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ABSTRACT

THEATRICAL PERFORMANCE, EVERYDAY LIFE EXPERIENCE
& TRANSFORMATION:
ZEYTINBURNU PEOPLE’S THEATRE

Pinar Glimiis

M.A. in Cultural Studies 2010

Supervisor: Assoc. Prof. Dr. Leyla Neyzi

Keywords: Theatrical Performance, Everyday Life, Youth, Transformation

This thesis analyzes the interplay between everyday life and theatre, and the
transformative potential of theatrical performance. The focal point of the study is an
amateur theatre group composed of children and young people in Zeytinburnu, a district
in Istanbul largely configured of immigrants. Themes involving ethnicity, family,
gender and class inform many of the stories performed on stage as the young members
of the group have intimately experienced these issues in their everyday lives. The
narratives of the young people in the group highlight the transformative potential of
theatre activity. This transformative potential is limited in so far as both the contentious
group dynamics and the larger social context affect the agents and the community of
theatre activity. The alternative mode and political aspects of theatrical performance are
discussed, focusing on how youth in the group experience the process of theatrical
performance in relation to everyday life experience. This study aims to point out new
discussions concerning the function of theatrical performance and the contact between
political and theatrical.
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OZET

TIYATRAL PERFORMANS, GUNDELIK HAYAT
VE DONUSUM:
ZEYTINBURNU HALK SAHNESI

Pinar Glimiis
Kiiltiirel Calismalar Yiiksek Lisans Programi 2010
Tez danigmani: Dog. Dr. Leyla Neyzi

Anahtar Kelimeler: Tiyatral Performans, Giindelik Hayat, Genglik, Doniisiim

Bu tez tiyatronun giindelik hayatla etkilesimi ve tiyatral performansin doniistiiriicii
potansiyelini analiz etmektedir. Calismanin odak noktasin1 Istanbul’un gog
bolgelerinden biri olan Zeytinburnu’nda, ¢ocuk ve genglerden olusan amator bir tiyatro
grubu olusturmaktadir. Grup tiyesi gengler etnisite, aile, toplumsal cinsiyet ve sif gibi
temalarda oyunlar sahnelerken bir yandan da bu temalarin igerdigi meseleleri giindelik
hayatlarinda deneyimlemektedirler. Gruptaki geng iiyelerin anlatilar: tiyatral etkinligin
dondistiirlicii potansiyelinin altin1 ¢izmektedir. Bu doniistiiriicii potansiyel hem ¢ekismeli
grup dinamikleri ile hem de tiyatro toplulugunu ve 6zneleri etkilemekte olan daha genis
toplumsal baglamin etkileri ile sinirlanmaktadir. Tiyatral performansin alternatif ve
politik yonleri gruptaki genglerin tiyatral performansi giindelik hayat performansi ile
iliskili olarak nasil deneyimlediklerine odaklanarak tartisilmistir. Bu caligsma, tiyatral
performansin islevi, politik ve tiyatral olanin iliskisine dair yeni tartisma noktalar1 6ne
siirmeyi amaclamaktadir.
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CHAPTER 1

INTRODUCTION

This thesis studies theatrical performance as an anthropological field. Through
the ethnographic research conducted with the participants of the Zeytinburnu People’s
Theatre' [ZPT], I analyze the interplay between everyday life and theatre, and the
transformative potential of theatrical performance. The everyday life experiences of
young people concerning their ethnic and gender identities, family relations and class
status will be analyzed in relation to theatrical performance on stage. Focusing on
theatrical performance as a process including preparations, discussions and rehearsals, I
will discuss the self-reflexivity of participants vis a vis their social conditions and
themselves. Looking closely at participants’ narratives on the meaning of theatre in their
lives and the contentious in-group dynamics, I will be scrutinizing theatrical
performance as a transformative process. The discussion of theatrical performance and
everyday life is meant to raise new issues regarding subject formation and
transformation through self-reflexivity.

My personal experience in the Bogazi¢i University Players’ during my
undergraduate years is one of the primary reasons for my interest in studying the points
of contact between everyday life and theatre. Theatre became a part of my everyday life
in the university, and I was involved in various social and political agendas through
theatrical performances. Engaging in a theatrical activity changed, my view of myself
and the world.

I was introduced to the activities of ZPT through the organization of the Istanbul

Alternative Theatre Platform® [IATP]. In the plays, the social, political and daily affairs

! Zeytinburnu Halk Sahnesi [ZHS]
? Bogazi¢i Universitesi Oyuncular1 [BUO]

3 [stanbul Alternatif Tiyatrolar Platformu [{ATP]
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of the youth are reflected on stage. The staging of this informal commentary on social
and political conditions that the group members experience attracted my attention. What
motivated me most was the process by which that commentary on stage is produced and
how that process translates into an experience of the participants. Therefore, I began my
research by asking: Why do they do theatre? What are the meanings they attribute to
theater? How do group members contemplate their own social positions and themselves

vis a vis theatre? How does theatre change their lives, if it does so?

Some Theoretical Reflections

Drawing upon the general discussion of art for itself or art for the society;
theater literature handles the connection between an artistic product and the social
conditions of the people involved in it, that is to say real life, through the notion of the
political. The question of what is political in theater has been described in theater
literature as the means by which politicization is accomplished through affecting the
audience (Piscator, 1985; Brecht, tra. 1990).

Anthropologists, however, when they go to the field and study performances, see
them primarily as a source to understand religion, political relations, ethnic identity, and
gender relations (Beeman, 1993: 370). In evaluating the interrelation of anthropology
and theater, Barba distinguishes between theater anthropology and anthropological
theater. The former is the study of human biological and socio-cultural behavior in
performative circumstances, while the latter is theatre in which the performer confronts
her/his own identity (Barba, cited in Watson, 1987: 23). Closer to the definition of
anthropological theater, the more anthropological definitions of theater activity have
been developed by theater people. “Third theatre” as the alternative theater in the third
world, “lives on the fringe, often on the outside or the outskirts of the centers and
capitals of culture” (Barba, cited in Watson, 1987: 18), “environmental theatre” as a
description of theater activity not only referring to stage, player or director but to the
entire atmosphere (Schechner, 1973), or “theater of the oppressed” (Boal, 1985) are
some of these definitions. With the collaboration between anthropology and
performance, some works include artistic or ritualistic performances which relate to
everyday life experience. Case studies analyzing theatre in terms of its social functions

also stem from this anthropology-theater collaboration.
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Kidd defines five main strands of popular theater in the third world: struggles for
national independence, mass education and rural extension, community or participatory
development, conscientization or popular education, popular education or organizing.
His main discussion concerns whether theater activity is domestication or liberation
oriented. (Kidd, 1984) Developmental theater is defined as a means of consciousness-
raising on issues such as hygiene, health and social life in “underdeveloped” regions.
Moreover, forms such as community-based theater, applied theater and popular theater
are defined as translated forms of social theater (Schechner& Thompson, 2004: 11). In a
study concerning psychosocial and theatre activities with Serbian refugees, theatre has
been defined as a means of developing relationships, communication and expressions
that concentrate on the construction of roles (Schinina, 2004). Nazmul Ahsan studies
social theatre in Bangladesh and states that improvisation based on indigenous cultural
forms is an excellent way to work in local communities to raise social awareness and
accomplish specific program objectives. (Ahsan, 2004: 50) Another case study with
refugees discusses performance as a way to develop critical awareness of health
programs (Conquergood, 1988). Erlmann, through an ethnographic study with Zulu
migrant workers, points out that isicathamiya performance enables the powerless to
interpret the ideas, attitudes, and actions of the powerful (Erlmann, 1992: 691). In
another study, the “theater of the oppressed” workshops, through the notions of
interactivity, performing and strategizing, are described as the spaces to name and
discuss oppression and empowerment (Karabekir, 2002).

Many of these studies concentrate on theater as a means to develop some
awareness about the social conditions of the participants in the theater activity.
Whatever the task is, the form of doing theater and the motives of the participants are
not stressed, but the aim of the activity as social work is emphasized. Moreover, many
writers analyze not the autonomously emerging theater activities but the ones brought
by trainers/researchers to these disadvantaged groups (Conquergood, Schinina, and
Karabekir). Therefore, even if there are studies including detailed narratives of the
participants, most studies reflect the voice of the researcher, or those of the
trainers/researchers who brought theatre activity there, rather than the voices of the
participants. Therefore, not the meaning of engaging in a performance activity but the
functioning of that activity in the broader context of the society is privileged.

Studying performance as a process rather than an event, where individual and

collective histories of participants come out, allows us to view theater as a social event
3



where participants acquire the ability to transform their social lives. Referring to
Conquergood’s discussion on performance studies, taking proximity rather than
objectivity as an epistemological point of departure will lead to a deeper understanding
of theater as a social activity (Conquergood, 2002: 149). Thus, research on such a topic
with those mentioned privileges will open a space for analyzing theater not only as an
artistic form from the perspective of theater studies, anthropology or even performance
studies, but also as a cultural formation from the perspective of cultural studies.

This thesis does not claim to discuss the position of the ZPT theatre experience
in the history of the alternative-amateur theatre experiences in Turkey, or even in
Istanbul, nor does it aim to compare the ZPT theatre experience with the other
alternative-amateur theatre experiences in terms of theatrical form, organization and
artistic choices. Rather, my aim here is to look closer at the “political” element in the
sense of the relation between artistic product and the social conditions of people by
analyzing the contact between theatrical performance and the everyday life experiences
of ZPT members, focusing on their subject formation processes following the narratives
of transformation. However, this research of contact will be more meaningful by
thinking it through the notion of alternative-amateur theatre in Istanbul, and the history
of theater in Turkey.

For the pre-republican period, it is possible to mention a multicultural theatre
atmosphere in Istanbul. It can be argued that the cultural, linguistic and religious
diversity of Ottoman life had been reflected in the theatrical life of the city. Armenian
amateur and professional groups had been the founders of the theatre in Turkey, and
also visiting troupes such as French, British and many others, had contributed to the
theatre in Istanbul. Moreover, the public forms of theatre such as Karagoz, Hacivat and
Ortaoyunu had been the components of Anatolian entertainment culture (And, 1983).
However, after the foundation of the Turkish Republic that heritage of diversity of
cultures and forms started to be assimilated into a state centered and national form of
theatre under the influence of Western national theatre forms. In the 60s, groups
claiming to be politically active were engaged in experimental theatrical productions
influenced by the theatre of the absurd and existentialism, which were prominent in the
West at that time. (Kurhan, 1999: 25) Theatre, like all spheres of Turkish society, had
been affected by the 1980 military coup and suffered a period of decline in production.
Then in the 90s, the theatre atmosphere in Istanbul started to awake. There is not a

coherent academic study on the history and the experiences of the alternative theatre in
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Turkey; developing a coherent narrative on the history of non-conventional theatre in
Turkey could be the topic of a detailed study. However, here I use my personal
observations and information from the theatre field in order to provide a sense of the
alternative theatre scene in istanbul.

Today the theatre atmosphere in Istanbul is composed of many different strands
of theatre works and groups. State theatres and the city theatres represent the more
conventional tradition of theater. On the other hand, there is an abundance of private
theatre companies, some of them claiming to be alternative in the sense that their work
is more experimental than the conventional mainstream theatre productions. Amateur-
alternative theatre groups, university club groups, workers theatre groups, neighborhood
theatres etc. also constitute a large proportion of the theatre groups. The Istanbul
Alternative Theatre Platform is one of the collectives founded as a communication and
solidarity organization between these alternative-amateur theatre groups.® Moreover,
there are the recently emerging performance art circles which include the theatrical
performances also claiming to be an alternative to the conventional way of doing art,
and also theatre. Contemporary Performing Arts Initiative’ is a communication platform
of these performing arts circle.

In an age in which it is argued that theatre is dying; this motley scene tells us
that theatre is actually not dying, but becoming something else. The rise in the existence
of groups or permanent performances raising claims of feminism, LGBTT movement,
Kurdish issue and other democratic rights movements® gives us a clue into the idea that
people engage in theatrical activity in parallel with their identity belongings and their
political stances. Theatrical experience has been come to be an activity of forming,
changing and displaying subject and group formations, and expressing ideas about the
public culture. How these groups/people experience theatre in relation to their lives and
identities would be worth studying in detail. ZPT stands on somewhere in this wide
range of theatre activities. Although I neither aim to map this medley nor to situate ZPT

in it, I employ it as the background of my analysis of ZPT through which people’s

“For a detailed discussion on IATP, see Chapter 2.
> Cagdas Gosteri Sanatlar1 Toplulugu [CGSG]
% Some examples are: Feminist Women Circle Theatre Group (Feminist Kadin Cevresi

Tiyatro Grubu), A Theatre of One’s Own (Kendine Ait Bir Tiyatro), Pink Life Theatre
Group (Pembe Hayat Tiyatro Toplulugu), Teatra Bakur.



demands and claims about life and their identity formations have been expressed
through theater in istanbul.

I conducted interviews with the young members of ZPT. Therefore, “youth” as a
topic also stands in the background of this study. Neyzi, analyzing the discourses
produced about youth in Turkey, marks the object position of the notion of youth and
proposes this discourse analysis as a background for an ethnographic study on youth
(Neyzi, 2004: 414). Drawing upon Neyzi’s main argument, this study attempts to
position the young people of ZPT as the subjects of their narratives on theatre and their
lives. The young people I interviewed in ZPT can be included in the youth generation,
which is characterized as being “apolitical” and “unresponsive”. Liikiislii analyzes this
myth of apolitical youth and argues that it will be worth looking at why traditional
forms of politics are not currently attractive for the young people rather than simply
settling with the idea that they have chosen not to be involved in it (Liikiisli, 2009:
196). Moreover, she argues that young people have developed new forms of
participating or consciously not participating in politics; therefore, even if they do not
actively participate in politics, they do produce some political stances. This
ethnographic study with young people can also be read as one of the alternative ways
that youth produce strategies and therefore in a sense, everyday life politics, even if they

do not participate in politics.

Methodology

I had a relationship with ZPT prior to my field research, therefore, it was not
difficult for me to enter into the field. I conducted 17 recorded interviews. 13 of them
were with the young members of ZPT; 5 of them had left the group and 8 were still in
the group.” Other interviews were with the trainer, the former trainer, another youth
theatre group trainer and the mother, who is also the owner of the canteen located in the
building where ZPT rehearsals take place, of one of the former members of the group. I
carried out the recorded interviews between March and June 2009. I acted as a

participant observer once a week in the rehearsals of the group in May 2008 and from

” Throughout the thesis, I used pseudonyms for my interviewees except the trainer’s
name in order to protect the privacy of their personal sincere narratives.
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March to May 2009. I also cooperated with them as the stage effect practitioner in the
play Nesini Soylesem, which was staged in May 2008. I selected my interviewees from
both former and current members of the group. Even if some of the former members of
the group had experienced the children’s theatre activity in ZPT, at the time of the
interviews all of my interviewees were young people between the ages of 15-25.

I started my interviews with the trainer. She helped me contact potential
interviewees. Following that, every individual I interviewed helped me find other
interviewees. Regarding the members, my initial plan was to interview more people;
however, it was not possible to contact 6-7 former members of the group due to
problems related to their family or due to their departure from the neighborhood

When I started to participate in the group’s rehearsals, it did not take them long
to know me as ‘sister Pinar’ rather than an intruder. However, the main tension was not
caused by me being an unknown researcher but by me being a theatre person from an
acting group they were very familiar with. Because of that situation, my responses,
comments, and critiques were overemphasized; it was like a double responsibility.
While I would have preferred to be partly invisible, I was at the center of their attention.
It was uncomfortable for me because I was not a member of the group, and therefore I
would not have wanted my comments to be so decisive.

The group stages its plays in Bogazi¢i University under the organization of the
Istanbul Amateur Theatre Days8 [IATD]. Bogazici University is a very important place
for the group members; they are happy and proud that they can stage their plays in
Bogazici. Coming to Bogazi¢i University is like taking a trip for them. Given their
interest in and enjoyment of Bogazi¢i University, most of our interviews ended with
their questions about life in Bogazici, the grades they should have in order to be a
student in Bogazici and the theatre education in Bogazi¢i University Players. Some of
my interviewees also challenged me by asking the same questions I recently asked
them, like: “Can you introduce yourself?”

The interviews with the former members of the group turned into a history of
their engagement with theatrical activity. In the interviews we had in the theater saloon,
in which ZPT still conducts its rehearsals, those former members mostly expressed their

longing for playing on stage and the general atmosphere of theatre activity. Moreover,

¥ [stanbul Amatér Tiyatro Giinleri [IATG]
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some of them had prepared themselves for the interview by watching some of the plays
that they had taken part.

Throughout the in-depth interviews, I tried to allow the interviewees to narrate in
the way they wish regarding theater activity. The participant’s actual view on the
performance process and not some abstract truth about the performance process itself
was the intended aim of the interviews. The biographical information of the informants,
and their narratives about their life stories were crucial in terms of relating their
memories, experience and future plans with subject formations. Starting with the
personal life information, I hoped to be able to analyze the linkages they made between
their daily lives and their activities within theater performances. In terms of the direct
theater activity related questions, I asked mostly open-ended questions. My questions
concerning their engagements in the theater activity ranged as follows: How did they
decide to participate in that theater activity? Do they have any difficulties in
participating in that theater activity? How do their neighbors, friends and relatives
interpret their participation in a theater activity? How do they choose to stage themes?
Do they have quarrels while deciding on the way these themes will be staged? Do they
think that they are able to express their ideas and feelings throughout that theater
activity? Do they have any problems with someone from the group or do they complain
of something about the theatre activity? Why are they choosing to do theater rather than
any other arts or sports activity? How participating in a theater activity affect their
lives? Do they think to continue with theater work?

Throughout that ethnographic work with the ZPT members and my solitary
writing process, | had the invaluable opportunity not only to be involved in and reflect
on their theatre experiences, but also to consider my own experience with theatre. This
study had helped me to question and scrutinize deeply the meaning and the experience
of performing on stage, and the relation of artistic experience with daily life, both in the

case of the ZPT participants and me.

