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ABSTRACT

Contemporary British playwright Martin Crimp’s playswe been posing vigorous interpretative challeriges
various areas of drama such as plot, characteémgetnd language. The aim of this paper is to @epthe relationships
between language and powerTihe Countnbased on the terminology of Pierre Bourdieu. Thgepargues that Bourdieu’s
theories on language and power facilitate one’setstdnding of Crimp’s ingenious use of language kwliiears acts of
verbal violence, chaos and cruelty. The storiekedainder the characters’ intricate, desperatetamse bursts of utterances
and banters can be decoded through Bourdieu’s tiefisiof habitus, social institution, euphemism aghbolic power. As
exemplified inThe Country Crimp believes that language is not a means ofhmamication, on the contrary it functions as a
screen preventing truth from resurfacing. Both Baewdand Crimp observe that language is used as ragsiveapon to

organize power relations among the interlocutors.
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DILIN GUCU: MARTIN CRIMP’ IN THE COUNTRY (KIR) ESERINI BOURDIEU iLE
OKUMAK

oz

Gunimiizingiliz tiyatro yazari Martin Crimp’in tiyatro eserlain olay 6rgiisu, karakter, zaman, mekan ve dil gi
alanlarda okuyucu ve izleyicileri zorlamaktadir. Balismanin amaci Crimp'imThe Countryeserinde dil ve gig #kilerini
Bourdieu'nun literatire g#adigl kuramsal terimler aracgh ile yorumlamaktir. Cagma, Crimp’in dahice kullandi, siddet,
karmga ve zalimlik iceren dilini anlamada Bourdieu'nun @& gic ilkileri ile ilgili teorilerinin 6nemli bir ¢6zim a@
oldugunu iddia etmektedir. Bourdieu'nun habitus, toplum&arumlar, euphemism, sembolik gi¢ gibi kavramlar
cercevesinde, karakterlerin kak, gergin targmalarinin arkasina gizlengnbykileri ortaya cikarilmaktadir. Crimphe
Countrymetninde 6rneklendirdi gibi diger eserlerinde de dilin bir ilgtm araci olmadiini hatta gergén ortaya ¢ikmasini
engelleyen bir nesne olgunu gdsterir. Bourdieu ve Crimp dilin gtigsKilerini belirleyen etkili bir silah olarak kullafdigini

savunur.
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INTRODUCTION

Martin Crimp, as one of the most innovative playhis in Britain today, has established his
exceptional place in the tradition of British playyimg with his world-renowned dramatic/text-based
and postdramatic/non text-based plays. His reputadis a playwright has grown steadily since his
alliance with the Royal Court where he was WriteResidence in 199MNo One Sees the Video
(1990), The Treatmenf1993),Attempts on Her Lif¢1997),The Country(2000),Fewer Emergencies
(2005),The City(2008) andn the Republic of Happine$2012) were staged at the Royal Court with
great success changing the character of contenyp@&dtish theatre. Aleks Sierz labeled Martin
Crimp, along with Sarah Kane, Mark Ravenhill, MariicDonagh and Anthony Neilson as an “in-
yer-face” playwright, who emerged in the 1990s wgtconfrontational, provocative and sensational
avant-garde plays (Sierz 2013). A number of crisiesh as Aleks Sierz (2007), David Barnett (2008),
Philip zarrilli (2009), Eckart Voigts-Virchow (20)}0Mireia Aragay and Clara Escoda Agusti (2012),
Heiner Zimmermann (2002, 2014) and Hans LehmanrDgRthave categorized Crimp as a
“postdramatic” playwright whose plays deconstringt €lements of mimetic, naturalistic and dramatic
plays.

Crimp maintains that “the theatre is the acid té$anguage, the test of language we use every
day, and it exposes it, enriches it or reveal§vine, 2006: 90). In almost all his plays, Critegts
the use of words in the strictest sense and demapestthat language is used as a weapon to exercisg74
power, control and cruelty. Crimp is obsessed byiaieg graphic portraits of the cruel dialogue.
Similarly, Russian Formalist Roman Jakobson expesisat literature presents an organized violence
committed on ordinary speech. Terry Eagleton alsplasizes that literature transforms and
intensifies ordinary language, deviates systemltié@m everyday speech (2011: 17). In Lacanian
terms, too, the process of language is slipperyaanbiguous and one can never mean precisely what
they say. In Eagleton’s explanation meaning is gdnan approximation, a near-miss, a part-failure,
mixing non-sense and non-communication into sensedélogue (2011: 169). Crimp is perhaps the
most innovative British playwright who has usedatine as a medium for employing language in a
slippery and ambiguous way, transforming everydagesh into organized cruelty and subjugation.
His style consists of certain verbal expressiorgeaed through the choice of words. In this context
Bourdieu’s ideas on the language and symbolic pppoéive fruitful in decoding the verbal strategies
of Crimp’s characters. After presenting a synopséithe selected text, the following part establgshe
series of similarities between Bourdieu and Crimm alaborates on Bourdieu’s definitions of

symbolic power/profit, habitus, and euphemism.

I. A SYNOPSIS OFTHE COUNTRY
The play has five scenes and each scene has takespeAlthough none of the speeches are

attributed to the named characters, the doublexlapr: Richard/Corinne in the first two scenes,
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Corinne/Rebecca, Rebecca/Richard and finally Raarinne in the third, fourth and the last scenes
respectively. The plot is clarified through a serdé stories the characters tell each other, alitiy
important characters — such as Morris, Sophie,péré-time nanny and the couple’s children kept
behind the scenes.

The triangular relationship is designed aroundcthitlren’s game of “scissors-paper-stone” -
a circular and strategic game in which there isminer. The game structure highlights the power
games among adults; hence empowering the playvsigirtovative style once more. Regarding the
use of children’s gamdJliddeke, Schnierer and Sierz claim that the fivergcstructure of the play is
“an ironical echo of the five-act structure of d@asl tragedy” (2011: 93). Crimp disrupts “the
ostensible order and unity” with references todhiddren’s game (Middeke, Schnierer & Sierz, 2011;

Escoda Agusti, 2013). Hence the play’s structurg beadefined as a parody of the classical tragedy.

