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TR Oyuncu egitiminde karakter insas1 uzun siuiredir, metnin verdigi sahnelerin
yorumlanmasina dayanir. Oysa bir karakter yalnizca sahnede gorindigu anlarda
var degildir; metnin yazmadig:r — oyun Oncesindeki, sahneler arasindaki ve
karakterin metinde son gorildigiu ana kadar uzanan — yasamiyla da vardir. Inside
The Character (ITC), bu yazilmamis yasami oyuncu ¢alismasinin birincil nesnesine
donustiiren, atolye pratiginden dogmus bir yontemdir. Yontemin ¢ikis noktasi
karakter degil, oyuncudur: ¢calisma, oyuncunun kendi ¢alisma bi¢cimini ve yaratici
yonelimini fark etmesiyle baslar ve karakter, bastan itibaren o oyuncuya o6zgu
bicimde yapilandirilir. Karakterin degistirilemez dogrular1 — bir binanin kolonlari
gibi, yorumun eksenini ve sinirini belirleyen sabitler — saptanir; karakterin yasami
oyun oncesinden son ana dek bir zaman c¢izgisi uzerinde dramaturjik butunlukle
kurulur; ve bu yasam, zihinde canlandirma yoluyla, oyuncunun zihninde karaktere
ait anilar olarak var edilir. Yontemin ayirt edici yan1 bu kurgunun 6znel olmasidir:
cikis noktas1 oyuncunun kendi calisma bicimi oldugu icin, ayni karakter icin bile
her oyuncu kendi 0zgun gorunmeyen yasamini yaratir. ITC bir kuram sentezi
degildir; Beyti Engin'in Uzman Psikolog Filiz Kaya Atakl ile birlikte, yirmi yil1 askin
uygulamadan damittigi bir pratiktir ve sonradan, performans psikolojisi, anlatisal
kimlik ve travma-duyarh pedagoji gibi yerlesik cercevelerle ortistugu gorulmustir.
Yontem ayrica, yogun icerikle ¢alisirken oyuncuyu desteklemeyi ve gereksiz
yipranmayl azaltmay1 amaclayan bir guvenli ¢ikis protokoli icerir. Ampirik
dogrulama henliz yapilmamistir; bilingle isaretlenen bir sinirdir.

EN Character construction in actor training has long rested on interpreting the
scenes the text provides. Yet a character does not exist only in the moments it
appears on stage; it also exists in the life left unwritten by the text — before the
play, between scenes, and up to the last moment the character is seen in the text.
Inside The Character (ITC) is a method, grown from workshop practice, that turns
this unwritten life into a primary object of the actor's work. Its point of departure is

Working the Gap - Inside The Character - v2.3 - 1



not the character but the actor: the work begins with the actor becoming aware of
their own working profile and creative orientation, and the character is, from the
outset, constructed in a way specific to that actor. The character's immutable
truths — fixed points that, like the columns of a building, set the axis and the limits
of interpretation — are identified; the character's life is built along a timeline, with
dramaturgical coherence, from before the play to the final moment; and that life is
brought into being, through mental imagery, as memories belonging to the
character in the actor's mind. What distinguishes the method is that this
construction is subjective: because the point of departure is the actor's own
working profile, even for the same character each actor creates their own unique
unseen life. ITC is not a synthesis of theory but a practice distilled by Beyti Engin,
together with psychologist Filiz Kaya Atakli, from more than twenty years of
application, later found to resonate with established frameworks such as
performance psychology, narrative identity, and trauma-sensitive pedagogy. It also
includes a safe-exit protocol designed to support the actor and reduce unnecessary
strain while working with intense content. Empirical validation has not yet been
undertaken; this is a deliberately flagged limit.