Organization of the Chapters

In the second chapter, I will begin with introducing Zeytinburnu People’s
Theatre. Starting with the story of the foundation of the group, I continue with narrating

on Zeytinburnu as the place of origin of the group. I describe the group’s relationship



with the Istanbul Alternative Theatre Platform, which had been very influential in the
initial years of the group, and then I focus on the plays, themes and the changing
conditions of the group. The position of the trainer is contextualized seperately, as her
position is the one most worth being discussed in detail. The organization of rehearsals
and the general working dynamics of the group is another subtitle. Who are the
audience of ZPT and their relationship with the group are the points lastly discussed in
that chapter.

In the third chapter, I focus on the interplay between everyday life and theatrical
performance. I discuss how ethnicity, gender, family relations and class positions have
been addressed on stage in relation to everyday life. Drawing upon Victor Turner’s
definition of liminoid, I conceptualize the process of theatrical performance as an
inbetween experience through which the pressures of ordinary life can be inverted and
the possibility of being critical can emerge.

In the fourth chapter, I focus on the narratives of the participants, looking to
discover in them the meaning of being engaged in a theatre activity. Moreover, their
comparisons between the ZPT and two other theatre experiences have been discussed in
order to decipher the interviewees expectations and the critiques of a theatre activity. In
the second part of that chapter, the inner dynamics of the group have been analyzed to
have an understanding of ongoing power relations in the group. I conclude the chapter
with the discussion on the limitations of the transformative potential in the light of the
participants’ narratives regarding the change they had gone through with theatrical
experience, their experiences in other groups and the contentious relationships within
the group between the participants and with the trainer.

In the fifth chapter, I conclude by discussing theatrical performance as a
meaning making process in one’s ordinary life and one which is historically understood
as external to the routine of daily life. I argue that theatrical performance is a way of

developing self-reflexivity, an intrinsic force to the flow of everyday life.



CHAPTER 2

ZEYTINBURNU PEOPLE’S THEATER

2.1. Foundation of the Group

Zeytinburnu People’s Theater’ [ZPT] was established in the Zeytinburnu-Telsiz
neighborhood in late 2001. Two women, Fadime Yilmaz and Meryem Sarikaya, who
had been engaged in different theatrical activities before ZPT, were the initiators for the
foundation of group. Fadime Yilmaz, who still continues to work with the group, was a
member of a theater group called Independent Stage in Beyoglu; Meryem Sarikaya who
left ZPT after the first two years had been a player in Public Houses. Soon after
deciding to continue theatrical activity in their neighborhood in Zeytinburnu, Fadime
and Meryem had meetings with associations, the municipality and local people in order
to find a place for trainings and rehearsals. The Telsiz Neighborhood Culture and
Solidarity Association'® had answered their request and provided them with the
association’s shop-like place for theater rehearsals.

Following the procurement of a rehearsal hall, these two women had announced
to their very close circles that they would lead a theater activity in the neighborhood. As
a result of this type of an announcement, the initial participants of the ZPT were mostly
their relatives, neighbors and friends. Varying in age, occupation and gender, the group
was composed of small children, students, housewives and salaried workers. Starting
with such diversity, the initiators had designated the group as the “people’s theater”.

The makeup of the group from its inception until today has reflected the general social

? Zeytinburnu Halk Sahnesi

' Telsiz Mahallesi Kiiltiir ve Dayamisma Dernegi

10



structure of the Zeytinburnu district, namely lower class immigrants and a great

plurality of ethnic origins and religious affiliations.

2.2. Zeytinburnu

Zeytinburnu is mainly composed of gecekondus'', a feature that makes it a
unique district in Istanbul. The gecekondus had been built by the migrants settling in
different parts of Zeytinburnu, mostly near the newly emerging industrial areas.
Zeytinburnu had been an administrative district in 1957; however the migrations started
in 1945 and have since continued. Migrants from within Turkey and those from beyond
the borders have been coming to Zeytinburnu. The immigrants outside of Turkey have
primarily come from Yugoslavia, Bulgaria, Greece, Afghanistan, Romania and other
Turkic republics, while those from within have traveled from the Black Sea regions and
parts of East Anatolia. The population increase in Zeytinburnu between the years 1990-
2000 is remarkable'? and the main reason for this increase was the forced migration
resulting from civil war in the Kurdish region of Turkey. An important datum
concerning the population structure is that the young population under age 15 in
Zeytinburnu is very high compared to the general population trend in Turkey (Ed.
Ceker, 2003). Many children and young people of migrant families in Zeytinburnu are
not able to attend school. Instead, they start to work in leather, shoes and textile
factories/workshops from very early ages (seven or eight years old) in order to
contribute to the family budget or to feed their unemployed family members. Many of
these children/youth work in very bad conditions in the underground sweatshops of
Zeytinburnu. Similar to other immigrant districts, many other psychological, social and
economical problems resulting from migration are strikingly visible in Zeytinburnu.
Issues such as poverty, domestic violence and lack of social services, to name a few,
play prominent roles in their lives.

This type of picture of Zeytinburnu as an old but still developing immigration

district has been reflected by the children attending theater activity in the ZPT in the

' Shanty house

12 population increase in Zeytinburnu between these years was %49.5 while the ratio
was %37.1 for Istanbul between the same time period. (Ed. Ceker, 2003)
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Telsiz neighborhood. As the Telsiz neighborhood is a neighborhood that has been
shaped in the last 15 years and that still has gecekondus in it, all the children from the
neighborhood were migrants, either first generation or later ones. Fadime Yilmaz
narrates the social and psychological situation of the children participating in theater

activity in the Telsiz neighborhood as such:

Children were really dispersed, confused, separated, broken, those who did not
have the conditions to relate facts. That situation was rebounding actually:
interference, not obeying, insulting, pushing each other, hindering, humiliation,
underestimating, othering...all these concepts were running there wildly."

2.3. istanbul Alternative Theater Platform-Initiative

ZPT has been a component of Istanbul Alternative Theater Platform'* [IATP]
since its foundation, and after the disintegration of this platform, the group continued its
contact with Istanbul Alternative Theater Platform-Initiative [IATP-I] which can be
considered as a continuation of IATP. The group has staged their plays in the annual
theatre festival, Istanbul Amateur Theatre Days15 [IATD]. Furthermore, IATP has been
very important in terms of supporting the group by giving advice, criticizing and
helping the trainer in educational issues.

The TATP-I takes its roots from the IATD, the theatre festivals organized in
Bogazi¢i University beginning in the 1980s. In the 1990s, this theater network,
developed during festival times, became a continuing structure, aiming not only to come
together during festival times but also to have relationships of cooperation throughout

the year, under the title of Amateur Theatres Circle '°[ATC].

B Cocuklar gercekten daginik cocuklardi, kafalart karisik, boliinmiis, parcalanmus,
olgular arasinda ¢ok baglanti kurabilecek kosullari olamamis ¢ocuklard: ve gercekten o
yanstyordu o zaman daginiklik, birbirine satasma, dinlememe, hakaret etme, itme,
diisiirme vurma, engelleme, asagilama, hor gorme, Otekilestirme... biitiin bu kavramlar
orada cirit atiyor...

' Istanbul Alternatif Tiyatrolar Platformu [IATP]

' Istanbul Amatér Tiyatro Giinleri [IATG]

' Amatér Tiyatrolar Cevresi [ATC]
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The group mentioned above as Independent Stage which the trainer of ZPT,
Fadime Yilmaz, had been a member of, was a component of ATC. In 2000, some
female members of Independent Stage including Fadime Yilmaz had announced to the
public that they were exposed to sexual harassment by their director and trainer Mehmet
Esatoglu, and called all sensible people to intervene in this issue and support women in
Independent Stage. This issue had been handled in the ATC as an issue of ‘sexual
harassment in theater education’ and from it two sides emerged: One side clearly saying
no to sexual harassment and the other rejecting discussion of the issue in the platform,
believing it to be an internal matter of the group.'” As a result of this discussion, the
ATC has been separated and the IATP has been founded as a new platform.

The membership of the ZPT in the IATP coincides with this new platform’s
beginning. Leaving Independent Stage and starting ZPT, Fadime Yilmaz has been the
representative of ZPT in IATP. In 2005, another wave of discussions concerning the
principles and the necessities of functioning as a platform was held and the proponents
of the platform who wanted to sustain this cooperative relationship declared that they
would call themselves a platform-initiative, designated as IATP-I rather than simply a
platform in order to be able to investigate the ways to build a real cooperation platform
of theater people.'®

IATP-I is a platform which is constituted by commissions such as university
groups, workers groups and theatre-trainers. The aim of being structured as
commissions is to provide the ground for those amateur theatre people to share their
repertoire and knowledge concerning theater and having close relationships of
cooperation. Moreover, the members of these commissions are responsible for the
organization of festival days specific to their activities. Fadime Yilmaz is one of the
members of the theater trainer’s commission, and she relates that mutual support in this
commission helped her a lot in forming a trainer identity. The theatre trainer’s
commission was founded in 2005, in the third year of the ZPT, and has continued
through IATP and IATP-I. However, soon after 2009 festival, due to problems in the
organization of the festival, communication problems between the members of the

commission and the inability to cooperate, the members of the commission declared that

7 See www.iatp-web.org

¥ See Appendix A
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they could meet the necessities of being a commission and so the theater trainer’s

commission was dissolved.

2.4. Plays, Themes & Changing Conditions of the Group

ZPT staged Anton Chekhov’s play Diigiin"® in 2002-2003 and Ay:*° by the same
author in the following year. After staging 4y in the festival of the IATP in May 2004,
theater people in the platform suggested the group to focus on children’s theatre rather
than dealing with the difficulties of doing theater with a very mixed group of people. In
the beginning of third year, group members Fadime Yilmaz and Ayse Acar agreed on
doing theater with children, and became the trainers of the ZPT children’s theater,
taking the mentioned suggestions into consideration. Fadime recounts how actually

focusing on children’s theater was a good decision as such:

...there was an excessive amount of children in the neighborhood; it was not hard
to reach them. We had already 5-6 of them present in our rehearsals, at times ten
children were watching us under the windows of the shop-like place we were
rehearsing. The cast we needed was waiting outside the door, waiting to come in
only if we opened the door. There was no need to go far, we had our eyes so
closed off, that we were unable to see what was under our’ noses. 2

The first play of the ZPT children group was the play called Biz Herseyin
Farkindayiz*. This play’s text was collectively formed by the children in the group as a
result of improvisations under the guidance of the trainers. The trainers Fadime and

Ayse were also players on the stage in that first year. What had significantly come out

' The Wedding

2% The Bear

21 .. Ciinkii yani mahallede istemediginiz kadar ¢ocuk var. Ulasmak ¢ok zor degil zaten
sey yani, calismalarinizi bile en az bes alt1 tane, abartiyim on tane ¢ocuk, kapattiginiz o
atolyenin camlar1 altindan caligmalarinizi zaten izliyor, hatta kitle kapida hazir, kapiy1

agsan kitle iceri gelecek, oyuncu kitlesi hani hi¢ uzaga gitmeye gerek yok, goéziimiiziin
ontlindekini gérmiiyormusuz, dyle gozlerimizi kapattik ki.

> We Are Aware of Everything; this play is staged in May 2004,
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from the improvisations of the children was domestic violence. When the trainers
wanted them to go on the stage and play a story of their lives, nearly all of them started
to role play wife and husband quarrels, violence exerted by their fathers on their
mothers, or by their mothers on themselves. Even if they differed in details, nearly the
same script in all the childrens’ performances was enacted: Something/someone comes
into the house, it is full of tension in there, and then the child gets sad. Fadime Yilmaz

tells the initial improvisations of the children in these words:

A family watching the television, a family quarrel, a father who is coming home
late, a mother washing the dishes continuously, a child who is asked to bring the
glass, breaking the glass, domestic scenes such as these...Child is driven away
from the room, mother leaves the room, father is shouting, grandmother is angry,
eventually always a dramaturgy on destruction: You see significantly what kind
of living conditions that these children are under...*

While before they were only rehearsing in the Telsiz Neighborhood Culture and
Solidarity Association’s place, in 2004, all the participants had been the members of the
association and the group became the company of the association. Continuing the
theater activity with children, the trainers became aware of the fact that children have
many reasons preventing them from participating in theatrical activity. One of the
biggest problems was students’ failures in their courses. As a solution to this problem,
the two trainers of the group asked their close friends, who generally described
themselves as anarchists and were willing to volunteer their time to help the people of
the neighborhood to start supplementary English, Mathematics etc. courses for children
and young people in the association. By supporting children in terms of their courses,
the main obstacle preventing the children from participating in theater activity had been
overcome.

In the second year of the children’s theater group, hip hop dancers who were all
male, started to come to exercises of the ZPT. Okan, who has been a member of ZPT
since it was founded, and is a hip hop dancer, invited his dancer friends and they started

one by one to come to rehearsals. With their attempt to partake in the group, there

3 Televizyon izleyen aile, ondan sonra kavga eden aile, eve gec¢ gelen baba, siirekli
bulasik yikayan anne, bardag: kiran, bardag1 gotiirmesi istenen g¢ocuk, boyle boyle ev
icleri geldi... Televizyon seyreden aile sahnesinde ¢ocuk odadan kovuluyor mesela,
anne oday1 terk ediyor, baba bagirtyor, babaanne kiziyor, sonucta hep bdyle yok etme
lizerine bir dramaturji c¢ikiyor, ¢ocuklar1 ¢ok belli goriiyorsun, yasam alani dedigin
cocuklarin bu kendisinin...
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emerged a girls-boys tension in the group. The girls did not want these newcomer boys
to get onto the stage with them —the girls felt that since they did not work as the girls
had worked and that they were “only” dancers, what was their aim in doing theater? At
that point Fadime as the trainer had been the referee and placed the boys under some

conditions:

I will allow your material to be staged independently under one condition: It is
prohibited to scuffle with the girls, you will not provoke them, you will not
humiliate and upset them. So, my sole condition is that you will not upset the
girls. In return for this, I will make your hip hop visible on stage. **

After this initial tension was moderated, the hip hop dancers became an inseparable
component of ZPT. In every play, the group includes a part in which hip hop, capuevera
and break dances are performed. Also, they staged scenes problematizing the prejudices
against the young dancers on the street, and the drug problem that these dancer boys
themselves or their friends are confronted with.

The themes of the play underwent changes as the children grew into their
adolescence stage in the latter part of their second year in the group. They were
presented with new problems in the public sphere; the school, the neighborhood and the
street, in addition to the difficulties they had inside their homes. The domestic problems
started to be harsher. Discerning some clues through the rehearsals about these new
problems, Fadime began to separately visit the homes of the girls and boys. She pointed
out that those home visits had been very crucial in terms of mitigating some of the
public sphere and severe familial problems. As nearly all of the participants, including
the trainer Fadime Yilmaz, were neighbors, it was easy for them to get together and
conduct these home meetings as natural gatherings; they had fun, ate and talked about
everyday life, theater, school... The problem of being exposed to drug dealing circles as
a result of their close proximity to the hip hop dancer crowd had come out in these
conversations. Also, an in-family rape event had been declared by a young girl in these

talks. In accordance with these newly emerging problems of the group members, themes

** Sizin getirdiginiz malzemeye sahnede Szgiirce yer verecegim ama bir sartla, kizlarla
itismek kakismak yok, onlar1 tahrik etmeyeceksiniz, onlar1 sikayet etmeyeceksiniz,
onlar1 asagilamayacaksiniz, tizmeyeceksiniz, yani tek kosulum kizlar1 tizmeyeceksiniz.
Ben de size bunun karsiliginda sizin hiphopunuzu sahnede goriiniir yapacam.
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in the plays were modified in such a way as to incorporate humiliation towards hip hop
dancers, or sexual harassment incidences that women faced on the street.

In the next two years, they had continued to play Biz Herseyin Farkindayiz-2>
and staged a second version of this play; also they had prepared another play called
Sokaktaki Ozgiirliik¢ii Cocuklar®®. Throughout these three years, a relative continuity
concerning the participants of the group had been achieved; a group of five children
kept going on with the ZPT. However, many of children had left the group, mostly
resulting from familial problems. In 2006, while the children group was rehearsing for
the play Biz Herseyin Farkindayiz-2, a youth theater as a separate group in the ZPT was
established. Some of the third year members of the group were growing up and the need
to divide the children from the young people materialized. Serpil Demirci, who was a
member of IATP trainer’s commission and also a friend of Fadime Yilmaz, volunteered
for training the youth group. The youth group first staged a play called Bekar Odasi*’.

After ZPT staged Bekar Odasi and Sokaktaki Ozgiirliik¢ii Cocuklar, Telsiz
District Culture and Solidarity Association had closed its doors to cultural activities.
The trainers Fadime and Serpil recounted that this closure was strongly related with the
association administration’s discomfort with ZPT. As a social activity becoming
popular in the neighborhood, the groups’ staging themes such as discrimination against
Kurds, Romans and Alevis, bad working conditions in sweatshops, or their criticizing
the national history courses at school had annoyed the management of the association.
Therefore, ZPT was no longer the theater company of the association. However, another
association organization, called the Neighborhood Natural Disaster Volunteers
Association®, was emerging in the neighborhood and Fadime had proposed this
association to continue her theater activity with the ZPT as the theater of this
association. Being the theater of Neighborhood Natural Disaster Volunteers Association
changed the participant profile of ZPT. With drop-outs from the continuing group
through the last three years, the new comers to ZPT were not the ones from the

particular neighborhood but mostly children of middle class families who were engaged

%> This play is first staged in May 2005.
2% Children of Freedom on the Street; this play is first staged in May 2006.
>’ This play is first staged in May 2006.

¥ Mahalle Afet Géniilleri Dernegi [MAG-DER]

17



with the association. Moreover, related with this type of a changing dynamic in the
structure of the group, the themes handled, particularly in the children’s group, changed.

Fadime describes this change in these words:

The children profile changed about ninety percent. Most of them were from the
lower middle class, and had some experience of materialism and their families
had more control over their attendance...The majority of the children from the
Telsiz District were coming to rehearsals without the permission of their
families, and when they finally informed them but it was too late for the parents
to interfere. It was a struggle because parents did not allow their children to
participate. When I started to work with children again I was happy but I was
saddenned by the departure of my old cast. These children were not attending
rehearsals as enthusiastically as the previous children, making silly excuses to
miss sessions; excuses as silly as cutting off of electricity or water in their
homes. So what happened? Suddenly the themes changed from the more
immediate surroundings of the children to broader social issues such as global
warming and environmental politics. Bam! The woman, child and oppression
issues suddenly dissolve.”