Scissors

beats paper

275

Image 1. Scissors, Paper, Stone

Scene | begins and ends with the image of the@sis€orinne cuts pictures to go round the
cot and at the end of the scene she cuts her hdindhe scissors. Right from the beginning, a fegli
of mystery, violence and abuse hover as Corinns ditke person sleeping upstairs is alive. Richard
intends to escape from answering Corinne’s sugpscguestions about the sleeping girl and diverts
the topic by asking her if she wants to drink somager (293). However, he reveals that the girl has
been lying unconscious next to the road track, thond he has to pick her up. Corinne keeps teasing
Richard if this girl has “a bag a, purse” which ght simplify things” (297). Then, she moves onto
another mysterious account of her afternoon whensgiends watching the lovely countryside, the
hills and the way she has felt like a goat-girhifairy tale. She goes on explaining that as sfmysn
nature, Morris has arrived and following some casaon he speaks Latin to her and about Virgil

making her feel ignorant. Those various topics dahyction as temporary diversions from the main
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topic. Corinne cannot help asking Richard “if stedtbeen a man” would he still have been “so
solicitous” (304). She rephrases her question @kd her husband if this unconscious person was “a
man lying there in his own sick and he’s wet hirfiselould he have driven him home where his
children are sleeping (304). The first scene witolnsists of doubtful and agitated conversation
finishes on “...scissors” (305) as Corinne accidéytlits her finger with scissors. The husband goes
out to take a shower to get clean while the wifeksuther bleeding finger.

In Scene I, a series of tense events occurs: @efinds a golden watch which turns out to be
Rebecca’s and she starts harassing Richard. Atstiressed moment, Morris has phoned to tell
Richard that the old sick man has died due to Rithanegligence. Richard defends himself by telling
Morris that he was going to die anyway “You knows Hiistory” (309). While Richard tries to
convince Morris that it is “simply a thing that lpgms” (309), Corinne brings a woman'’s bag and nags
him to tell Morris about the unconscious girl. A&y are arguing, Richard explains Morris the voices
as “just a little domestic —" (310). Richard istiouble and he is powerless because his negligese
caused the death of an old patient, a fact whichldvouin his career. He strives to convince Morris
simply to “put the events in some kind of intelitg order” (310). As the nervous telephone call
finishes, Corinne empties the woman’s bag and @ngethe needles she attacks her husband by
saying that “I thought you were clean” (311). Richaimply explains Corinne that she has got into

the car to see a stone and that he has found h#éreomack. However, he has to urgently attend to 276

another patient and leaves the house. The scasbdgwith “stone” (315). In this scene, Richarthis
trouble both in his professional and private lifdie needles in Rebecca’s bag reveal that Richard is
having an affair with this strange woman and tteaishstill on drugs.

In Scene lll, Rebecca awakens and Corinne leaatste has been seduced and introduced to
drugs by Richard as her doctor. Rebecca givesaarbiaccount of a stone which has arms like a chair
She tells Corinne that she has rested her armg alwm arms of the stone and felt “a kind of
congruence” (316). She describes each tremblirfgwtede the cold of the stone is seeping into her,
which may imply that Richard has given her drugse 8as felt as if she was dying. When Rebecca
asks for her watch, Corinne becomes apologeticdafensive. She upsets Corinne more when she
learns that Rebecca can speak Latin which makefebkmnferior. Rebecca comes to the countryside
because of her interest in history. In responsein@e explains that she is not interested in hystord
in fact they have come to the country for “the ogif®d (323). Here, Rebecca insults Corinne by
suggesting that “the opposite of History is sureliprgive me — ignorance” (323). In return, Corinne
accuses Rebecca to be “sententious” (323). In dadprotect herself and her family from Rebecca’s
threat, Corinne insistently clarifies that “Thisasir home. We don’t want to ‘go back’. We are a
family. We are here permanently” (324). Howevergwlirebecca with a sophisticated refined manner
talks about “Virgil's ideal of the country and tleeder of things” (324), Corinne prefers to speak
sharply and tell her that “It has nothing whatsaetee do / with Virgil” (325), and she can only
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respond naively that they have come to the couiatrige “happier” (325). In an articulate manner,
Rebecca interprets that Corinne actually has tovestfor” her family’s happiness. She keeps
patronizing and intimidating Corinne by giving exales from her friends’ corrupt lives in the city.
Rebecca gets even more powerful when she tellsy@othat “Your ... husband has almost killed me
tonight. Back there on the track. Or did he not noenthat?” (326). Feeling humiliated by Richard’s
acts, Corinne tries to repair by advocating herbbod. She wants to dictate on Rebecca by her
husband’s profession, and reminds her that sheadioctor’s house. Realizing that Rebecca may ruin
her husband’s professional life, Corinne apologfeeRichard's behavior. Indeed Rebecca is a double
trouble and a threat for Corinne’s marriage and &s Richard’s job. She advises Rebecca to act
intelligently and sensibly, and stops her whenigskends to leave: “It's just an afternoon, one hjgh
from which you will soon recover. Whereas for us's.ibur life together...it's his whole position
here...that has been jeopardized...if you need momey,(829). Rebecca gets infuriated at Corinne’s
explanations, apologies and tells her that “Becdhisemore you talk, the less you say” (328). She
reveals the truth to Corinne, and says that Richasdcome to the country to be with her. In order t
ignore the fact that her husband is betraying $lee, asks Rebecca to leave immediately. The scene
finishes on “paper” (330).