1 - YONTEMIN KAYNAGI /| THE ORIGIN OF THE METHOD

TR Inside The Character bir literatur sentezi olarak tasarlanmadi. Atolye
pratiginden dogdu. 2005'ten bu yana, Uzman Psikolog Filiz Kaya Atakl ile birlikte,
oyuncunun karaktere nasil hazirlandig: ve zihinde canlandirma yoluyla karakterin
i¢c yasamini nasil kurdugu tuizerine calistik. 2015'te kendi atélyemizi kurduk ve
yontemi, yillar i¢inde, binden fazla oyuncuyla sahada denedik ve bigcimlendirdik.
Yontem uluslararasi ilgiyi ilk kez 2019'da gordu: Prof. Pia Podgornik'in daveti
uzerine Stuttgart'ta bir atolye yuruttum; 2022'de Filiz Kaya Atakl ile birlikte ayni
kurumda ogrencilere yonelik ikinci bir atolye gerceklestirdik. Bu makale, geriye
donuk bir haritalama girisimidir. Yazar bir kuramci degil, bir uygulayicidir;
herhangi bir oyunculuk ekoliiniin derinlemesine kuramsal incelemesini yaparak
degil, yillarca oyuncularla galisarak bu yonteme vardi. Asagida anilan yerlesik
cerceveler — verili kosullar, zihinde canlandirma, anlatisal kimlik, travma-duyarl
pedagoji — yontemin kaynaklar: degildir; pratikte varilan yerin sonradan ortustugu
gorulen referans noktalaridir. Yontemin 6zgunlik iddiasi bu ¢gerceveleri bilmekte
ya da birlestirmekte degil; metnin yazmadigi yasami sistematik bir calisma
nesnesine donustirme probleminde ve bunun ic¢in gelistirilen dramaturjik
yolculukta yatar.

EN Inside The Character was not designed as a synthesis of literature. It grew out
of workshop practice. Since 2005, together with psychologist Filiz Kaya Atakli, we
have worked on how an actor prepares for a character and how, through mental
imagery, the character's inner life is built. In 2015 we founded our own studio and,
over the following years, tested and shaped the method in the field with more than

Working the Gap - Inside The Character - v2.3 - 2



a thousand actors. The method first drew international interest in 2019, when, at
the invitation of Prof. Pia Podgornik, I led a workshop in Stuttgart; in 2022,
together with Filiz Kaya Atakli, we held a second workshop for students at the
same institution. This paper is a retrospective mapping. The author is not a theorist
but a practitioner; he arrived at this method not through a deep theoretical study of
any acting school, but through years of working with actors. The established
frameworks referred to below — given circumstances, mental imagery, narrative
identity, trauma-sensitive pedagogy — are not the sources of the method; they are
reference points that the practice was later found to resonate with. The method's
claim to originality lies not in knowing or combining these frameworks, but in the
problem of turning the life the text does not write into a systematic object of work,
and in the dramaturgical journey developed to address it.

2 - PROBLEM: ZAMAN, DERINLIK VE BiR ALAN iHTiYACI

TR Bu yontem iki problemden dogdu; biri cok somut, biri daha ortik. Birincisi,
Tiirkiye'de calisan bir oyuncunun giindelik gercegidir. Onemli bir karaktere cogu
zaman bir haftadan kisa siirede — bazen birkac¢ gun, bazen birkac saatte —
hazirlanip sete ¢cikmak gerekir. Senaryo siklikla cekimden bir gun once, hatta o
sabah oyuncunun eline gecer. Bu kosullarda oyuncunun enerjisi buyuk olgude
teknik olarak oyunculuk yapabilmeye gider; karakterin derinine inecek,
devamliligini kuracak zaman neredeyse hi¢ kalmaz. Klasik ekollerin zengin
karakter ¢calismasi burada bir luks gibi durur, ¢unku o ¢alisma uzun prova
stireclerini ve egitmen esligini varsayar — Tirk oyuncusunun ¢ogu zaman sahip
olmadig1 seyleri. Ikincisi, uluslararas: calismaya basladigimda fark ettigim, daha
sessiz bir problemdir. Turkiye'deki kadar sert bir zaman baskisi olmayan yerlerde
bile oyuncular benzer bir eksikle karsilasiyordu: zaman olsa dahi, karakterin
derinligini nerede ve nasil yaratacaklarina dair bir alanin yoklugu. Sorun yalnizca
zaman degildi; derinlige inilecek yapilandirilmis bir alanin olmamasiydi. Her iki
problemin de kokiinde ayni ihtiyac¢ yatiyordu: oyuncunun karakterin derinine
inebilecegi, calisabilecegi bir alan yaratmak. Elimizde aslinda ¢ok sey var — her
seyden once yazarin verdigi metin. Mesele metnin yetersizligi degil, ona nasil
bakildigidir. Ben bir metne baktigimda, satir aralarindaki bosluklar zihnimde
oncesi ve sonrasiyla kendiliginden dolar; karakterin gormedigimiz yasami belirir.
Yillardir tizerinde galistigim soru suydu: oyuncuya da boyle baktirabilir miyim?
Onun da metnin yazmadig: yasami gormesini saglayabilir miyim? ITC, bu soruya
verilmis sistematik bir yanittir — metne bakmanin, boslugu géormenin ve onu
doldurmanin ogretilebilir bir bigimi.