Rather than ethnic discrimination or bad working conditions, these newcomer
children were interested in environmental issues. Consequently, that year (2007), the
children group staged the play called Diinya Yok Oluyor Cocuklar Ne Olacak. ZPT’s
position as the theater of Neighborhood Natural Disaster Volunteers Association lasted
only one year, and from then on Fadime Yilmaz, in the capacity of an independent
trainer, carried on the theater activity.

In the initial two years after being founded in late 2001, ZPT was a mixed group
with great diversity in terms of age, gender and occupation and staged two plays: Diigiin
and Ay1. Following that, the group continued as a children’s theater group for two years
and staged Biz Herseyin Farkindayiz 1&2. Starting in 2006, ZPT has continued as a

group of two sub-groups; children and youth. Thus, the plays for each year doubled; one

¥ Cocuklarim profili yiizde doksan degisti. Alt orta simf ¢ocuklar oldu hemen hepsi bir
sekilde, ekonomiye bulasmis olan c¢ocuklar ve daha ailelerinin kontroliinde gelen
cocuklar oldu... Telsiz Mahallesi’ndeki ¢ocuklar ailelerinden habersiz geliyordu yiizde
90 sonra haber veriyordu, ama is isten gecmis oluyordu... Miicadele etmis oluyordu
kimse goniillii gondermiyordu ¢ocugunu... Ben yine ¢cocuklarla yapmaya basladim ama
cok mutsuzum o kadro gitti. Bunlar1 bdyle bir tintintin gelen giden ¢ocuklarin saati
belli, boyle tek tek gelen, havayl suyu muhabbet eden hava yagdi gelmeyen sular
akmiyor gelmeyen elektrik kesintisi gelmeyen bdyle tipler ¢ikti karsima... Ne oldu?
Kiiresel 1sinma ¢evre politikalarima girdik. Yani sosyal politikan olmayinca c¢evre
politikan mutlaka oluyor yani, kadin, cocuk ezen meseleniz piiik degisiyor bdyle.
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play from the youth group and the other from the children group. From that date, the
group staged the following plays as youth and children group respectively: Bekar Odasi
and Sokaktaki Ozgiirliik¢ii Cocuklar in 2006, Nesini Séylesem and Diinya Yok Oluyor
Cocuklar Ne Olacak in 2007, Nesini Soylesem-2 and Cocuk¢a in 2008 and Ellerimiz and
Ovlkiimiizii Kendimiz Yazdik in 2009.

2.5. Position of the Trainer

Fadime Yilmaz as one of the starters of the group and still working with the
group as the trainer, seems to have a very central role in the group. Zeytinburnu
People’s Theater is seen as “Fadime’s group” rather than ZPT in the neighborhood.
Based on my interviews with the young people who have been members of the
children’s or youth group in ZPT, the members’ engagement in the theatre activity in
ZPT is strongly bound with their close relationship with Fadime Yilmaz. Some
biographical information about Fadime Yilmaz will help to evaluate her position as the
founder and the trainer of the group and her relationships with children and young
people.

Fadime is a Kurdish and Alevi woman from Tokat. Having lived in an Alevi
village in her early ages, she had come to Istanbul after high school. She is in her 30s,
works as an accountant and is single. On coming to Istanbul, she had been involved in
some leftist organizations, mostly those close to the Kurdish movement. Also, she had
started to attend Philosophy courses in Independent University’'. There she had decided
to do theater with some other women and founded Independent Stage™, which was
mentioned above as a member of ATC. Independent Stage is where she had first
engaged in theatre activity. Fadime Yilmaz was the representative of that group in ATC,
and she was also one of the women opening up the sexual harassment discussion to this
circle. Moreover, she took a role in the campaign “No to Sexual Harassment in Art”

which was organized by feminist women in ATC. Fadime Yilmaz was one of the

3% See Appendix B for summaries of some of the plays of the group.
31 Ozgiir Universite

32 Ozgiir Sahne
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victims of that sexual harassment event, and due to these discussions Fadime Yilmaz
had left the group. The sexual harassment event and her taking part in the campaign
with feminist women made her acquire a feminist identity, a development which would

be effective in her work with children and young girls. She recounts:

...we have learned so much in that period. We have learned a lot in that women
commission against sexual harassment in theater. We worked with feminists.
When you start to discuss this as violence, as a violation of rights, you become
confused, but it is a nice confusion.*

Having decided not to engage in any theatrical activity in Beyoglu, she returned to her

own neighborhood in Zeytinburnu. She narrates her coming back as such:

Thus, I had forgotten what was happening in my home place, I was totally
unaware. People coming to our house, one from The Freedom and Solidarity
Party’* one from The Labor Party>, you are greeting people from Democratic
Society Party®®. There is an association in your neighborhood, you meet with
people, something is happening around you. But you left your mind in Beyoglu,
leaving that group and coming to Zeytinburnu, I said, one second, ohhh! There
are people I say hi to and people I will go and see and I have time, and it is very
nice. | grew aware...

Her alienation from Beyoglu theater circles and her personal sexual harassment

experience have been determining factors for her to view theater as not only an art

¥ .0 donemde biz ¢ok sey ogrendik. O tiyatroda tacize karsi yapilan kadin
komisyonunda ¢ok sey o6grendik. Feministlerle calistik yani orda. Yani bunun bir siddet
oldugunun hak ihlali oldugunun bunlarin zaten tartigmaya basladigin zaman kafan
karisiyor yani, giizel bir karigliklik oluyor.

34 Ozgiirliik ve Dayanisma Partisi [ODP]
3 Emegin Partisi [EMEP]
3% Demokratik Toplum Partisi [DTP]

37 Sonugta unutmusum seyi yani ben yasadigim yerin ne oluyor gercekten bihaber yani,
eve giren cikan iste birisi ODP'den geliyor, birisi EMEP'ten geliyor, DTP'lilerle
selamlasiyorsun. Mahellende mahalle dernegi, siirekli goriisiiyorsun bir sekilde,
birseyler oluyor senin ¢evrende, senin oturdugun yer... Ama sen Beyoglu'nda kalmis
aklin sanki orda, ben bdyle bir sekilde zorunlu gerekli, ihtiyag. Mesela o yapidan ayrilip
Zeytinburnu'na benim gelmem ohh be bir saniye falan dedim yani. Bir saniye ya,
insanlar var boyle merhabalastigim, ben bir gidip goériiseyim, ne giizel zamanim varmis
falan. Oyle ben bir fark ettim...

20



activity, but a social activity in which she also nurtures her relationship with children
and young people outside of theater times, making the theater activity a continuous
social network of the people in it. She names this position of herself as “social
worker™®,

Fadime Yilmaz does not have any theatrical education other than the experience
in Independent Stage. As she left that group after the sexual harassment incident, she
says that this experience in Independent Stage is the one that limits her relation with
theatre rather than being the one that develops her in terms of theatrical education. Her
education in theater was formed mainly with her participation in the trainings of the
teacher’s theater group in Education and Science Employees Union Brach Number 2.
In addition to that, she had also participated in some workshops organized by IATP. As
she points out also in her narrative, IATP, as a solidarity platform between alternative
theatre groups, holds crucial value in both adding to Fadime Yilmaz’s trainer identity
and also in sustaining the existence of ZPT as a group.

Based on my observations through the rehearsals of the group, Fadime Yilmaz is
not only a trainer who empowers the young people or children to produce scenes on
stage, but also in her role as a social worker, she has tried to help children and young
people in the group to analyze their oppressed positions through theater. Fadime
Yilmaz’s very individual effort to make these young people think critically through
theatre can be seen as a reflection of her own political background upon the theatrical
activity. However, in the last three years, the picture concerning Fadime and her own
definition as a social worker seem to have been changed. She also criticizes herself in

that issue:

It is my crazy courage, I was getting permission and taking them to evening
plays, now I cannot. Do you see how we have developed while at the same time
we are going back? I can bring them now too if I organize, but my works have
been intensified. I have many reasons. I cannot bring them. I created the problem
from myself and so I criticize myself.*

3% Sosyal is¢i
39 Egitim-Sen [Egitim ve Bilim Emekgileri Sendikasi] 2 Nolu Sube.

% Yine deli cesaretim ailelerinden izin alip onlar1 aksam gosterilerine gotiiriiyordum.
Simdi ben giindiiz gosterilerine gotiiremiyorum, ne kadar gerileyerek de ilerlemisiz
farkediyor musunuz? Yine organize etsem gotiirebilirim, iste benim islerim ¢ogaldi, bir
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2.6. How ZPT works?

As I stated above, the trainer has a significant role in the formulation of ZPT’s
theater activities. By the direction of the trainer, plays are produced as a result of
collective improvisations. In the beginning of the year, the new comers to the group
have a training process, which includes the basic theater exercises with the guidance of
the trainer; exercises such as physical action and voice exercises. Then, they start to
discuss what will be the theme of the play. In this stage, the trainer and the participants
offer some themes mostly about their everyday lives, and then they evaluate and choose
what will be the theme/s in the coming play. After that, the trainer wants the participants
to study on these themes. The participants start to observe their environment, paying
attention to the selected theme in order to see how people relate/react/live with this
theme. For example if the theme is the urban transformation as in the play called Nesini
Soylesem, participants observe their relatives, friends and the people on the street in
order to be able see how urban regeneration affect them or how they react to this
phenomenon, if in fact they do. They chat with people concerning this issue. After
spending one or more weeks with this type of research, they come and share their
observations and information, and then they start to improvise some scenes with the
background of their research. In terms of finalizing the plot of the scenes and the text of
the play, the trainer has a more determining role than the participants.

Fadime Yilmaz told me that at the very beginning, when they were a very
chaotic group, composed of paid workers, housewives, children, young people etc., they
had great difficulty in systematizing the rehearsals. When they started to work with
children, their experience of unsuccessful systematization of the theater activity, gave
the trainers, Fadime and Ayse, an overly disciplinary attitude towards the children. They
had tried to limit the children always scolding them with: Don’t run, don’t shout, don’t
speak while your friend is speaking etc... However, Fadime confesses that in retrospect
they were unaware of the fact that it was impossible for children to express their

ideas/feelings and perform while you are trying to make them obey the restrictive rules.

stirli de bir gerekgem var benim. Gotiiremiyorum, kendime yaptigim bir sey bu, kendimi
elestiriyorum.
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Frankly, we had seen the children through a culture of discipline; we had seen
them as they were not listening to us. They were not listening actually, but it
cannot be a complaint for us, there is another solution for this. I understood that
it was not the situation afterwards; children do not listen if you speak to them.
You should make the exercise with children that will encourage them to ask
questions while talking, asking questions through a critical perspective; you
should get the child to that point. It is not like that now, now the children cannot
stop themselves from asking questions; therefore something happens on the
stage, there is no need for any commanding measures for making them obey.*!

The regular exercises of the group take place in the weekends, mostly one day
with the youth group and the other with children. Towards the performance day,
rehearsals are carried out more often. In terms of the starting and ending times, the
group determines some certain hours, however these are not so strict that the ones
having different conditions cannot extend these hours. For example the ones working at
weekends come to rehearsal one or two hours late, but it is not a problem for the group
and the trainer because of the fact that the group agrees upon the flexibility of rehearsals
to some extent in order to provide people having different conditions the ability to still
do theater together. Nevertheless, late arrivals or coming to rehearsal only from time to
time becomes a serious problem when these attitudes start to be continuous and become
obstacles for carrying out rehearsals. At those times, if the problem cannot be solved,
even after warnings to the participant, her/his role can be cancelled or substituted by
someone else.

For the last three years, the group has carried on all the exercises and rehearsals
in the theater saloon in Atatiirk Culture Center** [ACC]. This saloon is a small one, with
a capacity of nearly 80 chairs and with simple lighting. ZPT shares this saloon with
three other theater groups, which are organized as paid courses or school activities. In
the same building, there are Zeytinburnu branch offices of institutions such as:

Education and Science Employees Union, Association in Support of Contemporary

1 Biz acikcasi ¢cocuklara orada sOyle baktik, cocuklara disiplin kiiltiiriiyle baktik, bizi
dinlemiyorlar diye baktik, ger¢ekten dinlemiyorlardi ama, biz bunu sikayet degil, yani
onun bagka bir ¢éziimii var, konusun da dinlesinler sizi, 0yle olmadigin1 sonradan
anladim yani, c¢ocuklarla konusarak, ¢ocuklar dinlemez. Cocuklari, konusmaya degil
soru sormaya, konusurken elestirel bir perspektifle soru sormaya iten calismay1
vermelisin ¢ocuga, ¢ocugu, o noktaya getirmelisin, zaten mesela simdi oyle degil, simdi
cocuklar sorup, soru sorarak konusmadan kendilerini alamiyorlar, dolayisiyla sahnede
bir sey oluyor, onlar1 sahnede hizaya sokma gibi polisiye dnlemlere ihtiyag yok.

42 Zeytinburnu Atatiirk Kiiltiir Merkezi [AKM]

23



Living®; and also Zeytinburnu Social Center**. The group does not have a significant
relationship with those institutions; rather they seem to be only neighbors in the same
building.

Resulting from the experience of theater not only as an isolated art activity but a
socializing environment, a field of discussion and an expression of oneself; the notion
of time and space very often seem to lose their determining effects in rehearsals at ZPT:
They give a break, go to the seaside near ACC for a picnic and they continue their
rehearsal there, or they come in the very early morning and spend the whole day in

ACC with lots of discussion about the themes on the stage.

2.7. Audience

ZPT stage their plays mostly two times a year, one for the annual festival of
IATP-I, and the other one in Zeytinburnu for the local people to see the play. As an
amateur theater group, they do not have a purpose of gaining money from their
performances; rather they only try to meet their technical needs such as costumes and
decoration with ticket incomes of annual performances. This choice of staging the plays
only two times, to some extent is a result of the participants different conditions,
making them hard to get together for more performances or their being not professionals
aiming to tour their plays. However, that situation of exercising for nearly the whole
year but staging only two times, demonstrates that it is more valuable to focus on the
exercise and rehearsal process for ZPT rather than the staging times. Related to this, I
will not be restricting the audience only to the people watching the performances of the
group but anyone outside the group, including those having contact with the group
through exercises, rehearsals and performances: Family members of the children,
friends, relatives, neighbors, and people working in offices in ACC. Defining the
audience as such and giving attention to their contacts with ZPT is crucial in order to be
able to analyze the group’s relationship to the outside world as a local structure

speaking about their problems

# Cagdas Yasami Destekleme Dernegi

* Zeytinburnu Toplum Merkezi
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As the group was a member of IATP from the very beginning, people from the
other member groups have been consistent audiences of the group. Other than these
IATP audiences, the existence of other audiences -families, neighbors etc- and the
extent of their contact with the group, have changed owing to the changing conditions
of the group, such as rehearsal place, affiliation with associations or participant status.

At the very beginning, starting as a neighborhood theater, the residents of the
Telsiz neighborhood were the audience of the group. As they were rehearsing not in the
theater saloon but in the neighborhood association’s place, people walking on the road
could stop and have a look inside and they therefore became the natural audiences of the
rehearsal. Becoming the group of the Telsiz District Solidarity Association, most of the
people related to this association became the audience for the group. Moreover, the
mothers of the children had been coming to the associations’ place during times of
theater exercises and this also made them develop a network of mothers/relatives of the
theater children in the neighborhood. Again, in that network of women linked to theater
activity, Fadime Yilmaz had an important role. Mainly arising from her feminist
tendency, she had attempted to develop solidarity relations with the mothers. Nurten
Hanim, whose girl was a member of the children’s group, met with Fadime in these tea
meetings in the associations’ place and described the mothers’ gatherings in the

association and Fadime’s relation with the women as such:

We were going in Sundays to the association like going to a tea garden, we made
our tea, we were watching the students and also serving them, it was so nice.*

...our dialogue [with Fadime] was good, especially for women like us who did
not open up much, at the same time, it was good for children. For example we
have a lawyer problem, when I talked about this to Fadime Hanim, she
supported me and helped me as much as she could.*

When the group continued its activities under the other association,

Neighborhood Natural Disaster Volunteers Association, then people from this

* Gidiyorduk yani Pazar giinii sanki cay bahgesine gider gibi gidiyorduk o lokalde,
caymmizi yapiyoduk, hem &grencileri izliyorduk hem onlara hizmet ediyorduk yani
giizeldi.

#_ . iyiydi yani diyalogumuz ¢ok giizeldi. hele bizim gibi boyle disartya cok agilmarmus
hanimlar i¢in, ¢ocuklar i¢in ayn1 zamanda iyi geliyordu. Mesela bir avukathik isimiz
oldu, ben bunu Fadime Hanim'a anlattifim zaman bana destek oluyordu ve her tiirli
yardim ne yapabiliyorsa yapiyordu yani.
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association became the main audience, while the people in the Telsiz neighborhood
started to not constitute such an important part of the audiences.

For the last two years, ZPT has continued its theatre activities as an independent
group, and they are using only the theater saloon in the ACC. This position caused a
significant change both in terms of participants and the audience. The group is no longer
a neighborhood theater and therefore, children and young people not from the
neighborhood but from the central part of Zeytinburnu mostly attend the activities.
Moreover, differing from the Telsiz Neighborhood Culture and Solidarity
Organization’s shop-like place, group rehearsals are not naturally open to the people
walking on the street in ACM, as the theater saloon is located on the fifth floor of the
building.

In the last two years, the group has only staged its plays once for each of the
annual festivals of IATP; they could not make any performances in Zeytinburnu. This
situation has much to do with the groups’ loss of organization power; they have more
difficulty getting together, experience more people leaving the group after the initial
performance or suffer the lack of motivation by performers having to perform outside of
their local environment. In need of a detailed analysis for this organizational
dissolution, it can be argued that this situation of being unable to stage their plays in
their own environment demonstrates a significant loss of the groups affect in its own

district.
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CHAPTER 3

EVERYDAY LIFE & THEATRICAL PERFORMANCE

WE ARE AWARE OF EVERYTHING"

Whatever its origins, which probably vary from society to
society, drama tends to become a way of scrutinizing the
quotidian world... (Turner, 1987: 27)

The notion that there is a strong relationship between reality and theater —as a
fictional artistic story told on stage- has existed since the very first research was made
on drama. Aristotelian drama relates real life and theatre activity by staging fictional but
can-be-experienced events, events relating to real life values and issues, by which it
drives the audiences to feel the catharsis and learn what to do and not to do in real life.

