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_____________________________________________ 
 

1st Day of the Meeting – 

26.09.2014 
 

1) OPENING  

On Friday 26.09.2014 Özlem Özhabes, 

organizing partner, gives a tour in the 

university to the group and gives a brief 

background about the history and the 

education of the Kadir Has University. 

Then she leads the group to the meeting 

room.  She explains how the meetings will 

take place and what the focus will be: to 

give an understanding of Turkey’s theatre 

scene in terms of training, playwriting and 

acting and also introducing as many 

people to each other for a broader network 

for the playwrights and Turkish young 

artists.  

2) TURKISH ACTING STUDENTS 

TALK ABOUT ACTING, TRAINING AND 

THEATRE IN GENERAL IN TURKEY: 

BACKGROUND INFORMATION 

Moderator: Özlem Ozhabes; Students: 

Onur Gurcay, Mert Kulbak, Kubra 

Balcan, Cansu Ozkan, Musa, Eren 

Yagcioglu. 

 

Education for playwrights in Turkey: 

The situation of becoming a playwright is 

not easy in Turkey, since there’s no school 

for it. Becoming an actor takes a lot of 

effort too, but at least you can get trained 

as an actor. All students present their 

background and how they decided to go to 

acting school. 

 

 

5 out of 6 are either graduated or dropped 

another university before being able to 

convince their family to study acting. They 

all worked in a university or community 

theatre club before starting their training.  

All students agreed that the Turkish 

educational system, beginning from the 

elementary school, is based on 

memorizing and learning without 

questioning and research. Therefore 

students find it very difficult to speak out 

as themselves and make free choices 

within institutions or their families.  

State universities don’t satisfy actors 

because they are not freeing the student 

but they restrict them even more by 

teaching them habits. They tend to teach 

tricks and old fashioned actor attitudes. 

Their classical training methods push 

students away from research, questioning 

and following the new areas of theatre.  

There was a comparison between the 

state universities’ and Kadir Has’ training 

methods and they came to an agreement 

that Kadir Has theatre department stands 

out due to the following characteristics in 

its training: 

 Working with students individually 

towards their needs 

 Not forcing them into one specific 

genre.  

 Looking for new ways of making 

theatre and teaching theatre.  

 Helping them to find their own 

voices as artists.  

 Extracurricular activities such as 

summer camps and workshops.  



 

Theatres: 

The state of private theatres in Istanbul is, 

according to the students that theatre in 

Turkey is for a small elite of the society.  

Independent scene 

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 don’t have a collaborative action plan 

in terms of artistic choices and new ways 

of building relationship with the audience. 

They don’t 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.  So 

theatre makers are basically talking to 

each other and a very small part of the 

society. And 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. Also 

the government decides on everything, 

like what to wear on stage, what to say on 

stage. So 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.  

After the introduction and interview by 

Özlem Ozhabes, the partners could ask 

questions, and a short but lively debate 

amongst the playwrights and partners 

occurred. 

3)   PROFESSORS OF THE KADIR 

HAVE THEATRE DEP. TALK ABOUT 

THE TRAINING SYSTEM IN TURKEY 

AND ISSUES RELATED TO WORKING 

WITH TRANSLATION AND WRITTEN 

TEXT 

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 perfom, 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 

theorical 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’s 

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 helped them 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 have been 

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 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’d want 

to.  

The school’s teaching and Cetin’s main 

subject is 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.  

From here the group is divided: the 

playwrights receive a workshop given by 

Cetin Sarikartal. He asks them about the 

reasons they write and they work their 

personal experiences and the core of their 

writing practices. The partner’s 

organizations continue to work on the 

methodology, and practically, about the 

schedule of the next day.  

 

Questionnaire for playwrights 

One important issue is addressed, the 

Questionnaire for the playwrights, to be 

developed by the Turkish partner. The 

Questionnaire of around 40 questions will 

be made and disseminated amongst the 

partners. It will question playwrights about 

their personal situation, about their 

developments, their needs, their chances 

as professional, their wishes. Each partner 

will send out the Questionnaire – 

sometimes adapted to the local situation – 

amongst the playwrights’ community in 

their own country. The results will be 

collected nationally, made into a report by 

the partners, and brought to the meeting in 

Bucharest, in the beginning of March.  

 

2nd Day of the Meeting – 
27.09.2014  
 
4) TURKISH PLAYWRIGHTS TALK 

ABOUT THE WRITING PRACTICE IN 

TURKEY AND THE ROYAL COURT 

WORKSHOP EXPERIENCE 

 

Turkish playwrights have been invited to 
talk about their experience as playwright:  
 
Mirza Metin, Ayse Bayramoglu, Cem 
Uslu, Deniz Madanoglu 
 
Mirza: He was an actor, he left his 
company and wanted to do something 
original. There weren’t 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 blackbox. 
They share it with other theatre groups as 
well. Once or twice a week, they stage 
their own productions. They use subtitles 
because they speak 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 
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‘s 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’d 
never do that again. “Then we as four 
playwrights, me, mirza, yiğit sertdemir and 
özen yula, went to Gezi. At the first day, 
someone on twitter said that a play whould 
be written about the events. They called 
me and we sat there and wrote this play 
based on 4 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 don’t 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 wasn’t 
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 mitos; the 
eastern culture is more about etos. “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.” 
 
The group is divided once more. The 
playwrights all go together with Nazlı to 
Beyoglu and visit theatres, meet artists 
and owners. The partners discuss the way 
one can develop from these experiences 
from the floor – from the Turkish 
playwrights, but also from the ones of 
other countries – projects that will serve 
them to develop their skills. 
 
 
 
5) TRAIN THE TRAINER: ANOTHER 

ASPECT OF DESCRIBING THE 



PLAYWRIGHT’S NEEDS: 

CRAFTSMANSHIP 

The partners discuss Craftsmanship – 

what is needed to write a play? 

Define craft and craftsmanship. Cultural 

training in terms of wood work etc. It is a 

result of a previously learned tool and use 

of them. What could be the tools of 

playwriting: for Mirza for example, the 

vibration, storytelling tradition. He had this 

basic paragraph and got 3 plays out of that 

there are tools there as well. Interesting to 

think about tools.  At the same time you 

can use different structures, not just one. 

You want to know the tradition you want to 

work on. Meet and study it. Define your 

position in the tradition. Being authentic. 

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 their 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, then they 
cannot know. Diversity as a frame 
work 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 
craftsmanship. 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. So 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, then be 
introduced to other options.  

 Ask playwrights what would have 
been the most useful in your 
education? QUESTIONNAIRE.  

 The acting style that the text would 
be written for is important as well.  

 Writers need knowledge about 
what you need to express yourself. 

 
 
 
 

________________________________________ 
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