EN This method arose from two problems — one very concrete, one more implicit.
The first is the daily reality of an actor working in Turkey. A significant character
must often be prepared in less than a week — sometimes in a few days, sometimes
a few hours — before stepping onto set. The script frequently reaches the actor the
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day before shooting, or even that morning. Under these conditions, most of the
actor's energy goes to performing technically; there is almost no time left to go
deep into the character or to build its continuity. The rich character work of the
classical schools looks like a luxury here, because it presupposes long rehearsal
and the company of an instructor — things the Turkish actor often does not have.
The second is a quieter problem I noticed once I began working internationally.
Even in places without Turkey's harsh time pressure, actors faced a similar lack:
even when time was available, there was no space for where and how to create the
character's depth. The problem was not only time; it was the absence of a
structured space in which to descend into depth. At the root of both problems lay
the same need: to create a space in which the actor can go into the depth of the
character and work. We actually have a great deal at hand — above all, the text the
writer gives. The issue is not the text's insufficiency but how it is read. When I look
at a text, the gaps between the lines fill of their own accord in my mind, with what
came before and after; the character's unseen life appears. The question I have
worked on for years was this: can I make the actor see this way too? Can I enable
them to see the life the text does not write? ITC is a systematic answer to that
question — a teachable way of looking at the text, seeing the gap, and filling it.

3 - MERKEZI TEZ: BOSLUK BIiR CALISMA NESNESIDIR

TR Bir oyun ya da senaryo, karakterin yasaminin yalnizca bir kismini yazar.
Sahneler, o yasamdan secilmis anlardir; aralarinda, oncesinde ve sonrasinda
yazilmamis genis bir zaman uzanir. Hamlet'i ilk gordigiimiizde baba ¢coktan
olmustur — ama o babayla gecen yillar, kayiptan onceki dunya, metinde yoktur.
Nina'y1 icuncu perdeden dordincuye tasiyan iki yil boyunca yasananlar: Cehov hig
gostermez. Bu yazilmamis zaman, geleneksel olarak "arka plan" sayilir: sahneyi
besleyen, ama uzerinde dogrudan ¢alisilmayan bir doku. Doldurulmasi ¢cogu zaman
oyuncunun sezgisine birakilir. ITC'nin merkezi tezi sudur: bu bosluk arka plan
degildir; sahnenin esitidir. Karakter, yalnizca sahnede gorindigu anlarda var
olmaz — sahneye ¢ikmadan once de, sahneler arasinda da, metinde son goruldugua
ana kadar da vardir. Bir karakteri buitiin olarak oynayabilmek, onu yalnizca
gorundigu anlarda degil, gorinmedigi tim anlarda da var edebilmeyi gerektirir.
Dolayisiyla yazilmamis yasam, sezgiye birakilan bir bosluk olmaktan ¢ikip, iizerinde
sistematik olarak ¢alisilan birincil bir nesneye donusur. Bu donusum, yontemin can
damarnidir. Klasik gelenek boslugu kabul eder — Stanislavski verili kosullar: sorar,
oyuncularin "sahne arkasinda da yasamaya" devam etmesi ogutlenir — ama bosluk
neredeyse hicbir zaman sahneyle esit agirlikta, kendi basina ¢alisilan bir birim
olarak ele alinmaz. ITC'nin yaptidi, boslugu statii olarak yukseltmektir: arka
plandan birincil nesneye, sezgiden yonteme, sahneyi besleyen dokudan zaman
Gizgisi izerinde calisilan esdeger bir alana. Kisaca: bosluk artik sahnenin golgesi
degil, sahnenin esitidir.