However, in this research I discuss the contact between everyday life and theater
as a dialogic one through which everyday life and on stage performances act together in
a two way relationship, rather than one affecting the other. Therefore, my main
reference points will be the works which conceptualize theater as a genre of cultural
performance, rather than handling it as solely an artistic form. Thanks to performance
studies and also the anthropological discussions on the anthropology of performance,
theatricality can be thought of as a part of everyday life and the theatrical performance
as an interpretation of everyday life, as a way to understand ourselves. (Carlson, 1996:
6) The valuable work in performance studies, which has widened our scope on thinking
about theatrical performance, has been extremely nourished by the critical discussions
in social sciences regarding the structuralism phenomenon. Anthropology is one of the
disciplines in which a noticeable shift in theoretical emphasis from structure to process,
from competence to performance, from the logics of cultural and social systems to the

dialectics of performance has occurred. (Turner, 1987: 21) Victor Turner, through his

*" Translation of the name of the play; Biz Herseyin Farkindayiz.
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critique of structural anthropology, develops the notion of anthropology of performance,
through which he proposes to analyze the process units of culture which cannot be

analyzed within the narrow categorization of structures.

For me, anthropology of performance is an essential part of the anthropology of
experience. In a sense, every type of cultural performance, including ritual,
ceremony, carnival, theatre and poetry, is explanation and explication of life
itself...An experience is itself a process which is “pressed out” to an expression
which completes it. (Turner, 1982: 13)

Inspired by Turner’s view of every type of cultural performance as an
explication and explanation of life itself, I frame my study on ZPT as an attempt of
anthropology of performance, through which I take close look at the lives and theatrical
performances of the participants, focusing on the explication and explanation processes
between these areas. As I pointed out in the previous chapter, the theatrical
performances in ZPT are shaped to a great extent in parallel with the everyday life
experiences of the group members. Rather than trying to prove that they are performing
their daily life experiences on stage, I will try to analyze the relation between socio-
cultural processes and the theatrical performance as a reciprocal and reflexive one in the
sense that the performance is often a critique, direct or veiled, of the social life it grows
out of and an evaluation (with lively possibilities of rejection) of the way society
handles history. (Turner, 1987: 22)

Conceptualizing the theater activity in ZPT as a social phenomenon, I utilize
Victor Turner’s notion of “liminoid” as the main reference point. Liminality and
inbetweenness are some of the key concepts for the theorization of performance. These
terms point to the potential of performance to rearrange and reevaluate the social event,
where the very notion of critical possibility of choosing in one way or another emerges.
(Baumann, 1986: 4) Moving from Arnold Van Gennep’s work on rites of passage,
Turner develops the concepts of liminal and liminoid by studying the conceptualization
of limen (threshold), which refers to “transition between” in Gennep's terminology.
While liminal applies to primary social organizations and their ritualistic cultural
performances, liminoid refers to the genres of cultural performances taking place within
industrial societies. Within both of these phenomenon, the participants of the processes
are in a sense separated from ordinary life in terms of time and space, and in the flow of

liminality, they create the possibility to invert the structural functioning of ordinary life.
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What is specific to liminoid in that sense is that it is a leisure time, optional and
entertaining activity freed from the structural limitation of ordinary life. Moreover,
rather than the community experience in the liminal, in the liminoid, it is the individual
performing and therefore, she/he has the possibility to subvert as well as to invert social
structures and social roles in the ordinary life.

Framing the theatrical performance processes of ZPT within liminoid
phenomenon, I analyze the narratives of participants vis a vis theatrical performance in
order to develop an understanding of how they themselves describe and live through
this process of social life and theatrical performance together. I focus on how
individuals through entertainment and play within the collective theatrical performance
deal with their roles and experiences in ordinary life.

The theatre activity in ZPT is one mainly based on rehearsals rather than the
staging of the completed productions. In addition to focusing on the group’s
organization of theater activity, I also focus on rehearsals; because the rehearsal process
is the unique part during which an individual experiences the doubleness of
performance. Repetition and the ambiguity of the rehearsal period serve to make the
performance a “restored behavior”. The player has various chances to play her/his score
in one way or another, because the score is not a natural event but a model of individual
and collective choice. (Schechner, 1985: 37) Therefore, I explicate the performances of
the group and the players as choices developing through the rehearsals.

The narratives and the theatrical performances of my interviewees in ZPT share

some common themes. These are: Ethnic identity, family, gender and class.

3.1. Performing Kurdish Identity

Considering the multi-ethnicity of Zeytinburnu as a migration district, the
members of the group have different ethnic/religious belongings as stated in the
previous chapter. Kurdish identity is one of these that have played a prominent role in
ZPT. This is both related to the trainer’s political stance against discrimination of the
Kurdish identity in Turkey and also to the existence of Kurdish young people in the
group. The ways the participants perform Kurdish identity on stage vary depending on

their experiences of Kurdishness.
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Berfin is a Kurdish girl originally from Mardin who came to Istanbul at the age
of 4. Her awareness of her Kurdish identity was remarkable as evidenced through the
interviews. In addition to her experience of being a Kurd in Zeytinburnu, her Kurdish
identity seems to have been loaded with post generational memory she had inherited
from her parents and relatives. I did not ask her questions directly demanding her
position and thoughts/feeling about her Kurdish identity. Rather, starting our
conversation by talking about the “Mother Tongue Scene” in the play Nesini Soylesem,
we had a chance to discuss ethnicity.

The “Mother Tongue Scene”*®

takes place in the house of a Kurdish family in
Zeytinburnu. At the very beginning of the scene, the young girl (Ciran)® who is a
university student, and her mother are sitting together and having a conversation. While
the mother speaks both Kurdish and Turkish, the girl speaks only Turkish. Watching
that conversation, we as the spectators learn that these people were subjected to forced
migration; they came face to face with operations, their houses being set on fire. Then
the night comes and they fall asleep. While the mother is sleeping, she has a dream. In
her dream, her mother (the grandmother) comes. They sit together; the grandmother
reprimands her daughter for not teaching her mother tongue to her children. The mother
says it is because of the conditions in the city and also because the language is
forbidden. The grandmother interrupts saying that all those are excuses. She should
teach Kurdish to her children, otherwise the grandmother will not give her blessing.50
She advices her to start with ballads and lullabies, and also she gives her daughter a
Kurdish book. After that dream, the mother immediately starts to try to teach her
children Kurdish. It is not so easy, her daughter refuses at the beginning, arguing that
speaking Kurdish makes no sense because all her friends in the university speak Turkish
and also her education is in English. But after searching for a place to learn Kurdish at
school, the daughter witnesses the bad attitude towards the Kurdish language and
Kurdish people and her mind starts to change about learning Kurdish and also being a

Kurd.

* See Appendix C for the full text of the scene

4 Name of the character

> Siitiimii sana helal etmeyecegim
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Berfin was playing “the Kurdish mother” in that scene. While narrating how she
had prepared for the role, she told me about the stories she had collected from her

family members about being a Kurd.

(My mother) told me about her mother, in the 80s and in previous years, for
example in the period of Kenan Evren, Because of the pressures, it was
prohibited to speak Kurdish, they had been hiding everything. They had been
trying not to speak Kurdish, the soldiers had been attacking the Kurdish houses...
Then she told how difficult things were... My grandmother had experience
about Kurdish and how she had tried to teach her children Kurdish... My aunt
also told me about... Because of the pressures many people had run away to
mountains... And also I had talked with my ex-boss, their house had been
burned, they were obliged to sell their farms before coming there. That is, if a
village has been there, it has disappeared. When I asked my father about that
village, he said: “My daughter, such a village does not exist now”... Mevliit Abla
tells the story very well, she says that, when the soldiers had burned their house,
they first had walked in, they had thrown Mevliit Abla to the floor, she was a
child so when she asked “What are you doing?”, and defied the soldiers, they
faced the soldier’s pressure, their house was burned.”’

The period she was preparing for the scene became a process through which she
had learned more about her Kurdish identity. She asked various people about her
mother tongue, the evacuation of Kurdish villages and the migration from East to West,
and she had collected stories on these issues. In that sense this period became a self
ethnographic experience prior to the stage experience. The stories she had collected
show that her relatives and parents do not restrain themselves and their children from
refreshing the historical and social memory of Kurdish identity in Turkey. Rather, the
detailed stories they shared with Berfin reveal that they have a stance in choosing to

transfer the history of discrimination and exclusion of the Kurdish people in Turkey to

>l (Annem) kendi annesini anlatti, 80 dolaylar1 ondan daha 6ncesi mesela Kenan Evren
donemleri falan, o donemde baskilar oldugu i¢in, o donem Kiirtce konusmak yasak
oldugu icin hani, herseyi saklarlarmis. Kiirtce konugsmamaya caligirlarmis, askerler Kiirt
evlerini basarmig falan... Sonra annannemin o Kiirtge konusunda neler ¢ektigini falan,
onlara 6gretmeye c¢alisirken neler ¢ektigini falan anlatti... Halam da sey anlatt1 bana...
Baskilardan sebep bir¢ok insanin daga kagtigini... Bir de sey eski o patronumla
konustum, onlarin evi yakilmis buraya gelemeden tarlalarini satmak zorunda kalmuslar.
Yani Oyle bir kdy varsa, 0yle bir kdy yok olmus. Hani babama o kdyii sordugumda da
babam bana dedi ki, kizim artik dyle bir kdy yok.... Mevliit Ablam var benim o ¢ok
giizel anlatir, sey diyordu bizim evimiz yakildiginda askerler evimizi yaktiginda, ilk
igeri girmisler, ablami yere firlatmislar, o da ¢ocuk ya hani napiyosun falan diye biraz
askerlere kars1 ¢ikinca bu sefer de sey baskis1 gormeye baslamislar asker baskisi, evleri
yakilmus.
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their youth. Therefore, her families’ appropriation of their Kurdish identity seems to be
the main basis that serves for Berfin’s awareness of her Kurdish identity. In terms of her
own relationship with her mother tongue, she recounted these words, which is also a

reflection of her familial political background.

(My mother) says,: “What great efforts I had made to bring you up, look at you,
you do not even know your language, people come to our house and you are
faltering.” Well, when a visitor comes and some of my sisters and brothers
cannot even say welcome to them, because they do not know Kurdish yet. This
is because of their schoolmates. My mother says something in Kurdish but they
reply in Turkish... For example, my father prohibited us to speak Turkish with
him, so 1 cannot chat with my father, I cannot tell him something. But, as |
usually talk to my mother in Turkish, Turkish is easier for me. >
Berfin said that she took her mother as the role model for the Kurdish mother
character. In addition to the stories she had heard from her mother, she also says that
she had observed her mother carefully as a Kurdish mother and that she had tried to
contribute these ideas to the improvisation of the scene and also to her own role making
use of these observations. While the group was in the process of rehearsing for that
scene, I was there also participating as a guest in those rehearsals. What [ witnessed was
that Berfin experienced real difficulty in playing that role. She was depressed that she
was not performing well enough and she was having some quarrels with the trainer and
the other members of the group as a result of that tension. Her mood in those rehearsals
seemed to be related to the group’s atmosphere, as it was on the verge of dispersion.
However, her difficulty in that role also reveals her feelings concerning the intensity

and heaviness of her performing a Kurdish mother. The trainer interprets Berfin’s

difficulty and disorganization in that period in these words:

....We had given her a responsibility toward her own culture. Of course, Berfin
had difficulty in that responsibility. Because staging herself created a complex...
Berfin did not want to open the atmosphere she is living in, did not want to take

2 (Annem) ben ne emeklerle biiyiittim sizin halinize bak daha dilinizi konusmay1
bilmiyorsunuz, insanlar geliyo kekeliyosunuz diyor. Hani misafir geliyor, bir hosgeldin
diyemeyen kardeslerim oluyor, diyemeyen. Daha Kiirtge bilmedikleri icim. O da okul
arkadaslarindan kaynaklaniyor. Annem Kiirtce birsey sOylerken onlar Tiirk¢e cevap
veriyor.... Mesela babamin bir yasagi vardi benimle asla Tiirk¢ce konusulmayacak diye,
hani babamla oturup da sohbet edemem ben o ylizden hani oturup da birseyleri
anlatamam babama. Ama anneme daha c¢ok Tiirk¢e anlattigim i¢in Tiirk¢e kolayima
geliyor.
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that responsibility. This might have disturbed her, she might have got stuck. She
might have become confused... >
I explain her confusion about the role with the reality of performance. She was making,
not acting, therefore the rehearsal process may have caused painful moments of
revelation for her (Turner, 1982: 93). Her attempt to stage a Kurdish mother similar to
her mother and all the stories she had collected overloaded her in terms of her
performance, and rather than having an unwillingness to take responsibility, she seemed

to feel the responsibility to represent a Kurdish mother without any error.

... I had tried, because it was a very difficult role. As I said, she is a character
whose family had been dispersed, also one of her daughters is in the mountain,
the other is going to university, she is devoid of her own language, she is
underestimating her own language... I tried to play such a woman; I mostly take
the inspiration from my mother. I know very well what my mother had lived. >
Sinem is a Kurdish girl who was born in Istanbul but her family is originally
from Malatya. She first started to talk about her Kurdish identity while she was
commenting on the alternative quality of the theater activity in ZPT. The theatre activity
seems to have caused a change in her relation with her Kurdish identity. Before, being a
Kurd was not an important part of her identity, rather, she narrates, that her tendency

was to make a distinction between herself and the other Kurds, the uneducated, and the

underestimated ones.

In our house, my mother and father had forgotten Kurdish; my father says
“kapryr kapamiska”, what is this? Turkish. While they are in such a situation, I
was not underestimating anyone but, I was ashamed. “Why are they like this,

> _Berfin ¢ok yoruldu desteksizlikten bir de ona kendi kiiltiirine yénelik bir

sorumluluk ytikledik. Berfin tabi bu sorumlulukta ¢ok zorlandi. Ciinkii aslinda kendisini
oynamak kompleks yaratti. Bu benim fikrim de hani bu degisebilir yiizde yiiz dogru
demiyorum bunun i¢in, benim gozlemim Berfin i¢inde bulundugu seyi, atmosferi
Oykiilemek, goriiniir kilmak konusunda kapali davranmak istedi, yani o sorumlulugu
almak istemedi. Bu onu rahatsiz etmis olabilir. i¢inden c¢ikamamus olabilir. Kafasi
karigsmis olabilir...

> Cabalamaya c¢alistim, ¢iinkii hani ¢ok zor bir tipleme. Dedim ya, ailesi dagilan bir
tipleme, ayrica bunun bir kiz1 dagda, bir kiz1 zaten liniversiteye gidiyor, kendi dilinden
yoksun kendi dilini kiiciimsiiyor... Oyle bir kadin canlandirmaya ¢alistim ben en ¢ok
annemden sey aldim. Annemin yasadiklarini ben ¢ok iyi biliyorum.
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why are they not educating themselves, why are they not being educated?”, the
situation was like that... >

Sinem played the daughter (Ciran) of the Kurdish mother in the mother tongue
scene. When I asked her about the scene, she said, “Actually all of us played
ourselves™ . She was playing the girl who does not know or give any importance to
speaking Kurdish while her mother encourages her to learn Kurdish. In that sense, it

was very much like Gaye. She describes her relation with her role as:

Maybe I have found all the lines of my character on my own. I am not exactly
like the girl at the scene but I am not so far from her also... All of us had played
ourselves in a sense. During the play, I acted as Ciran in the way I thought in the
past and as the person I was. Maybe the change was long ago, but I played in
that way just because I thought in that way once upon a time and still there are
people thinking in that way. >’

Her relation with her Kurdish identity seemed to be modified in time through the
critical distance she had developed on her own with the support of theatrical activity.
That scene was not a revolution for her in dealing with her Kurdish identity, rather she
explains the change in her attitude as the one nourished from the discussions and the
general atmosphere of the group. However, her playing of herself and composing the
lines of the character based on her past attitude, as she said, “once upon a time”,
towards Kurdish identity points to a significant process of re-performing and criticizing.

The process of that scene can be interpreted as a significant process through which she

had become aware of her critical distance to herself through theatrical performance.

> .. yani arkadasim hani sen susun bak, biz de annem babam unutmustur Kiirtceyi,

benim babam "kapiy1 kapamiska" bu ne Tiirkge, yani onlar bu durumdayken,bende de
sey vardi hani tamam asagilama, kimseyi agagilama gibi bir durum yok, ama sey vardi,
1yyy bunlar niye bdyleler ya niye bunlar kendilerini egitmiyor, egitilmiyor falan
durumum vardi.

*% Aslinda hepimiz kendimizi oynadik.

> Belki de biitiin repliklerimi kendim bulmusumdur, tam olarak degil belki ama evet
orada yansittigim tipe ¢ok uzak degildim... Herkes hani biraz kendini oynadi filan, ama
oynarken ben bir zamanlar diisiindiigiim seyleri, bir zamanlar oldugum Gaye'yi belki
Ciran olarak yaptim Oyle. Cok daha 6nce belki degisti ama yani, bir zamanlar Gyle
diistindiigiim ve hala simdi 6yle diigiinen insanlar oldugu icin dyle yaptim.
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3.2. Family: Obstacle and Rich Material for the Stage

Family, as a theme, has emerged through the interviews on the parents’
preventive and skeptic attitude towards the theatre activity. I had stated in the previous
chapter how the Telsiz District Solidarity Organization became a socialization space for
the mothers of the group members and a contributing factor in the children’s
continuation with the theater activity. Moreover, in terms of overcoming the players
being prevented by their families, the individually good relationships the trainer had
developed with the families, particularly with the mothers, had been effective.

