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Ten geleide 
In deze nieuwsbrief vind je een overzicht 
van de situatie in Turkije, naar aanleiding 
van de partnermeeting in 2014, waaraan 
Rigthaboutnow.INC deelnam, samen met 
twee Nederlands auteurs, Rick Steggerda 
en Timen Jan Veenstra. Ook is 
geïnventariseerd wat de verschillende 
landen onder vakmanschap verstaan, 
‘craftmanship’.  
De nieuwsbrief is in het Engels gehouden, 
omdat van Nederlandse toneelauteurs 
geïnteresseerd in internationalisering, 
verwacht mag worden dat zij het Engels in 
voldoende mate beheersen.  
In maart 2015 vindt een volgende 
ontmoeting van het netwerk plaats, in 
Roemenië. Onderwerp van gesprek is dan 
de enquête die uitgegaan is naar de 
auteurs in de verschillende landen, naar 
hun werksituatie, hun methoden, en 
beroepsspecifieke kenmerken. Zodat de 
train-the-trainer-methode ontwikkeld kan 
worden. Meer in het voorjaar! 

Amsterdam, februari 2015 

 
SITUATION OF PLAWRIGHTS IN 
TURKEY 
 

1. Turkish Theatres 
 
Independent Theatres 

There are around 50 small theatre groups 
working in Istanbul and only 7-8 of them 
have their own stages. Small theatre 
groups are usually 50 seater rooms and 
they do not have a collaborative action 
plan in terms of artistic choices and new 
ways of building relationship with the 

audience. They do not tour either, so their 
audience is limited with people who can 
visit Beyoglu. The audience to the small 
private theatres is around 1000 people in 
total anyway.  Therefore, theatre makers 
are talking to each other and a very small 
part of the society. In addition, not being 
subsidized by the government, selling 
tickets might end up being one of the main 
concerns while deciding on the repertoire.  
For a lower middle class father (who 
decides for the family usually) to go to a 
football match is more relaxing and fun 
than going to the theatre and spend 30 
liras per person and sit in the dark and 
hear about the problems of the society. 
Usually a family can afford to go out only 
once a week  (or a month) so they want to 
spend it on having fun.  

State Theatres 

The main policy of the state theatres is 
that families should be able to see the 
show. There are also artistic works, few 
classics but mostly Turkish musicals in an 
old-fashioned way. If you are a director, 
you become like government worker. In 
addition, the government decides on 
everything, like what to wear on stage, 
what to say on stage. Therefore, the 
theatre is not a free space in the state 
theatres. They cost 5 liras per ticket, so 
they are easier to afford but not more 
enjoyable than TV or sports.  

2. The Education at the Kadir Has 
 
Professors of the Kadir Has university 
described their philosophy and methods of 
training of actors.  

Dr. Zeynep Günsür works with the 2nd 
Years, and with student’s habits, comfort 



zones and tensions, body awareness, and 
awareness of movement. She encourages 
students not to perform, or not to feel like 
performing a show. Basically, she asks 
them to listen and feel rather than do 
something. 

She teaches graduate students as well on 
these subjects: 

- comfort zones and tensions, body 
awareness, awareness of 
movement. 

- mostly focus on working with text. 
- how different approaches deal with 

issues of performance 
- Asian style and their relation with 

body and dramaturgy 
- Rituals and their relation with 

performance 
- Asking students to create their own 

theoretical discussion about these 
issues 

 

Susan Main, born in the USA, has a 
different approach in teaching acting 
students. She teaches the Linklater 
Technique, of Freeing the Natural voice, 
the idea of freeing the self and the voice to 
enlarge the options of an actor. She is 
connecting the voice and the self, and the 
cultural, political and individual 
background. She talked about how the 
cultural and personal voice changed after 
the riots and protests in Gezi Park in 
spring 2013, and how she added that to 
her work. She is helping the students to 
find their own voice and to discover the 
voice of the text as well.  

Dr. Çetin Sarikartal teaches acting classes 
with experienced actors as co-teachers, in 
the second, third and fourth year. This 
adds up to the vision of Kadir Has’ 
curriculum: Instead of one single 
approach, several approaches are taught 
to students. At the end of 3rd year, the 
acting formation is completed. In the 3rd 
year students work on a classical show 
where they can apply what they learned to 
their work. 4th year is a professional year, 
students work on individual projects as 
well as on group projects and they work on 

a professional show directed by a 
professional director hired by the school. 
They can perform it the next year in the 
school if they would want to.  

The school’s teaching and Cetin’s main 
subject are focused on acting on impulse, 
neuroscience and acting. Based on 
Stanislavski and Grotowski a character is 
what we think of as a character. While 
working on a character working on 
translation and different cultural codes of 
translation interfere with actor’s work a lot. 
So it is important to work on the natural 
rhythm of the language and cultural codes 
from the very first class of the first year is 
important.  

 

3. Meeting Turkish Playwrights 
 

Turkish playwrights had been invited to 
talk about their experience as playwright: 
Mirza Metin, Ayse Bayramoglu, Cem Uslu, 
and Deniz Madanoglu. 
Mirza: He was an actor; he left his 
company and wanted to do something 
original. There were not enough Kurdish 
texts, therefore he had to write his own 
texts. He took workshops and did readings 
on his own. His first play was staged in 
1998. He has many stories with small 
paragraphs in his notebook. He 
researches and works on these stories 
and expands them. He uses a lot Kurdish 
mythologies. He writes about Kurdish 
people’s stories. Most of these stories are 
part of himself. His company has a stage 
that was built in 2010. It is a black box. 
They share it with other theatre groups as 
well. Once or twice a week, they stage 
their own productions. They use surtitles 
because they play in Kurdish. 