Working the Gap - Inside The Character - v2.3 - 4



EN A play or a screenplay writes only part of a character's life. The scenes are
selected moments from that life; before them, between them, and up to the
character's final textual moment stretches a vast unwritten time. When we first see
Hamlet, the father is already dead — but the years spent with that father, the world
before the loss, are not in the text. Chekhov never shows what happens during the
two years that carry Nina from the third act to the fourth. This unwritten time is
traditionally treated as "background": a texture that feeds the scene but is not
worked upon directly. Filling it is usually left to the actor's intuition. ITC's central
thesis is this: this gap is not background; it is treated as equal in weight to the
scene. A character does not exist only in the moments it appears on stage — it
exists before stepping on, between scenes, and up to the last moment it is seen in
the text. To play a character whole is to be able to bring it into being not only in the
moments it is seen but in all the moments it is not seen. The unwritten life thus
ceases to be a gap left to intuition and becomes a primary object worked upon
systematically. This shift is the lifeblood of the method. The classical tradition
acknowledges the gap — Stanislavski asks after given circumstances, actors are
urged to "go on living offstage" — yet the gap is almost never treated as a unit
worked upon in its own right, equal in weight to the scene. What ITC does is to
raise the gap in status: from background to primary object, from intuition to
method, from supporting texture to an equal field worked upon on the timeline. In
short: the gap is no longer the shadow of the scene but its equal.

4 - YONTEMIN iKi iLKESI

TR Boslugu bir ¢alisma nesnesine doniistirmek, onu nasil dolduracagimiz sorusunu
dogurur. ITC bu soruyu iki ilkeyle yanitlar. **Cikis noktasi: oyuncu.** Yontemin
belki de en ayirt edici yani, karakterden degil oyuncudan baslamasidir. Calisma,
oyuncunun kendi ¢alisma bicimini ve algilama yonelimini fark etmesiyle acilir;
karakter, en bastan itibaren o oyuncuya 6zgu bicimde yapilandirilir. Bunun sonucu
sudur: ayni karakter, farkli oyuncularda farkli géorinmeyen yasamlar uretir. On
oyuncu ayni Hamlet'i calissa, on farkli — ama her biri tutarli — yazilmamis yasam
ortaya ¢ikar. Yontem oyuncuya tek bir "dogru" yorum dayatmaz; her oyuncunun,
kendi 6znelliginde, 6zgun bir karakter kurmasini saglar. Bu ytizden ITC'de iyi
calismanin olcuti dogruluk degildir: dogru analiz yoktur, iyi yapilmis analiz vardir.
*¥Birinci ilke: degistirilemez dogrular.** Oyuncunun kuracagi bu 6znel yasam
sinirsiz degildir. Metin, karakter hakkinda degistirilemez birtakim gercekler
sabitler — kim oldugu, neyi kaybettigi, neye bagl oldugu gibi. Bunlara
degistirilemez dogrular diyoruz. Bir binanin kolonlar1 gibidirler: yapinin ayakta
durmasini saglar, yolculugun eksenini gizer ve disina tasilmamasi gereken siniri
belirler. Bu dogrular, oyuncunun 6znel sabitlerinden ayridir: degistirilemez
dogrular metnin koydugu nesnel kolonlardir; 6znel sabitler ise oyuncunun bu
kolonlar icinde kurdugu, karaktere 6zgii yorum ciimleleridir. Oyuncu boslugu
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ozgurce kurabilir — ama bu kurgu, kolonlarin icinde kalmak zorundadir. Bu
yonuyle degistirilemez dogrular, Stanislavski'nin verili kosullariyla ortiisir; ama bir
farkla: verili kosul cogunlukla bir durumu betimlerken, degistirilemez dogru
oyuncuyu harekete geciren bir tasiyicidir — yalnizca neyin dogru oldugunu degil, o
dogrunun karakteri nereye ittigini de tutar. **ikinci ilke: karakterin kendi verisi.**
Bosluk doldurulurken kullanilan malzeme, oyuncunun kendi yasami ya da travmasi
degil, karakterin kendi verisidir. Geleneksel yaklagimlarin bir kism1 oyuncuyu
kendi yarasina donmeye cagirir; ITC bunu bir zorunluluk olmaktan ¢ikarir.
Varsayilan kibrit, oyuncunun yarasinda degil, karakterin verisinde yakilir. Bu,
yaratici alani1 daraltmaz — tersine, guclu bir karakterin kisisel aciya basvurmadan
da kurulabilecegini soyler. ilke hem etiktir hem pratiktir: oyuncuyu korur, ve
karakteri oyuncudan bagimsiz bir butiinliik olarak ele alir.