Asli tells how in the beginning her family was the biggest obstacle for her to
participate in theatre activity in ZPT, but then goes on to tell how the situation changed

and how even her mother became a player:

... At the very beginning, the biggest obstacle was my family. My family did not
want to allow me to go to theater because it was a little bit far away. Zeytinburnu
was a place I did not know very well. They did not allow it, because it was
dangerous. Also, since people regard art in a material way, as they do not know
this activity in any other way, that is, they do not know what theater is, my
family did not allow me to go to theater. But I escaped, I escaped from home
constantly, I went outside by lying all the time. By lying I escaped and escaped.
Then, when they understood they could not insist any longer... [Fadime Abla®]
of course, she intervened; she really wanted me to come to theater. After that,
since Fadime Abla visited us frequently, my mother got used to it... and
eventually, she grew to like it, and got to the stage a few times herself.”

Hale is one of the players who started to participate in theatre activity in 2009.
She also has some problems with her family concerning theater, however, she does not
seem to have found a solution for this, and theater itself, as a matter of tension,

continues between her and her mother. Describing her conflict with her mother about

38 «Sister Fadime”

* _..En biiyiik engelim ilk basta ailemdi. Ailem biraz uzak oldugu i¢in gdéndermek
istemiyordu... E Zeytinbunu zaten bilmedigim bir yerdi. Tehlikeli oldugu ig¢in
gondermediler. Bir de genelde insanlar sanat, sey farkli gézle baktigi i¢in, siirekli maddi
gozle baktig1 i¢in, bu isin de bdyle oldugunu bilmedikleri i¢in, yani tiyatronun ne
oldugunu bilmedigi i¢in insanlar ailem beni birakmadi tiyatroya. Ama ben kagtim
siirekli kactim evden, hep yalan sdyleyerek ¢iktim evden. Yalan sOyleyerek kactim
kactim. Ondan sonra tabi anlayinca direnemediler... [Fadime Abla] tabi girdi ¢ok istedi
benim tiyatroya gitmemi ondan sonra zaten baktik Fadime Abla bize gele gide gele gide
annem de alist1... Sevdi o da hatta bir kag¢ kez annem sahneye falan ¢ikti.
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theater, she does not talk about it as a problem that can be solved but a source of
depression. Surely, her mood about this is related to individual reasons such as her age,
her relation with her family etc. However, her narration of this also reflects that the
background social relations of the trainer with the families are not organized in such a
way so as to contribute to the availability of the theater activity for young people, as

was the case in the initial years of the group.

Especially in these days my mother is bothering me a lot. For example I say to

my mother :“In theater these things will happen like that....”, she starts to shout,

she says : “You do not think of your courses, what is theater”, she has started to
come down on me in such ways in recent days...

While the families’ attitude towards the theater activity, one of the most
important problems, was emphasized especially by the trainer, most of the interviewees
hesitated to discuss that issue. It is understandable that they may not want to talk about
their families with me. Even though I thought that I had overcome the stigma of being a
stranger amongst them I might be still too distant for them to share their family issues.
Asli and Hale were two of the exceptional interviewees that openly talked about their
families’ involvement in their participation in theater. While hesitating to talk about
themselves and their families vis a vis theater, most of my interviewees said that they
have so many friends in the group who are not allowed or who are prevented from
coming to theatre by their parents. Berfin and Okan, being two of the oldest members of

the group narrate that family problem as such:

Berfin: Some have left the group because of bad reasons. There always emerged
familial problems. I have a friend named Giil. Her mother was a bit... She was
going to TV programs, she was gathering people to bring them as audiences to
TV programs, and she was organizing those kinds of things. She wanted her
daughter to play in the films...Then my friend was obliged to leave the group
because of that familial pressure. ®'

% Annem hele su son giinlerde beni ¢ok sikiyor. Mesela ben anneme diyorum ki anne
boyle boyle olacak tiyatroda, bagirmaya basliyor. Sen diyor ne tiyatrosu diisliniiyorsun
hi¢ derslerini boyle diisiinmiiyorsun bilmem ne, son giinlerde o kadar iistime gelmeye
basladi ki...

61 ..bazilar1 ¢cok kotii sebeplerden dolay1 ayrildy, hep ailevi sorunlar oldu. Bir arkadasim
vardi Giil diye, onun ailesi biraz seydi hani programlara falan gidiyordu, programlara
gelen seyirciler var ya hani onlar1 toplardi, organize yapardi. Kizinin filmlerde, bak o da
kizinmn filmlerde oynamasini istiyordu.... Oyle daha sonra arkadasim ayrilmak zorunda
kald1 o ylizden aile baskisindan dolay1.
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Okan: Girls always have problems; their families do not allow them to come to

theater, pretending that they are failing in their courses. Most of them were

failing in their courses and their parents see theatre as the reason... For example

Deniz’s family, they were saying that she was not paying attention to her school

because of theater...*>
As Okan mentioned, girls have relatively more difficulties with their families. Thus, the
preventive attitude of the family also emerges as a gender issue.

The theater activity in ZPT is one of the places that the participants can have the
opportunity to be relatively independent from their families. Employing that opportunity
with the support of the trainer in framing the young people’s critiques concerning their
families, they had staged the play Sokaktaki Ozgiirliik¢ii Cocuklar. The main theme of
the play was the girls who are not allowed to go to theater rehearsals by their families.
Their mothers, fathers, brothers... all have different reasons for not allowing them to go
to theater. Then, these girls chose to perform on the street and at the end, they had
succeeded and, they started to perform.

This play stages the very everyday life materials of the participants concerning
their families and theatre. The period wherein this play was rehearsed and staged is
important. It was the period when the groups had strong relationships with the
neighborhood and the families were getting in touch with theater through the
association. So the ZPT had a large portion of the audience composed of mainly the
families of the members. Staging that play, the young participants of the theater group
sent the message to their families who were preventing them from engaging in an
activity by the very means of that activity. Theater became a means of communication
between their families and them. The children’s experiences with their families came to
the theater saloon, had been re-discussed, reshaped, reformed and staged. In the
liminoid process of theatrical activity, by having fun in replaying the social roles and
attitudes in the ordinary life of their parents, relatives and themselves, with the critical
power of humor, they subvert the power relations in the real life on the stage, in a way

that will affect their everyday life representations also.

62 .. Kiz arkadaslarimizin hep sorunlar olurdu iste ailesi gondermiyodu, iste okulda
derslerinden falan geri kaliyorlardi. Cogu iste derslerinden zayif aldiklar1 i¢in annesi
babasi hep tiyatroyu sey yapiyordu... Mesela Deniz vardi hep onun ailesi yapryordu.
Sen okula gidiyosun ama tiyatroya gittigin i¢in de okulu Onemsemiyorsun falan
diyorlardt...
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The families’ preventive attitude towards theater does not take place as direct
interventions all the time. Most of my interviewees narrated that their families expect
them to “gain” something from theater activity. This gain can sometimes be money or
sometimes a certificate that will be useful for them. This situation is very much related
to the fact that most of the participants of ZPT are from lower class families in which
nearly all the members of the family have to work to earn money. However, even if the
young person is working at the same time, the families’ criticism of their children,
because of their participation in a financially non-productive activity, continues. If their
children will not derive any benefit, they usually want their children to spare as little
time as they could, therefore not to waste time. A hobby, and pleasure giving activity if

it does not contribute financially, is not accepted:

Ali: They say that you should have a future in the financial sense, you are going

to theater, you should have an income in the future, do not make useless

attempts, do not make it as a hobby, as a pleasure, it will not make you a gain

financially. ©

Turner, in his discussion on liminoid as a leisure time activity, argues that leisure
time is not always independent of the values of work life. Leisure, from its
conceptualization through the industrial revolution onwards, is accepted as meaningful
if it is functional in terms of the work activity (Turner, 1982: 20-61). Analyzing
children’s discussion on theater with their parents, Turner’s description of the tension
between leisure and work is beneficial. As it does not promise a professional theater
career, it does not add to their school life nor does it add something in terms of their
work life; families see theater activity in ZPT as an activity that does not deserve to be
in the category of leisure activity. As the time the young people spare for theater
activity increases, their lives revolve around the theater activity. They do not want to
miss any rehearsals and activities related to theater. The families’ anxiety concerning
theater activity rises because that no-gain, time wasting activity becomes one of the
much liked activities for their children. Firat, who had participated in ZPT activities for
one year and then left the group, narrates her mother’s attitude towards theater in these

words:

% Hani diyorlar gelecegin olsun da maddi anlamda, hani gidiyorsun da ilerde bir gelirin
falan olsun, bosuna ugragsma. Hobi i¢in yapma diyorlar hani zevk olsun diye, maddi
anlamda birsey gelsin ki yap diyorlar.
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I said to my mother: “Mom, look, theater is so nice”, she supported me a lot
actually, but then she thought that there is no money in theatre. They see only
from the economic side, it is natural in a sense, in this era money doesn’t grow

on trees, people work for 20 hours 24 hours a day in order to eat their fill, for a

soup.

The values attached to work or the economic system does not only become valid
for the families. Some of my interviewees also narrated their reasons for leaving ZPT
and attending other theatre activities and also their complaints about the process in ZPT
of repeatedly emphasizing the notions of time and progress. For sure, their approaches
to theater activity were different from their families; they were not blaming the theater
activity for not supplying them any gain. However, their conceptualization of their own
relations with theatre through stressing the importance of time and progress appeared to
be coming from the very repertoire of the work life values. In that sense, theatre became
a profession to be developed rather than an area of freedom to be played within for
them.

Firat whose narrative I quoted above emphasized his quarrel with his mother on
the financial value of attending ZPT, left the group in 2009 after his one year period
participation and then started to attend acting courses in Miijdat Gezen Arts Center
[Miijdat Gezen Sanat Merkezi]®. He emphasizes that from the very beginning, since his
primary school years he has dreamt of being a theater man and has wanted to perform
professionally. He describes the process of leaving ZPT and starting to attend the

courses in Miijdat Gezen Arts Center in these words:

We talked and discussed a lot with Fadime Abla, I said to her: “Sorry”. We had
separated unhappily. Then I went to Miijdat Gezen... It was bad because the
theatre is not cared about by some friends... We spared so much time, we came
here at 09.30 and we were here till 2 or 3 pm. The time was going; there was
nothing more valuable than time. Time is passing and they, some of them, are
not coming, there are the ones persisting, discussions took place. I was at a loss.

64 Ne giizel annecim dedim bak tiyatro, o beni cok destekledi aslinda tiyatroda ama hani
bakti bu iste para yok.... Onlar sirf para yoniinden bakiyor ekonomik yani sadece dogal
olarak, bu devir ekmek aslanin agzinda yani millet karnin1 doyurabilmek i¢in bir ¢orba
icin belki de 20 saat 24 saat ¢alisiyor orda.

6> Miijdat Gezen Arts Center is a private art education institution which is founded by
the famoous theatre man Miijdat Gezen which organizes courses in various artistic areas
such as acting, play writing, playing different instruments etc., also incorporates a
conservatory.

39



I decided in that way, I thought that it cannot go in that way... Progress in theater
does not start immediately. You start little by little then you reach the peak. It is
not easy to ascend in theater, at the beginning you play on the stage to fifty
audiences, then to 300-500 people.®

Asli is also an old member of the group who had participated in theater activity
in ZPT for two years. At the beginning of her third year, she also wanted to attend
another theater group called the Blue Faces Company [Mavi Yiizler Kumpanya]®’ as
well as ZPT, and this attempt by her caused a conflict between her and the trainer. Her
narrative including the reasons of her willingness to attend a theater activity besides

ZPT is explained:

...I wanted, not to stop where I stand but to go one step further, one wants to
proceed when the time passes... Actually my aim was not to leave that group, it
was such that, as I was not working and also not attending to school, I was free
also in the weekdays and I got bored in the weekdays at home. In that period I
had familial issues, bad times, I did not want to stay at home. Since we didn’t
have rehearsals in ZPT in the weekdays, I wanted to continue with another
group, but I would not leave my own group, I did not have such an idea in my
mind. They were looking for someone for their group. Auditions were held; I
went and tried my chance. I thought I would not be successful, I guess because
there were too many people, many people had come from various walks of life. I
was chosen, good luck smiled at me. I don’t really know if it smiled or cried but
I was chosen. Then when I said this to Fadime Abla, she replied that this is
impossible. But I also said: There is no way to turn back.

% Cok konustuk baya tartistik ben de dedim Fadime Abla dedim kusura bakma yani.
Oylece iste mutsuz bir sekilde ayrildik. Sonra ben Miijdat Gezen’e... Oyle oldu yani
kotii oldu yani. Yani tiyatroya dnem verilmiyor diye arkadaslar tarafindan ... O kadar
zamanimizi altyor sonucta geliyoruz burada saat 9 buguk, 2'ye kadar 3'e kadar burdayiz.
Zaman gidiyor, zaman kadar degerli olan hicbirsey yoktur. Zaman gidiyor onlar
gelmiyorlar bazilari, gelmiyorlar inat edenler oluyor, tartismalar oluyor. Ben de ne
yapacagimi sasirdim. Bu karar1 aldim dedim yani bdyle ilerleyemez... Tiyatroda
ilerlemek ufaktan baslar. Ufak ufak baglarsin yani bir anda bdyle zirveye varirsin yani,
kolay kolay yiikselinmez tiyatroda, ilk dnce elli kisilik sahnede yer alirsin ondan sonra
300-500 kisiye ¢ikarsin.

%7 Blue Faces Company is a private course type theatre company which also play their
rehearsals at the same stage with ZPT in Atatiirk Culture Center in Zeytinburnu.

6% _Ben sey istedim yani her zaman yerimde oturmak degil de yani yerimden bir adim
daha onde olmak istedim, zaman gectik¢e insan ilerlemek istiyor... Aslinda benim
amacim o grubu birakmak degildi, soyle bir seydi, ben ¢alismadigim i¢in okulum da
olmadig1 icin, hafta i¢i de bostum ve haftai¢i evde canim sikiliyordu, zaten hani bir ara
ben ailevi bir siire¢ yasadim hani koti bir zamanlar gecirdim, evde durmak
istemiyordum. Ben de haftaici tiyatro olmadigi icin baska bir grupla devam etmek
istedim aslinda ama kendi grubumu birakmicaktim ¢iinkii Oyle birsey aklimda hig

40



Both Firat and Asli emphasized time and progress. They had started to feel that
they were wasting time in ZPT. This feeling seems to emerge simultaneously with the
dispersion and the problems in the group. This period seems to be really the one where
the group experienced problems in group solidarity, discipline and also artistic
creativity. That is to say in Turner’s terms, the participants started to not be in the very
flow of the performance. They had difficulty in entertaining, creating and understanding
each other. I interpret this situation as one of the reasons lying behind some of the group

members getting closer to the work values and distancing themselves from the group.

3.3. Gender in Performance

In the first two years in which ZPT become a group of children’s theater, the
number of the girls were significantly more than boys. Considering that the main
materials staged were from the real lives of the young participants, this intensity of
female population was also reflected in the gender sensitive themes in the plays. In that
sense, the feminist tendency of the trainer and her attempt to make discussions with the
participants concerning their gender roles is important. Particularly the female
participants of these initial years have developed a gender sensitive eye concerning their
own identities and also the gendered power relations in their families and their
environment. Moreover, girls came closer to feminism through the experience of
theatrical activity in ZPT and with the affect of the trainer’s positive stance towards
feminism. Gaye, while narrating how she had changed through the theater activity, told

how she had got closer to feminism:

...That was the period I was performing in Bekar Odasi, thanks to Fadime Abla,
she was bringing me to the 8" March Meeting in Kadikdy. Ok, there is

yoktu. Ben de onlarin, iste onlar da eleman bir sey ariyorlarmis, gruplarina eleman
artyorlarmis. Se¢meler falan yapildi iste, ben de gittim sansimi denedim. Olmacagini
biliyordum, olmacagini tahmin ediyordum, ¢iinkii hani ¢ok iyi insanlar vardi yani bir
stirii kanaldan bir siirii insan gelmisti. Ben segildim, sans bana giildii. Giildi mii agladi
mi1 bilmiyorum ama ben se¢ildim. Ondan sonra ben Fadime Abla'ya bunu sdyleyince
boyle bir sey olmayacagini soyledi bana. Ama ben de geri doniisii olmayacagini
sOyledim.
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something like 8" of March as International Women’s Day, women are

gathered, but these women have real problems, I see these types of things...”

The play that was mentioned above, Sokaktaki Ozgiirliik¢ii Cocuklar addresses
the family pressure over girls and serves as one of the examples of the gender sensitive
productions of the group. Biz Herseyin Farkindayiz and the two scenes of that play are
also good examples of how the group dealt with the gender issue. The first scene of the
play stages a quarrel between the mother and the father at home, performed in a
humorous representation of the wife and husband. The scene ends with the beating of
the woman, which also raises issues about domestic violence. Giil is the actor in that
scene who played the role of the mother. In the rehearsal period, Giil had difficulty in
performing the role, particularly the quarrel scene. The trainer describes this process as

such:

I asked her: Why do you have such a difficulty? Don’t you have such quarrels at
home? Your mother and father do not have such quarrels? She said that: “No
Fadime Abla, I did not see such a thing at home, may be because of this I cannot
perform.” She is playing the woman who is exposed to violence and she has real
difficulty. One day, her mother came to the association, I asked “Giilnur Abla,
don’t you have any quarrels at home? Giil is playing, I am very surprised...”, she
said: “Of course we do not, because if I say anything when her father says
something I cannot imagine what will be thrown to my head, that is I cannot
guess what type of a violence I will be exposed to, so I do not speak at all.
Therefore, we do not have any quarrels.” "

This anecdote shows that it was very difficult to perform such tension on the stage.
When the trainer tells Giil that her mother told her about their family, Giil said nothing.

But after a while, when they were searching for a name for their play, Giil proposed the

69 . .benim o Bekar Odas: sahnesinde bulundugum zamanlar, iste Fadime Abla saolsun 8
Mart'ta Kadikdy'e gotiiriiyor. 8 Mart Diinya Kadinlar Giinii diye birsey tamam var ama,
hani boyle kadinlar toplaniyorlar, bu kadinlarin problemleri var gercekten, boyle seyler
gbrdiim mesela...

