marduk, agiktan agiga ezilenlerin tarafini tutar; Mythicianlarin
dzgiirlesmesi icin kendi kimliginden vazge¢cmeye hazirdir. Babasi
bir pragmatist ayrica nihilist (“Higbir canlinin tartisilmaz haklari
yoktur. / Yalniz 6liim ve sessizlik gergektir ve sadece 8lumiin ve
sessizligin haklari vardir.”). Oglu ise enternasyonalist ve idealist
(“Adalet yoksa baris yok... Sivil itaatsizlik ahlaki gérevimdir”).
Arkaik bir driintii gibi; ogul babasina, yeni diinya eskisine kafa
tutar. Modern toplumumuzun catlak ve aci meseleleri; baba ve
ogul arasindaki konusmalarda duyulur, gériiltir hale gelir. Biz
(Avrupalilar, batililar) baski, ayrimcilik ve sémiirgecilik tarihimizle
nasil hesaplasabiliriz? Atalarimizin acimasiz eylemleri, bizi

ne kadar suglu kilar? Kendi “beyaz kimligimizin” elestirisinde

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

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

olarak gorurler. Oliimi kaginilmazdir, sonsuz gel git déngiisiinde
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baskalarinin yolunu agacagini anladigi bir 6lim. “Tamam, o
zaman, yer acayim da cark désnmeye devam etsin.”

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

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

— Erwin Jans

Ancient souls. New myths.

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

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

of exclusion of an economic migrant from North Africa and

the life of someone born and bred in Belgium be compared to
each other? What they share is the same space. The city. And

the longing for a future. In this sense, the city is more of a
laboratory than ever. An experiment in living together, with the
differences. An experiment that may also fail.

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

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

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

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

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

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

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

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

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

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

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

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

point did the difference turn into inequality and oppression?

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

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

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

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

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

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

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

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

beyond any human scale.

— Erwin Jans
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