EN Turning the gap into an object of work raises the question of how to fill it. ITC
answers this with two principles. **The point of departure: the actor.** Perhaps the
method's most distinctive feature is that it begins not with the character but with
the actor. The work opens with the actor becoming aware of their own working
profile and preferred mode of access; the character is, from the very beginning,
constructed in a way specific to that actor. The consequence is this: the same
character produces different unseen lives in different actors. If ten actors work the
same Hamlet, ten different — yet each coherent — unwritten lives emerge. The
method imposes no single "correct" interpretation; it enables each actor to build an
original character within their own subjectivity. This is why, in ITC, the measure of
good work is not correctness: there is no correct analysis, only analysis done well.
**First principle: immutable truths.** The subjective life the actor builds is not
boundless. The text fixes certain unalterable facts about the character — who they
are, what they have lost, what they are bound to. We call these immutable truths.
They are like the columns of a building: they hold the structure up, draw the axis of
the journey, and set the limits beyond which one must not stray. These truths are
distinct from the actor's subjective constants: the immutable truths are the
objective columns the text sets, while the subjective constants are the character-
specific lines of interpretation the actor builds within those columns. The actor may
build the gap freely — but that construction must remain within the columns. In
this respect immutable truths resonate with Stanislavski's given circumstances; but
with a difference: where a given circumstance most often describes a situation, an
immutable truth is a carrier that moves the actor to act — it holds not only what is
true but where that truth pushes the character. **Second principle: the character's
own data.** The material used to fill the gap is not the actor's own life or trauma,
but the character's own data. Some traditional approaches call the actor to return
to their own wound; ITC removes this as a requirement. The default match is struck
not on the actor's wound but on the character's data. This does not narrow the
creative field — on the contrary, it states that a powerful character can be built
without recourse to personal pain. The principle is both ethical and practical: it
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protects the actor, and it treats the character as a coherence independent of the
actor.

5 - ZAMAN CiZGiSi VE YOLCULUK

TR Degistirilemez dogrular saptandiginda, karakterin yasami artik bir eksen
uzerine yerlestirilebilir. ITC bu yasami bir zaman ¢izgisi olarak kurar: oyun
oncesinden baslayip, perdenin acgildigi ana, oradan da karakteri son gordigumuz
ana kadar uzanan kesintisiz bir hat. Sahneler bu hattin gorunen duraklaridir;
bosluklar ise aralarindaki, iizerinde ¢alisilan yazilmamis zamandir. Amagc, karakteri
parca parca degil, bastan sona dramaturjik bir butunlik icinde gorebilmektir —
yalnizca sahnede var oldugu anlarda degil, var oldugu biitiin anlarda. Bu zaman
cizgisi saptanip gorsellestirildikten sonra, ¢calismanin ikinci evresi baslar: yolculuk.
Oyuncu, kurdugu bu yasami zihinde canlandirma yoluyla iceriden deneyimler.
Bosluklar ve sahne anlari, soyut bilgiler ya da analiz notlar olarak degil, karaktere
ait anilar olarak oyuncunun zihninde var edilir. Yolculugun sonunda oyuncu,
karakterin ge¢misini "bilen" biri degil, onu yasamis biri gibi sahneye cikar: ¢iinkii o
anlar artik karakterin — ve dolayisiyla oyuncunun erisebildigi — bir bellegin
parcasidir. Bu, yontemin neden yalnizca bir analiz teknigi olmadigini gosterir.
Analiz karakteri anlamay1 saglar; ITC'nin yolculugu ise onu hatirlanabilir kilar. Bir
oyuncu sahnede, daha once zihninde yasadigi bir anin agirhgini tasir — metnin hig
yazmadi@i, ama kendisi icin artik gercek olan bir ge¢misin agirligini. Karakterin
gorunmeyen yasami, boylece bir bilgi olmaktan cikip bir deneyime donusur.