70 .. Dedim sen niye tikaniyorsun sizin eve bdyle kavga falan olmuyor mu Giil, senin
annen baban hi¢ mi kavga etmezler falan? Yok ya Fadime Abla ben hi¢ gérmedim falan
belki ondan olabilir falan diye... Anneyi oynuyor siddete ugrayan anneyi de cok
zorlaniyor ¢ocuk. Bir giin annesi geldi dernege, dedim Gtilnur abla sizin evde hi¢ kavga
olmuyor mu? Cok dedim sasirdin Giil oynuyor da... Dedi ki tabi olmuyor olmuyor
clinkii ben babas1 konustugunda bir ¢ift laf konusursam kafama neyin gelecegi belli
degil, yani nasil bir siddete ugrayacagim belli degil, onun i¢in ben hi¢ konusmuyorum.
Boylelikle bizim evde hi¢ kavga olmuyor.
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name Biz Herseyin Farkindayiz, and this was chosen as the name of the play. The
trainer interprets this as, “she was silent, but she also wanted to express that she was
aware of everything”.

The last scene of the play is the one that address sexual harassment, in which
two women, one is a middle class and the other is a lower class migrant woman, meet in
a public garden. They keep a distance at the beginning but then they start to chat, and
after the sexual harassment they both experienced, they get closer with the effect of
solidarity. The two analyze the situation in these words on the stage: “It is not a trouble

>l At the end of the scene, all

to be a woman, but the inhuman men are the real trouble
the female participants of the group come to the scene, and sit near these women; they
all together sing the traditional song Dagda Belimde Odun which has a significant
feminist tone.

Gender being performed on stage in ZPT, with the great effect of the
background relationship of the trainer with the female participants particularly, changed
the relationships of these young women with their identities as women. | argue that
similar to the discussion on Kurdish identity, the process of theatrical performance
provides them the chance to think and perform critically through their gendered
identities both individually and collectively. Gender has also a specified position in
terms of the doubleness of the performance. Judith Butler’s theory on the repetitive
character of gender as a construction is very valuable in that sense. Butler, analyzing the
functioning of regulatory norms of sexuality, theorizes gender as performance that is,
gender being continuously produced through performativity. She argues that
“performativity is not a singular act, for it is always a reiteration of a norm or set of
norms...” (Butler, 1993: 12). Young women, experiencing repeatedly the gender roles
attached to them in real life, had the chance to re-repeat and re-interpret these gender
roles in alternative ways while rehearsing on the stage and so had the possibility to try
the alternative gender roles in the very liminoid process of theatrical performance.

In 2006, the male hip hop group started to participate in the theater rehearsals in
ZPT. In all the plays since 2006, there has been a scene including a hip hop show. Their
participation had occurred with the prompting of Okan. He started to dance and then his
dancer friends came to ZPT, also with the invitation of the trainer. The initial groups of

dancers were young males from the neighborhood and the dancers and the others in the

"' Kadinlik basa bela degil insan gibi insan olmayan erkekler basa bela.
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group had mostly known each other. Four of my interviewees are the ones still dancing
in the ZPT hip hop group which they call “ZPT Break Brothers”. They are Okan,
Serkan, Mustafa and Ali. Okan is a high school student and also works in a part time job
delivering the flyers of a company at the weekends. The others are working in full time
jobs in the shoe and jewellery workshops. They all narrated that they started to dance
while they were hanging out. They have seen the others dancing, learned how to dance
in the street and then formed their group. They dance in the theater rehearsals as well as
in a club which they hire for an hour in order to develop their techniques. They describe
dancing as a very entertaining and also a relaxing activity through which they get rid of

the stress and also the feeling of violence:

Serkan: We sometimes have stressful days but we compensate for this by
dancing... When we get angry, we are discharged with dance, at these times we
dance better, we find vent through dance in order not to harm anyone, it
develops well.”?
Hip hop dancing functions both as an escape and resistance in terms of the stressful
atmospheres they are living through (La Boskey, 2001: 118).

The trainer told me of two boys who wanted to dance with these dancers; but
they were drug addicts and the hip hop dancers in the group told them if only they gave
up taking drugs they could dance, and actually, they had given up. Also, none of them
are smokers because of the bad effects of smoking on dancing. They portray an image
of the good, healthy dancer who chooses clean environments in response to the
widespread prejudice about the hip hop and break dancers as vagrant, drug addicted and
dangerous. They themselves mention that they have friends, who hip hop dance and also
engage in “dirty” things, like taking drugs, behaving in bad manners towards people etc.

They are attempting to be on the “clean” side. Ali narrates:

You can either choose the clean or the bad environment. As we do not have bad
habits we like the clean environment, we see lot of things, there are variety of
environments, and every environment has dirty things. Our environment also has
them but we try to stay on the clean and bright side.”

72 Bazen stresli giinlerimiz oluyor ama biz bunu dansla kapatiyoruz... Sinirlendigimizde
danstan ¢ikartiyoruz daha giizel dans ediyoruz o sirada, biitiin hirsimizi ondan aliyoruz
clinkii bagkasina zarar vermemek i¢in, giizel oluyor.

7 fster temiz ortami segersin ister pis ortami secersin. Bizim kotii bir aligkanligimiz
olmadigi i¢cin temiz ortam seviyoruz, hani ¢ok sey de gordiik hani ¢ok ortam var ya, her
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Hip hop dancers had been included in the plays as parts of the scenes in which
the everyday life experiences of the hip hop dancers had been staged. The main
emphasis in these scenes was generally the critique of those prejudices highlighted
above in the attitudes of the ordinary people concerning the hip hop and break dancers.
Thus, theatrical activity acted also as a medium for these dancers to voice their critiques
about their mainstream representations on the street and to develop an alternative

representation.

Serkan: Our people generally see dancers as awful. They think of them as
sniffers, we want to show in theatre that this is not true. Actually, dance is a
sport and, to put it in a nicer way, a healthier life.”*

Sarah La Baskey explains it as the functioning of body, manner and appearance;
hip hop dance is the one where male identity as an ego is constructed and women are
not preferred to enter this male space; they can only be the viewers or the rewards for
the winners of the hip hop dance. Parallel to Baskey’s argument, hip hop dance shows
have been the area of males within ZPT, in which only males display their virtuosity
and no female member had taken part with them until 2009. Moreover, in the very
initial stage, the coming of the hip hop dancers’ male group seems to have caused a
discomfort for the girls. Even if they were mostly from the same neighborhood and
knew each other, nevertheless, a tension emerged between the girls and the boys. As |
noted in the previous chapter, that tension has been moderated by the attempt of the
trainer, but it seems to continue in the sense of a girls-boys quarrel. Asli narrated those

quarrels as such:

“Look, you are made from our backbone, you emerged after us, you are not so
strong, see, and you will fail in a fight!” There was continuous talk on power,
fighting, beating. That is, we have discussions but it was a nice discussion, it did
not result in conflict.”

ortamin pisligi vardir. Bizim ortaminda var ama iste biz berrak temiz tarafinda kalmaya
calistyoruz.

™ Halkimuz genellikle hiphopgulari dans edenleri kotii gorityor. Balici tinerci gibi
diisiiniiyor, biz bunun gercek olmadigini tiyatroda gostermek istedik, aslinda dans
gercekten bir spor ve daha saglikli bir yagsam diyelim, o daha hos.

7> .. Bak siz bizim bel kemigimizden olmugsunuz iste, siz bizden sonradan olmugsunuz,
iste, ya siz o kadar giiclii degilsiniz bir doviiste bile yenilirsiniz, siirekli bir gii¢ stirekli
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In 2009, after the group had gone through a dispersion period in the summer, the
trainer proposed that Okan lead the dance theatre activity of ZPT and call people to
continue the group. Then, with the new comers, the group started to conduct rehearsals
under the training of Okan. In that period, female participants also started to dance in
the hip hop scenes. However, the new organization of the group in such a way caused

new tensions of gender within the group.

Ali: Ezgi and Dilek cannot get along with Okan, they are continuously in a
dialogue, in a discussion, girls talk a lot... Because Okan is like the trainer, they
argue with him, otherwise they do not have a big problem with Okan, there is
only %ﬁs minor argument thing, other than that, we have good relations with the
girls.

3.4. Class: Consciousness on Stage

A significant part of the members of ZPT are workers. Some work as well as
attend school. They work in part time jobs such as delivering flyers and distributing
questionnaires; and others work in textile, shoes or jewellery workshops in Zeytinburnu
and in other workshop areas of Istanbul.”’

Berfin has been working in textile workshops during the summers since she was
10. She considers herself fortunate in the sense that she has been working in these
workshops only during the summer months. Nonetheless, her observations concerning

the workshops are very detailed, and her awareness of her and the other workers

conditions and violations of their rights is significant.

Berfin: ... According to worker rights, it is in that way. Actually, seven o’clock
is even late, some, for example my elder sister leave at seven thirty, some people
I know, even at nine, they sometimes stop work at nine that is not counted as

bir daya siirekli bir déviis muhabbeti vardi. Oyle biz de tartisirdik ama tath tartismaydi
tabi, kavgaya falan yol agmazdi ilerde.

7% Ezgi’yle Dilek pek anlasamiyor Okan'la, devamli bir diyalog tartisma icindeler,
devamli, kizlarda dil masallah dil pabug kadar....Okan biraz hoca gibi orda durdugu i¢in
biraz tartismaya giriyorlar, yoksa Okan'la de biiylik bir sorunlart yok sadece boyle
tartisma olay1 var, yoksa kizlarla gayet rahatiz.

" Yeni Bosna, Merter
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extra work period. But, for example when we work till nine, it is counted as the
extra work period; it should be in that way.”®

In 2005, in the second version of Biz Herseyin Farkindayiz, they staged a textile
workshop scene. Problems such as general working conditions, children’s bad working
conditions and sexual harassment incidences in these workshops were addressed. Berfin
had been working as an ortaci” in a textile workshop and so had played the ortac: role

in that scene.

...I was a normal ortaci, but this one that I was playing in the performance is the
type who loves reading. She reads her book whenever she is free, but at one
point she is caught by her boss. The mechanist calls her, “Come here!” and,
orders her to bring some hair dye and then orders her to tidy up. There is
sometg)ing like a struggle here. I had played myself there; I will never forget that
role...

Berfin narrates the real atmosphere in the workshop as:

... The atmosphere in the workshop is so distinct, you get such a scolding. Sure,
everybody gets scolding. Everyone from the architect gets scolding to the one
who 1is superior to him, including the accountant also. But this is so different,
you are really oppressed, not because you do your work inadequately but
because of everything you are oppressed. Already there is the frustration caused
by working in that environment. I mean, you look around, there are only
working people, people shouting at you, their superiors shouting at them and
others shouting to another and so on and so on. That is to say, they are such
hard-hitting things..."!

8 .mesela is¢i haklari bakimmdan yle. Yani yedi bile ge¢ ama iste bazilar1 mesela

benim ablamlar yedi bugukta, iste tanidiklarin dokuzda bile yani, mesai disinda dokuzda
paydos ettikleri oluyor. Ama biz mesela dokuza kadar ¢aligsak mesai olarak geciyor, ki
Oyle olmasi gerekiyor.

PMostly the child worker in a workshop that carries things around to the other workers
and does what is ordered.

%0 .. Hani ben normal bir ortactydim ama bu ortact okumay1 gok seven bir ortaci, bos
buldugu anda oturup kitap okuyor, ama patronuna yakalaniyor falan. Iste makinaci onu
cagiriyor gel buraya falan, iste soruyor git bana boya al falan, git ortalig1 topla falan,
orda bir miicadele seyi falan. Orda kendimi oynamistim, o rolii zaten hig
unutamiyorum...

81 _.Cok farkl: atdlye ortami ya, dyle bir laf yiyosun ki hani sey gibi, tabi yani herkes laf
yer, mimar da laf yer bir iistlinden, muhasebeci de ama bu ¢ok farkli resmen eziliyosun
boyle, isini kotii yaptigin i¢in degil her sey i¢in eziliyosun. Zaten seyin verdigi bir
eziklik var yani, ortamda caligmanin verdigi bir sey var. Yani etrafina bakiyorsun hep
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In the play Nesini Séylesem in 2008, they also made a scene staging a shoe
making workshop. Mustafa, who has been a shoe maker for 10 years in a workshop,

was playing the boss and describes this scene as such:

....there was the shoe workshop, may be you remember the boss and the workers,
you see the boss continuously scolding the workers. We had staged this. How he
fires the workers when the things are going bad, how he does not pay their
wages, we had staged even how he beat the workers; we had produced such a
scene...

What they do in these workshop scenes is the critique of the power relations in
sweatshops, in a humorous sense. They act out their own life on the stage as workers
just as Berfin and Mustafa. They perform the role of their bosses by caricaturizing them
and thereby make a critique of their class based relations in the workshops by making
fun of the dominant power figures they are faced with. This type of critique can be read
with reference to liminoid process’s giving people the possibility of inverting the

existing power relations in ordinary life by creating their own representations of these

figures.

3.5. Conclusion

I argue that the theatrical performance as an experience including collecting
data, discussions and rehearsals had been a process through which the participants
created the moments of the possibility to invert the structure of their ordinary lives.
Surely, they, at the same time, reproduced much of the dominant functioning of power
relations in real life; however, I focused in this chapter on the moments of inversion.
Through performance, they reviewed their positioning vis a vis their ethnic, gender and
class identities. In that liminoid area, they had a chance to re-play their social roles and
re-think the conditions they are living in the everyday life. Therefore, they developed a

self-knowledge of themselves. Self-knowledge created at the liminal area within

calisan insanlar, sana bagiran insanlar, onlarin bir iistii ona, o ona falan. ¢ok can alici
seyler yani...

2. Ayakkab1 atolyesi vardi, belki hatirliyorsun, patron ve isciler, patron iste devamli

azarlar iscileri, biz bunu sahneledik. Isler bozukken bdyle kovdugunu, ne bileyim
parasini1 vermedigini, hatta dovdiigiinii bile sahneledik yani, boyle bir sahne ¢ikardik...
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performance is the notion that points out the possibility of the political through
theatrical performance. Narratives of participants regarding the process of experience
becoming performances display how they created meanings concerning theatrical
activity in relation to their everyday life experiences. Self knowledge emerges as
experienced meaning. In that sense, the ZPT theatre experience is more life-like art
rather than art-like art (Kaprow, 1983).

The meaning production process concerning themselves and the world around
them takes place through the creative power of play and entertainment. All of the
interviewees revealed that they were having so much fun and such a good time in

rehearsals.

Entertainment is liminoid rather than liminal, it is suffused with freedom. It

involves profoundly the power of the play and the play democratizes. (Turner,

1982: 120)

At this point, the theatre experience in ZPT also makes us think of Bahktin’s
work on carnival. Bakhtin in his writing on “Rabelais and His World” discusses the
blend of art and life through the notion of carnival. Referring to the medieval era public
carnivals, he depicts the carnival spirit as a utopia in which people develop the
immanent critique of the existing order through the humorous folk culture. With the
freeing effect of carnival laughter, all the hierarchies disappear and people construct a
second life in which they get rid of the existing norms of the official life. This occurs as

an organic part of the lives of people, shaped in the form of art.

But the basic carnival nucleus of this culture is by no means a purely artistic
form or a spectacle and does not; generally speaking belong to the sphere of art.
It belongs to the borderline between art and life. In reality, it is life itself, but
shaped according to a certain pattern of play. (Bakhtin, 1984)
This second life, the liminoid area of theatrical experience that has been made possible
through humor, laughter and entertainment opens a way to individual and collective
reevaluation and thus subversion. However, as the very process of theatrical
performance is a part of real social life, it also creates its own power relations and

tensions. That is, the freeing effect of performance is neither continuous nor static.

Therefore I emphasized the moments of subversion.
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CHAPTER 4

THEATRICAL PERFORMANCE AS GROUP EXPERIENCE:

TRANSFORMATIVE POTENTIAL AND CONTESTATION

WE WROTE OUR STORY BY OURSELVES®

In this chapter, I focus on the process of theatrical performance experienced by
the members of the ZPT. In the first part, my aim is to discuss how ZPT theatrical
experience has contributed to subject formations of the participants of the group. In
relation with the discussion on the theatrical experience as a liminoid process through
which the possibility of criticism emerges, here the possibility of formation of
alternative subjectivities will be addressed. Therefore, I study the descriptions of change
experienced through theatrical process by the members of the group as well as
comments on their experiences in theatre groups other than ZPT. In addition to
individual experiences, what emerged throughout my field work with ZPT people is that
the theatrical activity is a collective community experience. Hence, in the second part,
commenting on the narratives of the group members on the inner functioning of the
group, including their critical comments concerning each other and the trainer, I analyze
ZPT as a community through which not only an ideal type of transformation occurs but

contested relationships come into play through theatrical production process.

%3 Oykiimiizii Kendimiz Yazdik
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4.1. Experiencing Theatrical Performance

4.1.1. A Process of Change and Transformation

Nearly all of my interviewees told me that being engaged in the theatre activity
in ZPT has motivated a change in their lives. Some of the participants emphasize the
transformation they experienced individually while some others mention how the way
people perceive them had changed. Deniz narrates how theatre affected her life in these

words:

... Before engaging in theatre activity, for example, even if someone grabs this,
we would not challenge and defend ourselves. That type of thing, we could not
speak up and say something. Well, we expressed ourselves; we started to express
ourselves so well... [ was a quiet and obedient child before going to theatre, you
know, one who does not have a sense of anything, I even did not know theatre,
and did not enjoy. After starting to engage in theatre activity I started to enjoy
theatre. Theatre had affected my life so well. *
Her narrative depicts that she had found an opportunity in theatrical experience to learn
to express her. That sense of freedom in self expression is not limited with the theatre
activity but has affected her attitude in everyday life. Rather than repeating the norms
by being an obedient and quiet girl, she felt the power to challenge. Her words recall the
discussion on liminoid in the previous chapter: Being more capable of expressing
oneself, challenge the others and defending one’s own ideas.... I interpret her words as
she feels the possibility of creating the critical distance to herself and also to her

environment. She got aware that she was obedient and quite, and she started to

challenge the others around. Asli also made similar points with Deniz:

... Imagine that you are in a tunnel, there is a light coming at the end, and you are
running and running to reach that light. I thought that, it means that I had run
and run for 16 years to reach that light, when I met with theatre after 16 years,
that light had came to me. I had opened myself, I had seen my eyes, I had been

% Biz mesela tiyatroya gitmeden 6nce, bir konuda hani sunu benim elimden alsalar bile
hani niye aliyorsun diye savunamazdik. Oyle bir seydi, agzimizi acip birsey
sOyleyemezdik. Hani kendimizi ifade ettik ¢ok giizel ifade etmeye basladik...Tiyatroya
gitmeden Once sakin salim bir ¢ocuktum ben bdyle. Hani pek birseyden anlamayan,
tiyatroyu bile bilmezdim hani zevk bile almazdim. Gittikten sonra iste baya bir
tiyatrodan zevk almaya basladim. Hayatimda ¢ok giizel etkilerde bulundu.
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freed from the blinkers, and that is to say, I have no more blinkers on my eyes. I
can see everything objectively with a clear and critical look. Theatre is
indispensable for me... I will not be fooled again, Asli who has been accepting
everything had gone, she is replaced by Asli who is questioning the reasons and
asking “Why it is in that way?” “Why is this so?” like the child who has recently
started to read, she asks like “Mom, why the ‘a’ is like that?” I also live like that,
ghy is it so for Kurds, why this and that, I started to search for why and how’s.