In Scene IV, Rebecca reads some lines from VimiRtchard and she criticizes Virgilian

pastoral for not being innocent and she interptieés slaves actually run the farms which Virgil 277

neglects to mention. Richard warns her to keeptgHie is anxious to know whether the two women
have met. Rebecca conceals that she has seenféisShe lies to Richard and tells him that she has
not seen Corinne. Rebecca was condemned to bebjteshby Richard. Like Corinne, Richard boasts
about the house which was once a granary, andg theatn a condescending manner and suggests that
he takes her back: “I left you, yes, but | didi#aveyou, and now I'm taking you back. I'veome
back, and I'mtaking / you back” (336). Previously, Rebecca has chg#enCorinne that she has
nowhere to go back to and that she is trappeddrctluntry, but now Rebecca herself has to go back.
She strives to stay as she believes that Richasditwaight her to the house to live with her. Ridhar
cannot negotiate with Rebecca’s overwhelming speesid diverts the conversation to his
accomplishments in his profession, and beginslkoataout a baby he has successfully delivered. He
explains her how the baby’s father has thanked himd, how he is grateful that he has delivered his
son (337). He proudly reveals that the baby’s fatféers him to drink to celebrate, but he has not
accepted it because he has to work (338). He dasigmpt to come to terms with his own faults by
focusing on his professional achievements. It im@diately after Richard’s account of the birth the
scene takes on a violent turn when Rebecca “gigphdnd more tightly” (338) and deliberately stabs
a pair of tiny scissors into his palm:

-You disappointed him. He wanted to celebrate.

-No. That's just the thing. He looked relieved.
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She grips his hand more tightly.

Don't hurt me.

-I’'m not hurting you.

-l said: don’t hurt me.

-What? Does that hurt?

-Yes (339).

She hurts his hand and cuts his hand intentionelly the scissors. This act of violence on
Richard’s body by stabbing a pair of scissors inito hand shows that Rebecca attempts to rescue
herself from Richard’'s deception. Moreover, it atdmws that it is in fact a verbal murder, a murder
through language. Although Rebecca cuts Richarafglhand makes “a hole” in it, the language she
uses juxtaposes calmness and fierceness. Thevedlaplacid conversation suddenly turns into a
subtext of tension which ends in an act of viole(i€scoda Agusti, 2013: 178): “I've made a hole in
your hand? Is it deep? Are you in pain?” (339). 8halso unconcerned about the pain Richard feels,
“It's only the flesh” (339), which signifies the wenge of “her suffering body and that of his old
patient” (Escoda Agusti, 2013: 197). Then, shesissbn seeing Richard’s children and asks their
names. Richard wants to be brief by twiddling ttrety do not have names and reminds her of the
agreement. However, Rebecca threatens him thatvahnés to tell his children a story about the
corrupt relationship between Rebecca and Richaedwbins her that there is a limit to what they can 278
achieve in words. Here Rebecca temporarily overpguichard by reminding him of his dishonesty
and invites him to be honest by telling him thagréhcan be only a limit to “how honest” they are
prepared to be (343). Feeling powerless and tiRidhard refuses to have such a distressing
conversation. Rebecca has a dexterity to use words powerful manner and traps Richard into
confessing their relationship. Richard admits thatshould have left her on the track for dead. In
order to regain her power, she tells Richard that lsas met his wife and that Corinne has left the
house with the children. The scene finishes onssus” which may signify that although Corinne
does not exist in the scene, she always hoversketRichard and Rebecca as the ultimate power.

Scene V takes place two months later. It appeatsGlorinne has forgiven her husband on
condition that he keeps himself “clean” (347). Thesband and wife have gotten rid of Rebecca, the
family union is established and they are celebga@orinne’s birthday. Crimp has been fascinated
with a paradoxical idea of presence and absendsedRa’s sudden disappearance illustrates that she
has been only a trace, a ghostlike, nightmaristréigperhaps symbolizing Corinne and Richard’s
fears and complexities in their unconscious.

Corinne is happy because her husband is “solicit(848). Richard gives her a pair of high-
heel shoes as a present. He thinks Corinne looksstormed” in high-heel shoes, which may suggest
that he wants Corinne to look young and attradike Rebecca (353). At that moment Sophie, the

childminder phones to tell Corinne that childrea doing well. Richard wants Corinne to ask Sophie
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if she has found the money that he put in the bopever, Sophie is terrified with the amount of the
money. Corinne jokingly asks Richard if Sophietdliwith him because her voice changes when she
utters his name. Then they talk about unrelategestdbsuch as changing the design of the house and
how Morris has a thirst for control. Corinne stateat Morris has lied to cover Richard’s guilt.
However, Richard does not accept it and suggesis tliey go out for a picnic. The banal and
repetitive dialogue actually hides the true ematiand opinions. Corinne’s tag questions actually ar
a means of escape:

-It's wet.

-Is it?

-It rained.

-Did it? (360).

Richard understands that Corinne does not wand twudy for a certain reason. Indeed Corinne
talks about her trip the day before. She rememloeisng “complicit” in the car mirror suggesting
that her husband is guilty and unethical in mamgsses (362). She reminds him of his offence that he
has left a man to die and that Morris has liedHhion. In this scene, Corinne is transformed from a
state of ignorance to a state of awareness. Shesl¢glat Richard discards the moral values in the
pursuit of power, wealth and status. The followitiglogue shows that words are powerful, not

because of what they literally mean but becauskeothreatening manner in which they are delivered: 279

-I can assure you with Morris. Morris has been \@gd to us.

-Of course.

-To both of us.

-Yes. He lied.

-He defended my judgment. He did not/ lie.

-Exactly. He lied. You left a man to die and Moiied for you (359).