EN Once the immutable truths are identified, the character's life can be placed on
an axis. ITC constructs this life as a timeline: an unbroken line beginning before
the play, reaching the moment the curtain rises, and extending to the last moment
we see the character. The scenes are the visible stops along this line; the gaps are
the unwritten time between them, worked upon. The aim is to see the character not
piece by piece but in dramaturgical coherence from beginning to end — not only in
the moments it exists on stage, but in all the moments it exists. Once this timeline
is identified and visualised, the second phase of the work begins: the journey. The
actor experiences the life they have built from within, through mental imagery. The
gaps and the scene-moments are brought into being in the actor's mind not as
abstract information or analysis notes, but as memories belonging to the character.
At the end of the journey the actor steps onto the stage not as someone who
"knows" the character's past, but as someone who has lived it — because those
moments are now part of a memory belonging to the character, and therefore
accessible to the actor. This is what shows that the method is not merely an
analytic technique. Analysis lets one understand the character; ITC's journey
makes the character available as lived, memory-like material. On stage the actor
carries the weight of a moment they have already lived in the mind — the weight of
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a past the text never wrote, but which is now real for them. The character's unseen
life thus ceases to be knowledge and becomes experience.

6 - ALANDAKI YER

TR ITC bir kuram sentezi olarak dogmadi; pratikten dogdu. Ne var ki bir yontem,
alanin neresinde durdugunu bilmek zorundadir. Yontemi yillarca uyguladiktan
sonra geriye doniip baktigimda, vardigim yerin birkag yerlesik cerceveyle
ortustigini gordiim. Bu ortiismeleri burada kaynak olarak degil, yontemin
alandaki yerini gosteren referans noktalari olarak aniyorum. Oyunculuk
geleneginde verili kosullar, sahne-dis1 yasam, karakterin ge¢gmisinin arastirilmasi
ve hayal glicli gibi basliklar, boslugun varligina farkli bigcimlerde ¢oktan temas
etmisti; ITC bu mirasi reddetmez, yalnizca boslugun statiisiinu degistirir (Bolim 3).
Performans psikolojisinde, zihinde canlandirmanin bireysellestirilebilir oldugunu
ortaya koyan calismalar vardir; ITC'nin uzun suredir uyguladigi, oyuncunun kendi
calisma bicimine ve algilama yonelimine gore bicimlenen canlandirma pratigi bu
literaturle ortusur. Karakterin yasamini ge¢cmis/simdi/gelecek ekseninde kurma
yaklasimi, anlatisal kimlik kuraminin betimledigi egilimle — insanlarin yasamlarini
icsellestirilmis bir hikaye olarak orguitleme egilimiyle — gevsek bir analoji kurar;
ikisi birebir ayn1 sey degildir, ama ayni yonde disiinmeye izin verir. Ve yontemin
oyuncuyu koruyan yani, travma-duyarh pedagojinin ilkeleriyle ayni yone bakar. Bu
ortismelerin higbiri ITC'nin kaynag: degildir; yontem bunlardan tiretilmedi.
Onemli olan, bunlarin ITC tarafindan icat edilmediginin acikca kabul edilmesidir —
cunki yontemin degeri icatta degil, bu farkli icgorilerin tek bir oyuncu-merkezli
pratikte, daha once kurulmamis bicimde bir araya gelmesindedir.

EN ITC was not born as a synthesis of theory; it was born of practice. Yet a method
must know where it stands in its field. Looking back after years of applying the
method, I saw that where I had arrived resonated with several established
frameworks. I cite these resonances here not as sources but as reference points
that locate the method in its field. In the acting tradition, headings such as given
circumstances, off-stage life, the investigation of a character's past, and
imagination have long touched, in different ways, on the existence of the gap; ITC
does not reject this inheritance, it only changes the status of the gap (Section 3). In
performance psychology there is work showing that mental imagery can be
individualised; ITC's long-standing practice of imagery shaped by the actor's
working profile and preferred mode of access resonates with this literature. The
approach of building the character's life along a past/present/future axis resonates
loosely with the tendency narrative identity theory describes — the human
tendency to organise life as an internalised story. The two are not the same thing,
but they offer a useful analogy. And the method's protection of the actor looks in
the same direction as the principles of trauma-sensitive pedagogy. None of these
resonances is the source of ITC; the method was not derived from them. What
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matters is the open acknowledgement that they are not invented by ITC — because
the value of the method lies not in invention but in bringing these different insights
together within a single actor-centred practice, in a way not previously assembled.