In terms of the change she had gone through with theatre, Asli emphasizes that she has
started asking questions. She sees her situation similar to a little child who is learning to
read. I interpret her using her own metaphor of going back to a position of the subject
not yet subordinated by the social norms, not taking life as “given” yet.

Both of the narratives above make me think of Judith Butler’s discussion on
subject formation. She analyzes the functioning of power not only in social, but also in
the psychic dimension. Rather than defining social norms through which one is being
subjectivated, she also discusses how these very social norms make that subjectivation
possible through psychic topography. She argues that internalization of these social
norms and the very notion of the distinction of one’s her/his social and psychic makes
her/his vulnerable to subjection. That internalization itself is being realized through
reiteration and repetition. She argues that political agency can be possible through
exceeding the conditions of subordination. (Butler, 1997: 29) Deniz and Asl narrate
their experiencing of theatrical experience as a process of realization of social norms
that they are attached to. Theatrical performance and acting, opening an area of
repetition and reiteration with various possibilities, function in creating the possibility
of exceeding the social norms. They did not only realize but also started to challenge,
question and defend themselves within these norms. Explaining how this transformation
occurred, they refer to the inquiries and discussions they have made within the activity

of theatrical performance.

85 .. Kendini bir tiinelde hisset, ucunda bir 11k var, kosuyosun kosuyosun kosuyosun o
1518a yetismek i¢in. Ben sOyle diisiindiim ben demek ki 16 yil kosmusum kosmusum o
151ga ulasmak i¢in 16 yilin sonunda tiyatroyla tanisinca o 1s1ik bana gelmis. Kendimi
acmisim, gozlerimi gormiisiim, at gézligiimii atmisim, yani gozlerimde artik at gozIigi
yok. Herseye net ve elestirel gozle bakabiliyorum objektif bakabiliyorum. Benim i¢in
tiyatro vazgecilmez birsey... Maymun goziinii agt1 artik hani herseye evet tamam olur
falan diyen Asl gitti, ya neden bu boyle hayir sebebini sorgulayan Asl geldi. iste neden
bu bdyle neden su, okumaya baslayan ¢ocuk gibi. Anne neden a harfi boyle mesela,
hani 0yle sorar ya. Ben de mesela bu halde yasiyoruz, neden Kiirtlere boyle yapiyorlar
neden bilmem ne bdyle hep neden ni¢in arastirmaya basladim.
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Narratives of the members of the group in terms of how engaging in a theatre
activity affected their lives also depict that the experiences of the process of change and
transformation differentiate in terms of gender. While the female participants tell the
change they experience through focusing on their individual feelings, attitudes and
behaviors; the male participants, as well as referring to what theatre add them
personally, emphasize how their representations as individuals had changed after being
engaged in theatre and dance activity. Serkan who is a dancer and player in the group

tells the change he experienced with theater as:

You can express yourself more easily. You have friends. It prevents you from
bad habits. At least, you have information about many things, for example we do
not know about the world, by favor of the inquiries we can learn through
theatre... You can see the realities better... I feel different, anyway I enjoy it, it is
a good thing, to display yourself is creative. Passing through the neighborhood,
such talks “Ooo, brother Serkan is here, our dancer, and our theatre man”
pleases me. *

Serkan ’s narrative reflects the particular condition of the hip hop dancers. As discussed
in the previous chapter, being engaged in the theatre activity also stands as a proof of
that they are in the clear side of the dance environment. Serkan’s words on the “bad
habits” recall his definition of the hip hop and break dance environment having both
clear and dirty circles which is quoted in the previous chapter.

Being engaged in a theatre activity also provides the members with the basic
theatrical formation that can be shared with the others; therefore, they became the
names to be called when help is needed. Okan tells how being a theatre person affected

the perception of him by others as:

...For example I was not considered as an important person before coming to
theatre, now, as I do an important thing, people behave like “he is a player, we
can ask him”, for instance, they are doing theatre at school and they ask me to

% Kendini daha rahat ifade edebiliyorsun. Arkadaslarin oluyor. Kétii aliskanliklardan
uzak tutuyor. En azindan bilgi sahibi oluyorsun bir¢ok seyden bilgi sahibi oluyorsun,
diinyadan haberiniz olmuyor mesela, arastirmalar sayesinde tiyatro sayesinde
Ogrenebiliyorsun. Gergekleri daha iyi gorebiliyorsun... Kendimi farkli hissediyorum
hosuma gidiyor bir sekilde, iyi bir sey, yaratict kendini gostermek, mahalleden
gectigimizde “Ooo Serkan abimiz geldi, dans¢imiz geldi, oo tiyatrocumuz geldi” boyle
konusmalar hosumuza gidiyor.
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cooperate with them, well, it (theatre) provided me with some type of

superiority. *’

I instrumentalize Erving Goffman’s theory on presentation of self in everyday
life in order to explicate the narratives of male participants which highlight the
representational aspect of the change they go through. Goffman argues that we live by
inference (Goffman, 1959: 3). In the very flow of everyday life, we have the motivation
to make inferences about others and also to control the inferences of others about us;

there emerges the performance:

A “performance” may be defined as all the activity of a given participant on a
given occasion which serves to influence in any way any of the other
participants. (Ibid: 15)
Members emphasize that their being engaged in the theatre or dance activity had
influenced the inferences of others concerning them. They do not particularly perform
to influence others; however, on stage performance functions as the background of their
everyday life presentation of themselves and becomes a part of everyday performances.
Therefore, beyond the inferences of the others, they themselves feel self confident and

the claim on superiority point to that self confidence.

4.1.2. ZPT Compared to the Other Theatre Groups

Some of my interviewees have participated in the activities of some other theatre
groups after or prior to their engagement with ZPT. These narratives, as well as
including comments on different theatre activities/groups, reflect the individual
expectations of the members regarding a theatre activity.

Firat, who had left the group after one year participation and then started the

acting course in Miijdat Gezen Arts Center, prioritizes the professionalism in a theatre

%7 .Mesela iste tiyatro yapmadan 6énce o kadar dnemsenmezdim, simdi hani 6nemli
birsey yaptigim i¢in mesela o tiyatrocudur, iste ona soralim yok bdyle yapalim, mesela
okulda tiyatro yaparlar, soruyorlar iste bize yardim eder misin, destek sunar misin gibi
seyler de hani biraz daha {istiinliik sagladi bende.
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activity. He attaches himself to a more professional way of doing theatre rather than an

amateurish one and values the acting course in Miijdat Gezen in that sense:

...People in Miijjdat Gezen (Arts Center) are naturally professional; they are
really professional and qualified people. Well because they know the education
and the origin of that activity, they dedicated themselves to that activity; they are
proceeding in that way... All in all you get an amateurish training in one,
professional in the other.®

Firat uses the term amateurish to refer to theatre activity’s being a second engagement
for oneself, rather than a profession or a job. Focusing on the profession of education
and the dedication of one’s to only theatre as a job, he does not point out any critical
points about the possible power relationships ongoing in the professional theatre sphere.
Hence, he does not make any comment on the emancipatory aspect of the amateur
theatre activity. Rather, his demand from a theatre activity seems to be shaped within
the calculation of the contribution of that activity to his personal theatre career.

Asli, who had started to attend the rehearsals of the group Blue Faces Company;
introduced the advantages and disadvantages of both of the groups, and concluded that
her choice would be ZPT. Her main problem with her new group stems from the

positioning and the attitude of the director:

....Both of them have positive sides separately, but if you ask me to choose one,
honestly I prefer Zeytinburnu People’s Theatre. Because, frankly, I feel a bit
limited, restricted here (Blue Faces Company). It is maybe something related to
the director... Like, I am obliged to do something. For example, Fadime Abla
never... [ do not like to take directions, it is not right in some situations but, [ am
a person who does not like to take directions, and I feel disturbed when someone
continuously give directions to me, I am annoyed when the truthfulness of
something is overemphasized... *

8 .Mijjdat Gezendekiler dogal olarak profesyonel, gercekten profesyonel ¢ok kaliteli
tipler... Yani ¢iinkii bu isin egitimini biliyorlar nerden geldigini biliyorlar artik ona
adamiglar kendilerini bu yolda ilerliyorlar... Birisi sonugta amatorce birinde
profesyonelce bir egitim goriiyorsun...

% .. Ikisininde ayr1 ayri pozitif yonleri var, ama simdi derseniz ki hangisini tercih
edersiniz valla ben Zeytinburnu Halk Sahnesi'ni tercih ederim. Ciinkii acikc¢asi
sOylemek gerekirse burada (Mavi Yiizler Kumpanya) biraz kisith, kisitlanmig
hissediyorum kendimi. Birazcik herhalde yonetmenimizden kaynakl birsey... Birseylere
zorundaymigim gibi. Mesela Fadime Abla bize hi¢ boyle... Ben emir almay1 sevmem,
yani bu yanlis birsey ama bazi yerlerde, emir almay1 sevmeyen bir insanim ve stirekli
bana emir verilmesi hani birgeylerin illa ki dogrulugunun vurgulanmasini sevmiyorum...
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The director of Blue Faces Company is a man who is engaged with arts and
entertainment market. He introduces himself as a young artist candidate®. The group
and the trainer-director seem to imitate the professional model of theatre group; they do
not make a claim on being alternative. In that sense, Asli’s narrative on the attitude of
the director derives from the general picture of the group which is driven by the very
market values: The director directs the general aspects of the theatre activity within the
rules of arts market, and she/he can limit the players in some sense for favor of the play
and the group. Asli also comments upon the audience aspect of the theatre activity. Blue
Faces Company is the one that stages plays for children, and generally they choose to
play the written texts of children plays. Asli, comparing Blue Faces Company with

ZPT, clearly sets her idea on what a theatre performance should stage and to whom as:

... So boring, because, our aim here is to entertain children with new plays. What
changes if my aim is to entertain children or not. The child can have fun by
watching a film or by listening a song. However, we had actual issues in ZPT.
We had important problems such as urban regeneration which leaded families to
cry and go leaving their families here. Urban regeneration, becoming homeless,
not hiring houses to Roman people and Kurds, Kurdish issue, exclusion of
Kurds... All these are more important for me because of these are both current
and disappointing events. What of it I make a child pleased or not. All in all,
there are many things to make him/her please. But there are not so many things
to make the people whose houses are destroyed pleased or there are no other
things to express them. Therefore, my plays in ZPT were better and more
qualified. And also we were writing the play, well that is a better thing, my lines
were my own sentences, not the thoughts of another person but what I thought,
thus it was better according to me.”’

%0 See, http:/sites.google.com/site/maviyuzler2/yalcinozbek

' Cok sikici. Ciinkii burda amacimiz bizim amacimiz yeni oyunlarimzla ¢ocuklari
eglendirmek. Ya benim amacim ¢ocuklari eglendirmek olsa ne olur olmasa ne olur. Bir
film agip ¢ocuk orda da eglenebilir ya da bir sarki agip ¢ocuk orda da eglenebilir. Ama
bizim Zeytinburnu Halk Sahnesi'ndeyken giincel sorunlarimiz vardi. Kentsel doniigiim
gibi insanlarin ugruna agladiklari, ugruna goz yasi1 doktiikleri, ailelerini burada birakip
gittikleri 6nemli bir sorunlarimiz vardi. Kentsel doniisiim projesiymis iste ev bulamama,
Cingenelere Kiirtlere ev vermeme, Kiirt sorunu, Kiirtlerin dislanmasi bunlar benim i¢in
daha 6nemli, ¢iinkii bunlar hem giincel hem de {iziicli olaylar. Hani benim bir ¢ocugu
sevindirsem ne olur sevindirmesem ne olur. Sonucta ¢ok sey var onu sevindirecek. Ama
hani o evi yikilan insan1 sevindirecek ¢ok birsey yok, ya da kendini ifade edebilecegi
baska birsey yoktu. O yilizden Zeytinburnu Halk Sahnesi oyunlarim daha iyiydi, daha
kaliteliydi. Hem kendimiz yaziyorduk, yani bu daha giizel birsey, kendi agzindan ¢ikan
bir ciimleydi o sOylediklerim, baskasinin diisiindiikleri degildi benim diisiindiiklerimdi,
o0 yiizden bana gore ¢ok daha iyiydi.
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Aslt in her narrative opens up a discussion on the relationship of the performance-
performer and the audience in a theatrical performance. She finds boring to stage
already written plays in order to entertain the children. Instead, she values her
experience in ZPT, because ZPT as a groups deals with the current social and political
issues, and also the plays are written by the group members themselves. Rather than
staging plays to be consumed by the others, she sees the audiences and the performers
being called for a discussion on current issues important.

It seems hard to describe the theatre activity in Blue Faces Company as a
cultural activity. The attitude of the director, participation of the members in the
production process and also the themes issued draw that theatre activity as a market
place artistic activity through which the owners attempt to have financial gain by
entertaining children. Through the discussion on liminoid process as a leisure time
activity, I had discussed the functioning of the values of workplace in the liminoid
process of cultural performance. There, Blue Faces Company, and Asli’s experiencing
of that activity is a clear example of how a cultural activity, a theatrical experience,
which can be a process of developing anti-structure critical moments, can also be a
process at which work values are reproduced and the members experience the everyday
life subordinated positions of themselves in a different way, within the activity of

theatrical performance.

4.2. ZPT as a Group

The members of the group, while narrating on ZPT, also addressed the inner
discussions, tensions and problems of the group. I analyze these narratives here not to
draw the picture of the relationships in ZPT, but to have a sense of the power relations

and the group dynamics on the background of the theatrical activity.
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4.2.1. Criticizing Each Other

Having prior relationships with someone in the theatre group or developing good
relations after participation emerged as an important factor to continue with the group.

Ali narrates:

...One may be interested in theatre but if she/he cannot come and go with the
people she/he wants, she/he will leave after a while. Friendship is important in
these things; it is better for someone to come by favor of a friend. For example, |
was attending the theatre activity last year because Serkan was here also.”

Mustafa had stopped to participate in the rehearsals for a while and then came

back to the group. His narrative depicts that the attitudes of his friends in the group

become important in his decision to come back or not:

.... But after all I did not want to leave... [ wanted to come back, but some of my

friends did not want me. It might be because of a kind of distrust and jealousy.

Our trainer had left the decision to friends, like if you want we can call him

back, but my friends...Of course, this made me sad. 93

ZPT is one of the social groups that they belong to in their ordinary life. The
members of the group in terms of their attachment and the identification with the group
differentiate from one another. In relation with this, their participation in the discussions
on the problems, rules and the values of the group vary. I frame the positioning of the
group members within the notion of “star group” that Turner develops through his
theory on social drama. He argues that within the groups we are attached to in the

ordinary life, people choose a group which they feel most belonged to, as their star

group:

It is one’s star group that one looks most for love, recognition, prestige, office,
and other tangible and intangible benefits and rewards. In it one achieves self-

%2 .. Ister istemez tiyatroya meraki olabilir ama istedigi insanlarla gidip gelemeyince,

birakir bir yerden sonra. Arkadas onemli bu islerde, bir arkadas vasitasiyla gelmeleri
daha iyi olur. Mesela ben tiyatroya gecen sene Serkan var diye geliyordum.

» Ama ben vyine birakmak istemedim... Tekrar geri gelmek istedim, ama
arkadaslarimdan bazilar1 istemedi. Bir nevi giivensizlikten veya cekememezlikten
olabilir. Yine bizim hoca arkadaglara birakmis yani ¢agiralim falan, arkadaslarim... Tabi
bu beni bir de tizdii.
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respect and a sense of belonging with others for whom one has respect. Now
every objective group has members some of whom see it as their star group,
while others may regard it with indifference, even dislike. Relations among the
“star groupers”, as the first category may be called, are often highly ambivalent,
resembling those among members of an elementary family for which perhaps,
the star groups is an adult substitutive. They recognize one another’s common
attachment to the group but are jealous of one another over the relative intensity
of that attachment or the esteem in which another member is held by the group
as a whole. (Turner, 1982: 69)

Many members had seemed to have been attached to ZPT as her/his star group for a
while because it is not a loose group structure but the one that supports to produce
collective identity. Star groupers, as they are a big group, have seemed to be circled
around the trainer. However, those who had get out of this circle, and distanced
themselves from the group had made comments about the rest of the star groupers, and
vice versa, the rest comments on the drop offs from the group. In both directions, the
narratives include the rules and the right position of the group according to who is

narrating. Firat states that the most important problem in the group is indiscipline:

.... You see that all the problem is indiscipline, you know, because of the
indiscipline of friends, we, that is to say I, frankly got alienated from here (the
group), they do not come, well, incompletely, one should do well by such things.
For instance you attend and make an effort through the whole year, then there
were people who cannot come a few months to staging the play, I don’t know,
they are like don’t minding in a way. Hey brother, you should come if you are a
theater person.”
When I had the interview with Firat, he had already left ZPT and was attending the
acting course in Miijdat Gezen Arts Center. His critique of indiscipline about the group
may be true or false, but his emphasis on discipline is worth to pay attention in the sense
that he seem to develop his critique on ZPT moving from an ideal professional, so a
disciplined theatre activity model.

Deniz narrates her disappointment about the role distribution and actually about

the newcomers, and she relates these directly to her breaking with the group.