Ayşe: She studied Business 
Administration. Then she studied for 
theatre since 2007, she started to the MA 
programme at Kadir Has. She works 
independently. Her first plays were written 
through improvisation processes of a 
theatre company. Then she started to 
write texts from scratch. “While I write I 
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always feel the need of a strong visualized 
inspiration.” 

Cem: He wrote his first play in 2003. “My 
starting point was my mom who suffers, 
and all women like her. Then I realized 
when I finished, it was a woman story, but 
not my mom at all.’ After writing a couple 
of plays on his own, he wrote “Party”, 
based on improvisations. He got the initial 
idea of a story. Then as a group, they went 
outside the city and stayed there together, 
improvising and working for 10 days while 
he was writing. He said he would never do 
that again. “Then we as four playwrights, 
me, Mirza, Ýiğit, Sertdemir and Özen Yula, 
went to Gezi. At the first day, someone on 
twitter said that a play would be written 
about the events. They called me and we 
sat there and wrote this play based on four 
monologues. We rehearsed it for 4 days. 
We staged it in Gezi Park during the 
resistance. (…) When I read what I wrote, 
I realized how sarcastic and angry I am. It 
always surprises me to discover myself 
through my written product.” 

Deniz: She studied political science. After 
she graduated, she started working as a 
journalist. Then she started to write tv 
shows.  Her work for theatre was for joy 
and pleasure. “If I cannot finish a play in 
two days, I get mad. Therefore I do not 
plan or structure in my head. I just write.” 
Her first play was staged in the summer of 
2014. 

Royal Court workshop 

The Royal Court Theatre in London is 
famous for its playwriting focus. Every 
summer the RCT invites playwrights from 
all over the world, after a selection, to 
participate in their international course. 
The Turkish playwrights reflected on the 
RTC. Mirza attended such a course, and 
brought back some tools to develop his 
small paragraphs into stories and plays. 
Ayşe tells about another playwright, who 
was more critical: Berkun Oya (a Turkish 
well-known playwright) went to Royal 
Court. Before that, he used to have a 
strong imagination, which was giving him a 
huge freedom with words. When you 

watched these plays, you would want to 
write, Ayse explains. But when she 
watched the play he wrote at the Royal 
Court, she didn’t recognize him anymore. 
So when she got the invitation to go to the 
RCT,  she was scared about what would 
happen to her. When on one day during 
the process one of the playwrights said 
that she /he wanted to work on storytelling, 
the course leader said that she was not 
really interested in storytelling. That was 
the moment Ayse quit the workshop.  

Cem also went to RCT, and found out he 
is more interested in subjects than in 
stories. He also realized in the workshops, 
that writing itself is a joy. He learned some 
practical exercises. Apart from these no 
one can teach you how to write. Deniz, 
who never went to the RCT or another 
education, is happy she didn’t take any 
education. She tinks there are no rules for 
writing. “For tv, yes, there are rules and 
techniques. But that’s why I write plays, to 
breath. I don’t want to learn anything.” 

Mirza explains that in their education they 
always learn about “the western way”, and 
structure. What he sees is a western 
culture mainly based around mythos; the 
eastern culture is more about ethos. “What 
would I like to learn is more about this 
eastern culture of writing. For example in 
the eastern stories (mainly Kurdish) to 
start a story, someone always has to die. 
So I am more interested in storytelling 
heritage.  I am also interested in Kurdish 
Storyteller’s way of using language, the 
way they describe nature.  I want to learn 
these structures. I believe that even if we 
learn any structure we don’t follow it, it just 
creates a control mechanisms.” (…) “I 
always start from dengbej; there is an 
important part in their culture, which is 
sound. I use sound as an important part of 
my writing process.  The sounds create 
the images for words, we use minimal 
costume and props, those images define 
the scene itself.” 

  



CRAFTSMANSHIP AS A NEED? 
 

Playwright is developing tools and 
structures during the process of writing. 
Being in the process is a way of 
craftsmanship.  

 
The partners came to three main 
statements: 

• Craftsmanship: Being able and 
willing to reflect on your context.  

• What you want is for that person to 
write his or her own very best play. 
His own voice culture. Opening up 
the voice of the writer. 

• A writer has not seen other works 
in different contexts, and then they 
cannot know. Diversity as a 
framework to put the artists on 
work in mirroring with so s/he can 
describe or see her/his own 
elements of her/his work his own 
voice. Then he can start describing 
the elements of her/his work what 
has been built upon so s/he can 
start to choose within these 
elements so s/he can build his 

tools for the artisanship. We as a 
program can build up a method out 
of this.  

Some notes regarding what to keep in 
mind for the writers’ support programme: 

• We can learn from others imperfect 
differences. 

• Everyone agreed that seeing each 
other’s environments enriches the 
practice of the playwright and the 
trainer. Therefore, we should keep 
the mobility aspect of the project.  

• If we are aiming to work with 
writers coming from different 
cultures, to use the strength of 
each country would be the best 
thing to do. So it would be a model 
that wouldn’t patronize any type of 
work.  

• Playwrights are willing to learn from 
each other within the context. 

• If we could share ‘how I work’ 
instead of calling it ‘this is how to 
do it’. Sharing my struggle etc.  

• You need to go deep in your own 
work like in villages, and then to be 
introduced to other options.  
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