Then, she describes a stressful drive where the iso&oercing” her (363). Here she repeats
Rebecca’s previous account about sitting in thaestehich has arms. Suddenly, she arrives at a ditch
where she discovers the “track” (364). She lookssfumething human like a “needle” on the track
(364). Then, she also talks about seeing Morris Wie golden watch and describes the stone which
“had arms, like a chair” (364) which actually “dewved” her heart (365). Morris tells her with
authority that it is “only” a stone and that théseno need to scream (365-366). However, Corrigne i
afraid to get up from the stone in case she segddr heart has gone and that she will have todspe
the rest of her life “simulating love” (366). Thediences/readers are left puzzled as the expression
“simulating love” has created a rather forceful ameimorable image as to suggest isolation, aliematio
and simulation in matrimony. The play finishes witle phone ring and Richard’s refusal to kiss
Corinne. It is rather tragic for the charactera¢tually know the emptiness in their marriage lilit s

the obligation to simulate love is even more catgstic.
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Il. PIERRE BOURDIEU AND MARTIN CRIMP

Bourdieu (1930-2002) was a French intellectual wittom Crimp has substantial affinity. In
terms of deciphering twisted meanings and deceptidhe The Countrywhere each individual word
has been exploited as a means of power and a waégnoéaning one another, Bourdieu’s theories on
the relationship between language and symbolic pavgractical. Bourdieu was a French sociologist
whose work has been widely influential in both 8ueial sciences and the humanities (Hitchcock,
2008: 89). In his work,anguage and Symbolic Pow@&ogurdieu explores the ways in which language
is used in the creation and maintenance of powatioas (1991). He takdanguageo be not merely
a method of communication, but also a mechanispowfer. He argues that the language one uses is
designated by one’s relational position in a fietdsocial space. Thus, different uses of languagd t
to reiterate the respective positions of each gpetht. Bourdieu observes that when individuals
produce language, they implicitly adapt their esprens to the demands of the social field or market
(1991: 15). Bourdieu uses the term “field” to meanocial space formed by a network of relations -
network of power relations - existing among sogiasitions. The social space structures the power
relations, which eventually and intentionally detare the relations among the subjects of that
particular field. Hence every linguistic interactidiowever personal and insignificant they may seem
bears the traces of the social structure thatth lbapresses and helps to reproduce (Bourdieu,:1991

30). Bourdieu argues that social patterns of bemaeproduce structures of domination. He extends 280

the term “habitus” as a set of dispositions andabizjng principles generating and structuring human
actions and behaviors (Bourdieu, 1977: 72-87). Bewr describes habitus as one of informal,
unconscious learning rather than formal instruc{Bourdieu, 1984: 170). Hence he argues that one’s
habitus is an unconscious internalization of satistructures, and it is unnoticed. His concept of
habitus also takes into account the power relattbas exist between social classes. It contragts th
different sets of dispositions such as the soocipketations, and lifestyle choices that exist betwe
different classes. The language one uses is desayby one’s relational position in a field or sdci
space. Different uses of language tend to reitéhat@espective positions of each participant. @idm
characters’ linguistic interactions are manifestadi of their respective positions in social spawg a
categories of understanding, and thus tend to dejpethe objective structures of the social figlis
determines who has a “right” to be listened tointerrupt, to ask questions, and to lecture, and to
what degree. In order to explain the relation betwkeabitus and social class more fully, Bourdiesi ha
reinscribed the economic term “capital” which doed necessarily refer to financial benefits, but
evokes a sense of linguistic competence gainedghretatus and social class as well as the (Baurdie
1991). Bourdieu sees language as highly performadivd creative. He argues that language has the
power to produce existence. For Bourdieu, lingaistixchange is not simply a relation of
communication between a sender and a receiveiif lytfirst and foremost, an economic exchange
(Bourdieu 1991).
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Bourdieu contends that words acquire their meaimngrms of the relations to each other. He
argues that the meaning of words is determinetheniriterplay between individual meaning and the
social context in which language is expressed.Beurdieu, language and words can be the source of
symbolic violence in that they impose one meaniugr another (1991: 24). Likewise, in Crimp’s
plays, words are the source of symbolic violendee Tepeated words such as “scissors”, “stone”,
“water”, “high-heeled shoes” ilthe Countrymay be associated with cruelty. Bourdieu obsetivasit
is not possible to secure the absolute meanindh@fwords both in the production and reception
process of the language, because the speakersdogved with different intentions and interests
(1991: 40). He believes that there are not anyrakot innocent words, and that all words convey
some form of ideology. IThe Countrythe characters use certain common words stratibgto gain
power. For Bourdieu as for Crimp, the structuriryvpr of words, their capacity to prescribe while
seeming to describe and to denounce while seeriegunciate is important. For instance, Rebecca
and Corinne occupy different positions in the sogce, and on that account they are endowed with
different intentions and interests in using the avthistory” (323). This word does not secure the
univocal meaning for Rebecca and Corinne. WhennBerasks Rebecca to leave the house, Rebecca
aggressively responds “Shall | go to Morris? Shajpeak Latin? Shall | talk History?” (330).The use
of the term “history” is strategic. Rebecca uses tiord to underline Corinne’s ignorance, and to

make her feel threatened because of her inabdigompete with Rebecca in the fields of history and 281

Latin. The word “history” represents another threatause it also underlines Corinne’s ignorance of
Rebecca and Richard’s shared past. Hence the viaistbry” is devoid of its neutral meaning and is

used to express dominance and mastery on Rebesida’sCertain words threaten to take on two
antagonistic senses, reflecting the way in whiclis iunderstood by the sender and the receiver
(Bourdieu, 1991: 40). In consequence, the uttearame not only signs to be understood and
deciphered; they are also, in Bourdieu’'s sensepssigf wealth, intended to be evaluated and
appreciated, and signs of authority.