7 - GUVENLIK MiMARISI

TR Karakterin yazilmamis yasamini kurmak, zaman zaman yogun ya da zorlayici
malzemeyle calismay1 gerektirir. ITC bu noktada iki sey yapar. Birincisi, yogun ya
da hassas icerik, Beyti Engin ve Uzman Psikolog Filiz Kaya Atakli'nin ortak
degerlendirmesinden gecerek dramatik acidan hassas anlar olarak isaretlenir. Bu
bir tani, psikometrik 6l¢cim ya da terapotik degerlendirme degildir; belirli
iceriklerin dramaturjik agirligini ve oyuncuyu zorlayabilecek yanini 6nceden
goruniir kilan bir icerik isaretlemesidir. Isaret bir engel degildir — higbir icerik
oyuncuya kapatilmaz; isaret yalnizca bir uyarn tasir ve gereken yerde koruyucu bir
adim onerir. Ikincisi, yontem bir giivenli ¢ikis (de-roling) ilkesi icerir. Oyunculuk
egitimi role girmeyi yillarca ogretir; rolden giivenle ¢cikmay1 ise cogu zaman Ortiik
birakir. ITC bunu acgik bir adima dontistiurir: yogun bir yolculugun ardindan
oyuncunun karakterden kendi butinluigiine geri donmesi, ¢calismanin ayrilmaz bir
parcasidir. Bu mimari, ITC'nin bastan beri Uzman Psikolog Filiz Kaya Atakl: ile
birlikte gelistirilmis olmasinin dogrudan sonucudur: giivenli gecisi kolaylastirma
kaygisi, sonradan eklenen bir 6nlem degil, yontemin kurulusundan gelen bir
ilkedir.

EN Building the character's unwritten life sometimes requires working with intense
or demanding material. Here ITC does two things. First, intense or sensitive
content is marked as dramaturgically sensitive through the joint assessment of
Beyti Engin and psychologist Filiz Kaya Atakli. This is not a diagnosis, a
psychometric measurement, or a therapeutic assessment; it is a content-marking
that makes visible, in advance, the dramaturgical weight of certain material and
the aspect of it that may strain the actor. The mark is not a barrier — no content is
closed off to the actor; it only carries a warning and, where needed, suggests a
protective step. Second, the method includes a safe-exit (de-roling) principle. Actor
training teaches entering a role for years; it often leaves exiting one safely implicit.
ITC turns this into an explicit step: after an intense journey, the actor's return from
the character to their own integrity is an inseparable part of the work. This
architecture is a direct consequence of ITC having been developed, from the very
beginning, together with psychologist Filiz Kaya Atakli: the concern for safe
transition is not a measure added afterward but a principle present from the
method's founding.
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8 - KARSI-ARGUMAN VE DURUST SINIRLAR

TR **"Bu kadar yapilandirma oyuncunun sezgisini oldiurmez mi?"** Yonteme
yoneltilebilecek en ciddi itiraz budur. Yanit, yapilandirmanin amacinda yatar: ITC
sezginin yerine ge¢cmez, ona zemin hazirlar. Karakterin yasamini onceden kurmak,
sahnede her an1 planlamak degildir; tam tersine, oyuncuyu o kadar saglam bir ic
temele oturtur ki sahnede 6zgiirce, sezgisiyle oynayabilir. Onceden kurulan sey bir
kafes degil, izerinde durulacak bir zemindir. Bir oyuncu karakterin ge¢cmisini
iceriden bildiginde, sahnede o bilgiyi distinmek zorunda kalmaz — onu tasir.
Yapilandirma, sezgiyi kisitlamak i¢in degil, onu serbest birakacak giiveni vermek
icindir. **Operasyonellesme.** Yontem, oyuncunun bu yolculugu bir egitmen
olmadan da surdurebilmesi icin bir dijital aracta operasyonellestirilmek tizere
gelistirilmektedir. Burada onemli bir ayrim vardir: amacg bir uygulama uretmek
degil, var olan bir yontemi bir uygulamaya devredebilmektir. Yontemin fikirleri
uygulamaya degil, yonteme aittir; uygulama yalnizca onlarin tasiyicisidir. **Diirtst
sinirlar.** Bu yazi bir etki calismasi degil, kavramsal bir konum bildirisidir; birkac
sinir1 bilingle isaretler. Birincisi, yontemin ampirik dogrulamasi heniiz
yapillmamistir — yillar icinde ¢ok sayida oyuncuyla uygulanmis olmasi saha
deneyimi saglar, ama bu kontrollii bir etki calismasi degildir. Ikincisi, yontem
heniiz dis ve bagimsiz bir akademik degerlendirmeden gecmemistir; bu yazi
kismen o degerlendirmeye bir davettir. Uciinciisii, giivenlik mimarisinin bir boliimii
hala gelistirme ve gozden gecirme asamasindadir. Bir dogrulama yol haritasi
onerilebilir: dusuk riskli bir pilot, ardindan karsilastirmali ¢alisma, ardindan
bagimsiz uzman degerlendirmesi.

EN **"Doesn't all this structure kill the actor's intuition?"** This is the most serious
objection the method can face. The answer lies in the purpose of the structure: ITC
does not replace intuition, it prepares the ground for it. Building the character's life
in advance is not planning every moment on stage; on the contrary, it sets the actor
on a foundation so solid that they can play freely, by intuition, on stage. What is
built in advance is not a cage but a ground to stand on. When an actor knows the
character's past from within, they do not have to think about that knowledge on
stage — they carry it. Structure exists not to restrict intuition but to give the
confidence that sets it free. **Operationalisation.** The method is being developed
to be operationalised in a digital tool, so that the actor can pursue this journey even
without an instructor. An important distinction applies here: the aim is not to
produce an application but to be able to transfer an existing method into one. The
ideas of the method belong to the method, not to the application; the application is
only their carrier. ¥**Honest limits.** This paper is not an efficacy study but a
conceptual position statement; it deliberately flags several limits. First, the method
has not yet been empirically validated — its application with many actors over the
years provides field experience, but this is not a controlled efficacy study. Second,
the method has not yet undergone external, independent academic evaluation; this
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paper is, in part, an invitation to it. Third, part of the safety architecture is still in
development and review. A validation pathway can be proposed: a low-risk pilot,
then a comparative study, then independent expert evaluation.

9 - SONUC

TR Bu yazinin iddiasi bilingli olarak dar tutulmustur. ITC'nin "dunyada ilk" ya da
"yeni bir kuram" oldugu 6ne siiriilmez; bilesenlerinin oyunculuk geleneginde ve
cevre disiplinlerde var oldugu acikca kabul edilir. Savunulabilir bigcimiyle iddia
sudur: bir karakterin yazilmamis yasamini birincil bir calisma nesnesine
donusturen, bunu oyuncunun kendi ¢calisma biciminden baslayarak 6znel bicimde
kuran ve oyuncuyu desteklemeyi amaclayan bir givenlik mimarisiyle birlestiren bir
oyuncu-egitimi cercevesi, yazarin oyunculuk egitimi pratiginde karsilastigi
yaklasimlar igcinde bu butunliikte formile edilmis bir 6rnegine rastlanmamaistir.
Yontemin degeri bir bulusta degil, bu birlesimin tutarh ve uygulanabilir bicimde
kurulmasindadir. Ve yontem bir kuramcinin masasinda degil, yirmi yili1 askin bir
siire boyunca, oyuncularla, atolyede dogdu. Bu yaz1 bir sonug¢ degil; bir pratigin
kendi tizerine diisinmesinin kaydi ve onu sinamaya yonelik bir davettir.

EN The claim of this paper is deliberately kept narrow. ITC is not advanced as "a
world first" or "a new theory"; it is openly acknowledged that its components exist
in the acting tradition and in neighbouring disciplines. In its defensible form, the
claim is this: an actor-training framework that turns a character's unwritten life
into a primary object of work, builds it subjectively starting from the actor's own
working profile, and combines this with a safety architecture designed to support
the actor, has — among the approaches the author has encountered in actor-
training practice — not been found formulated with this coherence. The value of
the method lies not in an invention but in the coherent and applicable construction
of this combination. And the method was born not at a theorist's desk but in the
workshop, with actors, over more than twenty years. This paper is not a conclusion;
it is the record of a practice reflecting on itself, and an invitation to put it to the
test.
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Cekirdek kavramlar yazara aittir. Oznel Sabitler: oyuncunun, degistirilemez dogrular icinde kalarak
kurdugu, karaktere 6zgii yorum sabitleri. Gortinmez Travma Katmani: dramatik agidan hassas anlari
onceden igaretleyerek oyuncuyu destekleyen, yontemin ortiik gtivenlik diizeyi. Bosluk-Temelli
Karakter Insasi: karakterin yazilmamis zamanini birincil ¢alisma nesnesine dontistiiren temel
yaklasim.
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