For Bourdieu and Crimp, language does not funci®m pure instrument of communication;
rather words are used to gain symbolic profit. Biieur analyzes the role of language use in
establishing, reproducing, negotiating, and rasispower relationships (Hitchcock, 2008: 93). He
argues that language should be viewed not onlyrasams of communication but also as a medium of
power through which individuals pursue their intseand display their practical competence (1991
16). Similarly, Crimp’s characters pursue strategiich aim at dominating others by using words as
a powerful instrument to discredit, criticize, absrdinate other persons. There is a fundamemtal li
between the characters’ linguistic utterances &ed interests in pursuing power. For instance, the
word “job” shows that characters carry desire tim ggwer. Corinne is suspicious from the start, and
begins to question her husband about the mysteswanger: “This ... person. Is she asleep? When

will she wake up?” (292). However, Richard affirthgt he has to save the young woman because of
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his profession: “It's my job to bring her here” @9 The word “job” is repeated in the same scene,
and there is both direct and indirect accusatorgstioning when Corinne advises him to inform
Morris (Richard’s senior colleague) about this umsmous woman: “Your job is not to be
concerned?” (294). Corinne’s utterances imply ®ighard has broken the law and violated the rules
of his job, so it is strategically used to makeHid feel threatened and uncomfortable. Moreover,
Corinne’s revelations show that language is a vésseneaning which may preexist as sensations but
only gradually and cryptically become visible (Afade, 2012: 108). Before the exchanges between
Richard and Corinne, the audiences/readers hawe retied on the traces of truth in Richard's
elliptical communication. However, Corinne’s exmiess change the judgements on Richard by
providing Rebecca’s true story.

Clearly, the characters use language as an ecormxuoitange in the sense of Bourdieu to
emphasize that speakers who possess and perforgusstic competency have more chance to gain
symbolic profit. In addition, Bourdieu argues tloatr way of speaking is a compromise between what
is to be said and what we are allowed to in ouralisses, which are called euphemisms (1991: 78). In
other words, with an anticipation of the potentievard and penalties, the speakers tend to readjust
the mode of their expression through euphemismaur@eu, 1991: 77). At this point, Bourdieu
asserts that it is the linguistic habitus whichegithe individual a linguistic “sense of place” Isus

the sense of what is appropriate to say in eaderdiit circumstance and what is not, a “practical 282

sense” (1991: 82). The speakers use euphemism whbieihmines not only the manner of saying but
their choice of words as well, and they tend toegav particular degree of sensitivity in their
interactions with others by taking into account vl be possible or not possible to say (Bourdieu
1991: 77). Euphemism is used as a strategy torsaftminish or obscure the real meaning of words
while still conveying the meaning. When dominataamnot be exerted directly, it is “disguised under
the veil of enchanted relationships” with the useesophemism (Bourdieu, 1991: 52). The use of
euphemisms is precisely the case in Crimp’s worke Tharacters use euphemisms to produce
language based on the anticipation of profits. Tm§he Country euphemism enables readers to
understand well preserved concealed aspects oklions in which the words and expressions can
be questioned as a readjustment, concealing th@emidbut underlying specific interests of the
powerful (Siisiainen, 2003). Rebecca calls her etitth which Richard has been feeding by supplying
drugs as “treatment” and describes heroin as “nmeeli¢342).

Bourdieu also points out that linguistic relatidhpower is not solely determined in linguistic
terms, but it depends upon the social structuresgmtein the interactions as well (1991: 40).
Especially, the speakers’ possession of authailso related to their social properties. As altes
the linguistic relation of power is defined by tlimstitutions and their linguistic practices. In
Bourdieu’s terms power does not stem from the waldse; on the contrary, it was ascribed to

individuals by the social institutions. He clardfighe term institution as follows: “An institutios not
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necessarily a particular organization - this ot faaily or factory, for instance - but is any rielely
durable set of social relations which endows irdiials with power, status and resources of various
kinds” (Bourdieu, 1991: 8). Thus, one of the reesfor the unequal linguistic exchanges between the
characters in the play may arise out of the saogitutions which grant some individuals with more
authority than others in conversations. The powercharacters possess is the power ascribed to them
by the social institutions. Ifhe Country each character is empowered by certain institatiovhile
Corinne as a married woman has the power coming thee marriage institution, Richard as a doctor
gets his power from his profession; he also wogka &eneral Practitioner so he receives the pofver o
the state, too. Rebecca, the mysterious singlegy@oman, acquires her power from her knowledge
of history and Latin, and at times her power corfresn her status as Richard’'s mistress. The
characters’ social positions have unavoidable effem the power relations. The power relations
change depending on the different positions inad@lds. The authority is usually invested by the
characters with high social position, which in twanstraints the other characters’ access to power.
The characters’ social positions give charactergicepower and authority but also responsibilityl a
obligation. In the awkward narratives shaped bgmel pressures, there is no space for individuals
their own right. Rather, everyone’s identity is istlg imposed and defined. This is visible Tie
Country, where Corinne attempts to provide her childremesticity in the family. Likewise, the

source of Corinne’s unhappiness is the sociallyoisel family model she conforms to. In the opening 283

scene, the readers learn that Corinne takes ttdreito the childminder Sophie to allow some time
to herself. Similarly, in the final scene, Coringpends her birthday alone with Richard, and she
thanks Sophie for allowing her time. However, sihadd uncomfortable, and admits that how much she
is looking forward to collecting her children latédoreover, when she talks to Rebecca, she asserts
that this is the house where her children haveosgs. She feels that she has to provide a pernsanen
and stability for her children. Hence it shows t@atinne conforms to the society which rewards the
simulated constructs of happiness. Simulation keytheme in the play which refers to Corinne’s
commitment to maintaining domesticity for her chéid in spite of feeling guilty of staying in her
doomed marriage.

Evidently, both Bourdieu and Crimp believe thatdaage is not merely an instrument of
communication, but more importantly language anpeeially certain words are used to convey
symbolic power. The characters are continually prapied in reproducing and resisting power
relationships. As Bourdieu contends, charactetgramces and the way they carefully repeat certain
words with specific tactics display signs of wealéimd authority. The use of euphemisms,
readjustments and rephrasing is applicable to stated the characters’ motivations in their power

games.
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I1l. ABOURDIEUSIAN READING OF THE COUNTRY
This section benefits from Bourdieu’'s descriptiong habitus and social institution,

euphemism, symbolic power and how these notions gower to the interlocutors.

A. Habitus and Social Institution

Habitus is an unconscious internalization of satistructures (Bourdieu, 1984: 170). It is
also related with the term “field” which determingse network of power relationships in a social
space. Habitus is related with social institutiéreen which the characters derive power: Corinne is
empowered by the institution of marriage, Richasdgiven power as a doctor, and Rebecca is
powerful because of her knowledge of history antinLand thus uses Corinne’s lack of knowledge in
history and language to her advantage. She ispala@rful as Richard’s mistress. Corinne wants to
dominate Rebecca by her house, her children antdusdrand’s profession and reminds her that she is
in a doctor’s house. Rebecca could actually podbessower temporarily through her resourcefulness
and her ability to be “sententious”. She tricks iGoe into a dangerous game revealing that she has
had a long relationship with Corinne’s husband. Ewsv, Corinne’s habitus gives her power. As a
married woman who has children, a country house ambctor husband Corinne’s repossessing
power is easier than Rebecca’s. Thus she feelshigahas more power than Rebecca who does not
own a family. Before the full realization of Ricliés constant lies, she defends her husband by284
blaming Rebecca for accepting Richard’'s help: “A gia woman - a young woman accepts a ride
from a man she’s never met” (328). Similarly, Riehavith his social position as a doctor, attentpts

exchange both Corinne and Rebecca’s silence reggnis duplicity both at home and at work.

B. Euphemism

Euphemism is a manner of adjusting and appropgatpeech in certain conditions. It is used
as a tactic to soften, pacify, lessen or camoufthgereal meaning of words (Bourdieu, 1991: 78). In
the play there are many instances where the cleasagte euphemisms in order to conceal hostile
intentions and wrongdoings. Denial is a way of disopg the truth and thus using euphemism.
Aloysia Rousseau claims that language is useddenial and repression, rejection of an outer rgalit
(2014: 343). Corinne refuses to accept her huskdpetrayal. And the telephone interruptions may
actually help to disclose the denied elements. Heredenial is thus achieved through minimization.
Certain adverbs are used to obscure the painflityreBhe characters constantly use limiting foaigsi
adverbs such as “only”, “just”, or “simply”. Wherhd old patient dies because of Richard’s
nonattendance, he minimizes the seriousness okvtbat in his telephone conversation with his
colleague Morris: “Because it's simply a thing, Mer(thank you), simply a thing, a thing that —
unfortunately — yes — happens” (309). The repetitb“simply” betrays Richard’s attempt at playing

down his responsibility for the death of one of p#ients. Again as husband and wife argue, Richard
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explains Morris the voices as “just a little donn&s{310). Similarly, when Richard wants to have
Morris’s support, he says it is not lying but “isamply a matter of putting these events in sonmel ki

of intelligible order” (310). Richard both minimigeand adjusts the order of events in order toidet r
of his problem. Similarly, in Scene IV when Rebecealizes that Richard does not want her in the
house and wants to take her back, she grips hid dwach hurts him. While he pulls his hand out of her
grip, the scissors drop to the floor and cut hischemaking a hole in it. Here Rebecca minimizes the
violent act by saying “it's only the flesh” (339n@ she sucks Richard’'s wound. Rebecca uses
euphemism to take revenge and hurt Richard by gjikim physical harm.

Corinne rephrases Richard’s attitude toward Reb&ccampromise with her. She emphasizes
that her husband’'s primary concern has been Rekesatety: “I don't know what you want. | do
know—and listen to me—I do know that his primarycern has been for your safety” (326). In part,
Corinne is well aware that her husband will be iylcriticized when the facts are revealed. As a
deduction, she presents an alternative interpogtati which the unpleasant facts could be viewsd le
critically. In this way, by re-framing her husbasdictions, the focus is shifted from her husband’s
illegal and immoral actions to his concern for Radaes safety. At another moment when Corinne
apologizes on her husband’s behalf and tries tonalize the incident, she tells Rebecca that wden
young girl gets into a man’s car, he may intergret a wrong way. She belittles the event as “juse

afternoon, one night” (329); here Corinne uses eapm to soften the seriousness of the event. In285

Scene V, too, euphemism is used in the form of neegphg and readjustment when Corinne suggests
that “Morris lied”, Richard readjusted the word asadd “He defended my judgement. He did not / lie”
(359). However, Corinne will not be convinced: “E#g. He lied. You left a man to die and Morris
lied for you” (359).

Richard uses superficially polite language as emigres. His politeness strategies lighten the
immoral relationship with Rebecca: “Please, I'mtjasking you” (334), “No, I'm terribly sorry no
(333)",“I'm sorry, but you will make a noise” (332JThis is not- I'm sorry- your home” (336).

However, Richard is still distressful and threaténe

C. Symbolic Power

Words are never neutral or innocent and they cathbesource of symbolic violence and
power (Bourdieu, 1991: 24). Indeed the characters certain single words insistently such as
“solicitous”, “clean”, “track”, “rock”, “history”, “lying” to create cruelty, ambiguity and confusion
both the characters’ minds and the audiences'/readainds. These words are used to convey
different meaning by the sender and the receivlar&tters’ utterances are not only signs to be
interpreted, but they are also signs of wealth autthority. For example, when Richard tells Corinne
that Rebecca has been “lying” next to the trackjr®e wants to be more exact with the word “lying”,

and questions more deeply and intentionally “speawiext to it?” (293). She keeps asking for more
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connotations and concludes that she has been Ilipgity293). Here Corinne unveils secret
information by accumulating word power such as ésgt, “partying”, “love” in order to assert
symbolic power on Richard, and to provoke him. edien Bourdieu’s sense, language is not used for
communication but for symbolic power.

Similarly, when Corinne teases Richard if this dids “a bag”, “a purse” (297), Richard
asserts that purse is not English so she cannat. &ie insists on the bag because it “might simpl
things” (298). Corinne actually has already fouhd bag but she prefers to assail Richard with
Rebecca’s bag in order to gain power. The childerirBlophie as a diegetic character who does not
appear on stage but only referred to also givesepdw Corinne to defeat Richard when at the end
there is a reference that Richard might have mahlarees at her. Richard pays Sophie “far too
much” (300), he is also quiet familiar with Sopkiaieat and clean house, and the flowers in her
kitchen.

Words give their interlocutors wealth and authoityhen Rebecca speaks in an eloguent and
sophisticated manner about Virgil and the ordghacountryside, Corinne speaks in a simple way to
clarify the fact that they have “come to the countr be happier” (325). Here, Rebecca powerfully
rephrases Corinne’s utterances “To strive, you miastrive for your / family’s happiness” (325).

At the end, there are a series unresolved matiets &s the sudden disappearance of Rebecca,

and the eventual happy reunion of Corinne and Rith&uch loose ends, ambiguity and Morris’s 286

quotations in Latin challenge both Corinne and #hueliences/readers. Indeed language does not
function as a facilitator of meaning and commundagton the contrary, words can be confusing and
misleading. Angelaki argues that “verbal exchangefhe Countryare so distinctively acerbic that
they give language itself the role of a fourth pgmnist” (2012: 99-100). Language in the play has a

magical power to wound and destroy.

CONCLUSION

This paper claims that Bourdieu’s ideas on languagkpower provide a valuable perspective
in interpreting the personal relationships betwiencharacters’ utterances and how they use power i
The Country This paper has aimed at applying Bourdieu’s thebtanguage to Crimp’s play.

After justifying a series of affinities between @p and Bourdieu, the reasons behind the
choice of certain words iihe Countryhave been explored through Bourdieu’s notion efdyimbolic
power/profit which authorizes the interlocutors twih degree of power. Notably, Bourdieu’'s
argumentations about the idea that words are matcent and that they carry a certain amount of
ideology, have proven to be highly relevant in Qrisncharacters’ command of language. Crimp’s
affiliations with Bourdieu especially the hypotteshat each individual word as a means of power,

have been detected through extracts from the lteist proven that the language is not employed as a
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means of communication but as a means of symbdaigep The use of euphemisms and the
characters’ habitus and institutions endow therh witthority, wealth and power.

The paper has accredited Crimp as a revolutionfaywpight in terms of articulating the
dynamic and complicated relationships between lagguand power. His experimental theatre has
been assigned as an alternative to the conventithesdtre which is limited by mimesis and
representation. It has been argued that theatangliage is perhaps the most significant change tha
the playwright imposes on the great tradition ati&n playwriting. His language has been detected a
creating an impression of chaos making theatrarigie” and uncomfortable for the audiences/readers.
The Countryhas been exemplified as a text in which the playltrnegates the audiences’/readers’
expectations by subverting theatre conventionsast®sses and analyzes the power of the everyday
language in theatre and manifests that languagesed not as a means of communication but as a
weapon to exercise power, control and cruelty.

As a satirist Crimp depicts the superficiality adidhonesty of the middle-class lifestyles
through cruel and ruthless relationships. His lagguis assertive, violent, but at the same timie lyr
and loaded with subtextual suggestions. The cheraotceive wealth and authority from their habitus
and social position. However, the wealth and aitthaf certain repeated words such as “job” and
“stone”, to name but a few, may unexpectedly tugaitast the person talking. Crimp is vigorously
preoccupied in finding new ways of depicting thenteonporary existence truthfully. Evidently he 287
does not write in a vacuum; in a broader sens@laignriting links itself to artistic and ideologica -
context of the recent period. In structure and @niCrimp has explored innovative formal and
narrative possibilities. In a way, Crimp, as a pcagg artist, explores the ways in which art shiboé

critical and interrogative of the world rather thexplaining it.
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SOSYAL BILIMLER ENSTITUSU ELEKTRON iK DERGISI

Gumighane Universitesi Sosyal Bilimler Enstitiisti Elektko Dergisi yilda en az g kez
yayinlanan hakemli bir dergidir. Dergimizde yaymigasi arzu edilen camalarin aagida belirtilen
yazim kurallarina ve der kaullara uygun birsekilde hazirlanarak dergimiz sayfasinda yer alan
"Makale Gonder" kismindan sisteme yuklenmesi geetftedir. Yayinlanmak Uzere dergimize
gonderilen cabmalarin tim sorumluluklari yazarlara aittir.

1. Yayinlanmak Uzere dergiye génderilen yazilar daee yayinlanmamiya da yayinlanmak Uzere
baska bir yere génderilmemiolmalidir.

2. Dergimizde Tiirkge véngilizce dillerinden herhangi biri ile yazilgyazilar yayinlanir.

3. Dergimize gonderilecek cainalarda yazar (lar)in Adi-Soyadi, Kurum ve E-pdsilgileri, ana
baslik altinda sg@a yasli olarak verilen isimlere dipnot eklenegepunto ile yaziimahdir.

ONEML I NOT: Sisteme ilk yilklenen camalar, yazar kimlik bilgileri ¢ikartildiktan sontsakem
degerlendirmesi icin ikinci kez sisteme yuiklenmektedinzarlara ulgan hakem diizeltme talebinden
sonra yazarlarin dizeltilgricalismalarini tgtincti kez sisteme yuklerken kesinlikleayabilgileri
eklenmemelidir. Bu bilgiler Yayinlanmaya hak kazamgalsmalarin yazarlarindan talep edilecek olan
SON sekli verilmis olan calgmaya eklenecektir. Hakem ghkxlendirmesi samasinda yazarlarin
calismalarina yazar bilgilerini belirtmeleri durumundavdm eden hakem gerlendirme suregleri
sonlandirilip yeniden hakem atamasi yapilir vegsyireelenir.

4. Ana balik altinda Turkce Ozet ile altindagilizce balik ve Abstract verilmelidir. Tirkce 6zet 9
punto ile yazilmy ve 150 kelimeyi gmayacak sekilde olmalidir*Oz” baligi (9 punto)
ortalanaralbold yazilmahdir.  Ingilizce Abstract Tirkce Ozetin tam kArg|
olmah“ABSTRACT” baligl (9 punto) ortalanarakold yazilmahdir Metin dili yabanci dilde olan
calsmalarda yabanci dildeki 6zetin altinda Turkce opet almalidir. Ozetin altinda, ¢gianin
alanini tanimlayabilecek en az (¢ en fazlgdmet “anahtar kelime” (keywords) bulunmalidir efe
denklem, atif, standartglkisaltmalar, vb. yer almamalidir.

5.Keywords’iin altinda Ekonomi literattir( ile ilgitiakaleler icin mutlaka en az 3 adé&i. (Journal

of Economic Literature) Kod Siniflandirmasikodlari bulunmalidir. Cfer alanlarda yazilan
calsmalar icin Jel kodu zorunlu didir.

6. Yazilar, MS Word 97 veya Uzeri strimlerde A4ikia boyutunda, “Times New Roman” yazi stili,
1.5 satir ara@ ve (11) punto ile yazilmaldir. Paragraflarda gftir girintisi 1.25 c¢cm olmalidir.
Paragraf geglerinde satir atlanmamaldir.

7. Calsmanin Turkce vdngilizce ana bgiklari ortada olacakekilde, biyuk harfleriédold ve (11)
punto ile yaziimahdirilk sayfada ayrica, dipnot olarak gahay! destekleyen kuruilar, hangi tezden
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turetildigi, hangi sempozyumda daha 6nce sungldya da hangi proje kapsaminda destekigrgibi
bilgiler de mutlaka belirtilmelidir.
8. Yazi, ¢izim veya grafiklerin yazim alani iginder@larina dikkat edilmelidir. Yazilarda sayfa kenar
bosluklari su sekilde olmalidir:
9. Sayfa kenar hduklari su sekilde ayarlanmaldir.

Ust ve Sol :3cm Ustbilgi :1cm

Altve S :2cm Altbilgi :lcm

10. Calsma,sekil, ekler ve tablolar dahil 25 sayfayl gecmemielid

11. Yazilardaki resim vesekiller "Sekil" adi altinda gosterilmelisekil ve grafikler bilgisayar
ortaminda cizilmelidir. Tablosekil ve grafiklere sira numarasi verilmeli,sbilar tablolariniizerine,
sekillerin ve grafiklerin isaltina her s6zcgin ik harfi blydk olacak sekilde ve
ortalanaralkbold karakterler ile yaziimalidiihtiyag halinde tablo igin karakter biiygli minimum 9
puntoya kadar diirtlebilir. Ayrica tablo veekillere ait kaynaklar, alt tarafta 9 punto ile ilraelidir.

12. Sayfalarin altina ($a yasl olarak) sayfa numarasi konmalidir.

13. Yazilar, Gir bolimu ile ikinci sayfadan kmmali ve uygun boéliimlere ayrilmalldGIRIS,
SONUC VE DEGERLENDIRME ve KAYNAKCA basliklarina numara verilmemelidir. Yazida yer
alan birinci derece alt kiklar LII, 111, ... gibi Romen rakamlariyla sit@ndirilmali, tamamen buyuk
koyu harflerle ve paragraf ile hizal biekilde yazilmahdirikinci derece alt bdiklar A,B,C, ... gibi
buyuk harflerle siniflandiriimalidir. Bu f&lar her s6zcgin ilk harfi buyik olacalsekilde koyu
harflerle ve paragraf ile hizali biekilde yazilmahdir. Uglincii derece altshidar 1, 2, 3, ...gibi
rakamlarla siniflandiriimahdir. Bu tar geklar her sozcgin ilk harfi biyik olacakekilde, koyu ve
paragraf ile hizali yazilmalidir. Dérdiinct derede keghklar ise a, b, c, ... gibi kuc¢uk harflerle
siniflandirilmahdir. Doérdinci derece alt shidar kicik harflerle, koyu ve paragraf ile hizali

yazilmalidir._Birinci veikinci derece bghiklardan énce 1 (Bir) satir bluk birakilmali, Ugiincii ve

Dérdincu derece biklardan 6énce bguk birakilmamalidir.

14. Kaynaklara yapilan atiflar, dipnotlar yerine matiginde parantez arasinda yapiimalidir. Parantez
icinde sirasiyla yazar(lar)in soyadi, kagmmayili: sayfa numarasi yer almalidir. (Aaker, 19901).
Birden cok kaynak noktali virgul ile ayriimali, 3aya daha c¢ok yazar isimli bildirimlerde "vd"
kisaltmasi kullanilmalidir. ger, yazarin ayni yil icinde yayinlangnbirden fazla eserine atif
yapiliyorsa, yillar harfler ile farklikuriimahdir. Yapilacak atif bir internet sitesimd@linmgsa ve
atifin yazari belli dgil ise, parantez icerisindeki ifadelgr sekilde siralanmalidir

15. Yabanci dilde yazilan makalelerdeki atiflarda &ailan bglaclar, metin dili ile uyumlu olmahdir.
Kaynaza yapilan atif dinda, yapilacak aciklamalar, “Notlar” ¢ altinda yazinin sonunda ayri bir
sayfada verilmelidir.

16. Metin icerisinde atifta bulunulan kaynaklargee varsa notlardan sonra ayri bir sayfada

“KAYNAKCA ” basligl altinda alfabetik siraya gore verilmelidir. Kayjgada yer alan eserler kitap,
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makale vbsekilde siniflandirilmamalidir. Kaynakcash& paragraf bg yapilmadan tamamen biytk
harflerlebold yazilmahdir. Yazar soyadlarinin goésteriminde temaa blytk harf kullaniimali ve

yazar isimleri acik bigekilde belirtiimelidir. Her kaynan ikinci ve diger satirlari 1,25 cm icerden

baslamalidir.
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