* Iste yani biitiin sorun disiplinsizlik yani, arkadaslarm disiplinsizligi yiiziinden biz de
yani ben de sogudum agikg¢asi burdan sogudum, gelmiyorlar hani yarim yamalak yani
biraz da insan hak verir boyle seye. Mesela sen gidiyorsun bu kadar emek veriyorsun bir
sene boyunca, sonra bir ka¢ ay kala gelmeyenler oluyor, ne biliyim iste sanki boyle
onemsemiyorlar. Yahu kardesim tiyatrocuysan sen geleceksin.
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New people came to the theatre group, after all, when they came, such things
like disorder had occurred. For example, someone older than me came, I played
in the theatre for about two years, and I had played fairly a long time. I said
Fadime Abla that I should be in a more prior position, because I was coming for
years but she was coming for two months. She had more scenes than me. But
Fadime Abla said that two months or two years make no difference. But
eventually, I had endeavored for two years; I should be in a prior position. She
should be also but since I had endeavored such that, in a scene in a part... It
happened like some sort of discrimination, and we left the group. I tried to do
what the others cannot do, because I was a senior. But it cannot be in that way
that I compensate all the deficiencies of the others. I did not participate the
theatre by making the others to compensate for my deficiency, I learned by
practice, and I want them to learn by practice. It cannot be in the way that I jump
for all lacking. It was like I was behaved unfairly there. We had quarrels and
discussions with the newcomers. So I left then on...”

Deniz had left the group three years ago. Her narrative including the dislikes and critical
points about the group and the newcomers to the group points out an aspiration of her
“own” group which had changed through time by the newcomers and the changing
position of the trainer. She argues that to be a senior in the group should be important in
the distribution of responsibilities in the group.

Sinem had started to participate in the rehearsals of the group in 2008, and then
she has been positioned as the assistant of the trainer. She had supported the trainer in
the rehearsals of the children group and also she took responsibility in the front stage in
the rehearsals of the youth group. She argues that the other members of the group are

disappointed with her trainer-like position.

% Tiyatro grubuna yeni kisiler gelmisti, onlar gelince zaten diizensizlik bilmem ne falan
filan oldu. Mesela benden biiyiik bir kisi gelmisti, ben tiyatroda iki sene oynadim baya
bir oynamistim, ben hani benim daha ¢ok 6n planda olmami gerektigini Fadime Abla'ya
sOylemistim, hani ben iki yilligim o iki aylik. Benden ¢ok onun sahnesi var. Ama
Fadime Abla dedi hani burada iki ay iki y1l 6nemli degil. Ama hani ben sonugta orda iki
yil emek etmisim benim daha c¢ok on planda olmam gerekiyor. Onun da olmasi
gerekiyor ama ben o kadar emek ettigim i¢in benim bir sahnede bir boliimde... Biraz
ayrimcilik gibi oldu iste, daha sonra da ¢iktik tiyatrodan. Yine eskiyim diye herkesin
yapamadig1 seyi ben yapmaya ¢alistyorum da herkesin a¢igini ben kapatirsam olmaz
yani. Ben de, hani baskalar1 da benim agigimi kapatarak girmedim ama tiyatroya, bir
seyleri yapa yapa 6grendim ben de onlarin birseyleri yaparak 6grenmesini isterim. Her
eksige ben atlarsam olmaz yani. Orda hakkim yeniyor gibi birsey oldu. Kavgalarimiz
tartismalarimiz oldu yeni gelen kisilerle. O yiizden ¢iktim daha sonra da...
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...they were the senior members of the group compared to me, and I was bit
older than them in age. I have never had an attitude towards them such as “do
that in that way”, since I express my opinion, they behaved in a way that “don’t
we know these things?” Surely you know but if I was on the stage, I would
ignore something also. Why is there an outsider look? No, they could not accept
this. I\gg one other than Fadime Abla can say that group that “that cannot be like
this”.

4.2.2. Trainer

The trainer has an important role in the group. Her attempts to make children
and young people to participate in the theatre activity by developing trust relations with
the families and also personal close relationships with most of the group members as
their “Fadime Abla” has seem to be very contributory in such type of an experience
becoming possible. However, changing of her position in the group also affected some

of the members’ participation in the activity. Deniz narrates her position as:

I want to continue but I cannot find the old atmosphere, Fadime Abla is not

there. It’s no go, for instance when I get on the stage, Fadime Abla had used to

do hand and face movements, there are not such things, hence, when the group is
not there, it does not become possible any more.”’

Through the end of the rehearsals of the play Nesini Soylesem, the group had
started to experience problems. As I was a participant observer in some of those
rehearsals, I also witnessed the tension in the group prior to the staging of the play.
Some of the members of the group had problems especially with the trainer, and this

seems to affect the participatory atmosphere of the group in a negative sense. Ali

concerning the dispersion period in the group narrates that:

% ...onlar benden biraz eskilerdi ya, ki ben biraz onlardan yasca biiyiiktim. Ki benim

onlara kars1 hi¢bir zaman siz de sunu yapin bdyle birseyim kesinlikle olmadi, fikir
beyan ettikce, ya biz bunu bilmiyor muyuz, gibi bir tutum igine girdi. Ya
biliyorsunuzdur muhakkak da ben de oraya ¢iksam benim de goz ardi edece§im seyler
olur muhakkak. Niye bir dig goz vardir degil mi? Yok onlar bunu kabul edemediler.
Fadime Abla'dan baska kimse o gruba su sOyle olmaz diyemez.

°7 Yapmak istiyorum da iste o ortami pek bulamiyorum, Fadime Abla da yok basinda.

Olmuyor, mesela ben sahneye ciktiZimda Fadime Abla karsimda el yiiz hareketleri
yapardi, onlar yok, iste grup olmayinca bir tiirlii olmuyor...
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Dispersion, that is, disagreement in the group, everyone was not in a harmony, in
the last month, when Fadime Abla started to get angry, girls could not get along
with, when they could not perform and the trainer got angry with them... The
trainer Fadime cares everyone like a friend since its one month to the play, but
then when there is nothing in terms of production in the last month... Finally
something should be produced, she is right.”®

As Ali mentions, the members who are having problems with the trainer were
particularly girls. Rather than the girls being not capable of getting along with the
tension, I think that this tension is related with the trainers changing position in terms of
her close relationships with the female members of the group. She seems no longer
having a positive effect on managing and facilitating the participation of female
members to theatre activity.

Moreover, the trainer’s attitude seems to convert to a directing position in that

period. Asli tells the situation as such:

....The last rehearsals of our play.... Something happened on the stage; Fadime
Abla said that “I will cancel that play”. Then we challenged like “You cannot
cancel we had worked for it”. Then Fadime Abla decided to cancel the play, and
then we said that “You did not found this group on your own, that is, we worked
a lot, and you cannot make such a decision on your own”. We had some other
disputes before. Then on, big events had happened, some had left and we
continued with the rest. We experienced such a process; it was a process of
dispersion actually. Indeed, we were a very good group, we could do better
things, we did but such a process of dispersion occurred.”

*® Dagilma, yani tabi grup iginde anlasamamazlik, herkes anlasamiyordu, son bir ay
falan Fadime Hoca kizmaya baslayinca kizlar kaldiramiyordu, yapamayinca Fadime
Hoca onlara kizinca... Fadime Hoca hi¢ hani oyuna bir ay kalaya kadar falan herkesle
arkadag gibi ilgileniyor, ama son bir ay falan birsey ¢ikmayinca... Sonugta birsey
cikarmasi gerekli ona da hak veriyoruz.

%_..Oyunumuzun son provalari...Ya birsey oldu sahnede, Fadime Abla dedi ki ben bu
oyunu men edicem, ¢ikmicak bu oyun dedi, ¢ikarmicam ben bu oyunu dedi. Ondan
sonra biz de iste nasil ¢gikarmazsin bu kadar emek verdik falan gibi bir dava oldu. Ondan
sonra Fadime Abla karar verdi ben bu oyunu ¢ikarmiyorum dedi Biz de dedik ki iste
yani buray1 sadece sen kurmadim biz de yani bizim burda ¢ok emegimiz var. Hani kendi
basina boyle bir karar1 veremezsin dedik. Ondan sonra, Fadime Abla daha 6nce de hani
aramizda birkag siirtlisme ge¢misti. Ondan sonra biitiin olaylar patlak verdi sonra giden
gitti kala saglarla devam ettik. Oyle bir siirec yasadik dagilma siireciydi hakkaten.
Aslinda biz ¢ok iyi bir gruptuk cok iyi seyler yapabilirdik. Yaptik da ama Oyle bir
dagilma siireci oldu tabi.

62



The position of the trainer is particularly worth to be studied pedagogically in
detail. However, within the limitations of my study, I interpret the positioning of the
trainer referring to the work of Paolo Freire on the pedagogy of the oppressed which
also functioned as the inspiration for the theatre man Augusto Boal to develop the
notion of the Theatre of the Oppressed. Freire develops his methodology, “The
Pedagogy of the Oppressed”, in the beginning of 1960’s with the aim of teaching
literacy to agricultural workers. Freire mainly based his methodology on the notion that;
the existing patterns of teaching reproduce the oppressor-oppressed relationship in the
society and this reproduction affects and actually shapes the oppressors’ patterns of
perceiving the world. (Freire, 2000)

Asli’s narrative makes me think of the trainers’ position in the group as the one
converting to be a dominant one. The challenge from the members came in that point. I
would not argue that the relationship between the members and the trainer reproduces
the oppressor and the oppressed relationship. However, there is a corruption in the
position of the trainer through the process of the group which also leads a corruption in
the participatory functioning of the group. The change in the functioning of the group
and the dispersion process they went through leaded the participants to feel in the way
that the play was the prior responsibility of the trainer, not a collective one including

themselves. Hale says:

...For example, Fadime Abla mostly gets angry when we forget to bring our
accessories, there are problems such that. Moreover, we pause when we forget our
lines and look to Fadime Abla like she will rescue us, that is, we leave it totally to
her. Fadime Abla wants us not to stop and continue but we get bored and stop in
those situations, we laugh, she also gets angry with this, this a problem... Actually
she is also stressed, she is right also, because finally she is the director of the play.
When anybody does not enjoy the play, they will comment to her, not to us.'®

1% Mesela Fadime Abla seye ¢ok kiziyor, mesela aksesuar falan getirmiyoruz ya ona

kiztyor Oyle sorunlar oluyor. Sonra iste biz mesela ¢ok sey oluyor duraksiyoruz
takildigimiz yerde Fadime Abla'ya bakiyoruz sanki o bizi kurtaracakmis gibi tamamen
ona kalmis oluyoruz. Fadime Abla hani kesmeyin devam edin diyor ama biz sikilip
kesiyoruz orda, giiliiyoruz falan ona da kiziyor hani o sorun... Ya aslinda o da c¢ok
stresli, ona da hak veriyoruz biz simdi, sonugta oyunu yoneten o. Oyunu
begenmeyecekler lafi bize degil ona sdyleyecekler..

63



4.3. Conclusion

The experiences of the members depict that ZPT is a transformative process.
However, the inner dynamics of the group may emerge as one of the most important
limits on transformative potential as discussed above.

The role of the trainer has been important through the contestations in the group.
However, the corruption of the transformative atmosphere and the change in the
functioning of the group cannot be evaluated only with reference to the agency of the
trainer. The conditions, decisions and choices that the young members of the group
made are also crucial.

Many factors might be effective in the choices of young people. Their individual
experiences from childhood to youth and also their families’ expectations of them seem
to have been determining factors in some members’ breaking apart with the group.
Moreover, the experience of young people as migrants and the children of lower class
families add them a double burden in their way to becoming adults, therefore affect
their possibility to participate in the theatre activity.

Professional art market stands as an alternative choice for the young people who
are interested in theatre. They are also supported by their families when they attempt to
find a way to enter the professional arts market. Choosing an acting course may emerge
as an easier way rather than dealing with inner dynamics of an amateur theatre group.

The transformative and emancipatory effect is not a static mode of being.
Rather, it is a moment of a tactic act challenge the strategy. (De Certau, 1984) The
sphere of the theatrical performance is the one that new possibilities of tactics as the
weapons of the weak could be rehearsed and acted both on stage and in real life.
Individuals one by one and also as a part of collective are important. What is valuable in
this case is that the members of the group developed the critical look regarding
themselves and the world in some moments through theatrical experience; while they
were writing their stories themselves. Therefore, they know that there is the possibility
to write it again.

To conclude the discussion on the transformative potential and the functioning
of the inner dynamics of the group in that process, I would not point out an ideal
scenario of a collective theatre experience through which a long lasting transformative
potential can be succeeded. Rather than the guidelines for an ideal and political

theatrical experience, what emerges through the discussion in this chapter is the intimate
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relationship between theatrical performance and the everyday life. The narratives of the
participants on their experiences prove that the theatrical experience is not a segregated
area of artistic production but the very part of everyday life, with all of its tensions and

contestations.
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CHAPTER 5

CONCLUSION

...arts is a weaving of meaning-making activity
with any or all parts of our lives.... (Kaprow,1983: 216)

This thesis discusses theatrical performance as a part of everyday life. Focusing
on the case of Zeytinburnu People’s Theatre, I studied on how theatre function in the
meaning-making activity in our lives and how the self-reflexive critical potential
emerges through that meaning-making process. I studied on theatrical performance as
an anthropological field through which the everyday life; the social, political and the
economic conditions, and the theatrical performance act in a two way relationship in
affecting the subject formations of the individuals. Moreover, conceptualizing theatrical
performance as a group activity, I focus on the relationship of the individuals in the
group as a dynamic in the very formation of this everyday life and theatrical
performance’ two way relationship. The description of the participants on how the
theatrical activity affected their lives have been adressed in order to understand their
experiences in relation with performances.

In this thesis I focused on mainly the relation of everyday life and theatre in the
individual level regarding the narratives of my interviewees. This case study might be
studied in many other ways, as a neighborhood experience by focusing on the space and
community relations through more of a sociological perspective or by focusing on the
forms of the theatre experience through theatre studies perspective... Moreover,
analyzing the formation and the process of ZPT focusing on its relations with the theatre
circles and people might contribute the perspective concerning the alternative-amateur
theatre scene in Istanbul. Being aware of the limits of my study, I hope this study to
function as a contribution in literature for any other above mentioned approaches by

both its weaknessess and strengths.
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The main problematique underlying the discussions in this thesis is about the
externalized position of the artistic performance and genres of cultural performances in
the daily life. Arts has been historically concerned as decorations and the hobbies as
additions to the real life. However, concluding my discussion on the theatrical
performance and everyday life experience, I argue that theatrical performance can be a
very part of one’s ordinary life, therefore contributes the self-reflexivity of one’s vis a
vis her/his own life conditions and the world going around her/him. Theatre is a way of

being aware of everything and writing our stories by ourselves.
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APPENDIX A

www.iatp-web.org
IATP'den IATP-Girisim'e

IATP gruplar bir yildir platform ilkelerinin isletilememesi ve IATP'de olusturulmus alt
platform ve komisyonlarmm altinin bosalmasiyla ilgili bir tartisma siireci
yiiriitmekteydiler. Bu tartisma siireci devam ederken cesitli IATP gruplar1 farkl
nedenlerle platformdan ayrildilar. Geride kalan gruplar, kurulus nedenleri ve ilkelerini
daha 6nce kamuoyuyla paylastigimiz IATP'nin hala savunulmasi ve gerceklestirilmesi
gereken bir proje olduguna inanmakla beraber su anki yapilanmanin IATP olarak
adlandirilmasinin dogru olmadig1 goriisiinde birlesmektedirler. Bu nedenle su anda
IATP'yi olusturan gruplar faaliyetlerini bir girisim olarak siirdiirme ve oniimiizdeki
pratik siireci degerlendirme karar1 almislardir. IATP'yi yeniden tanimlama ve yeniden
yapilandirma yolundaki bu girisim, IATP'nin 2000-2005 yillar1 arasindaki bes yillik
siirecine iligkin tarihsel verileri ileriki donemde kamuoyuyla paylasmayi diisiinmektedir.

Bes yildir IATP tarafindan diizenlenen ve organizasyon planinda katilime bir cergeveye
sahip olmas1 hedeflenen ancak 6zellikle gectigimiz y1l temel hedeflerinden uzaklastigi
tespiti yapilan IATG'in (Istanbul Amatdr Tiyatro Giinleri) su anki IATP-Girisim
tarafindan gercgeklestirilmesinin ger¢ekci olmayacagi saptanmistir. Gelecekte yeniden
hayata gecirilmesi bir hedef olarak sakli tutulmak kaydiyla orta vadede IATG'in
organizasyonunun askiya alinmasmna ve Onilimiizdeki donemde daha gercekei bir
yaklasimla IATG yerine bir "Alternatif Tiyatro Bulusmasi"nin 6rgiitlenmesine karar
verilmigtir. Gosterilerin yan1 sira alternatif tiyatronun sorunlarinin ele alindigi
etkinliklerin de planlandig1 bu organizasyonun ayrintilari ilerleyen giinlerde tiyatro
kamuoyuyla paylasilacaktir.
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APPENDIX B
Summaries of the Some of the Plays by Zeytinburnu People’s Theater
e 2004 — Biz Herseyin Farkindayiz (We Are Aware of Everything)

The play opens with a grandmothers’ complaints about television. Her granddaughters
(Zekiye&Dicle) demand whatever they have seen on television, moreover they want
them from their grandmother! What is more, their school grades are so bad, that the
grandmother thinks it is because of they are watching too much television. The
grandmother does not know what to do with that television, she thinks of casting it
away, and she decides to open it one’s more before making a final decision about it.

We see different scenes from different channels and her comments on those when she is
zapping. The first one is a sausage advertisement, the other is the bank advertisement
which is called “Oyukbank”, and there is also a women’s program called “Women’s
Suffering”'®'. Her daughter and granddaughters came, they comment on an event on
television going on at the same time. Dialogue:

Zekiye: Look mom how he is beating the woman while everyone is there!

Dicle: The women are watching, they do nothing!

Mother: Can he beat her if the women do not watch but do something!'%*

Daughters then start to watch “Sevda Masali”. Boys and the father came to the scene as
football fans. There is a quarrel between wife and husband. These are the very
humorous representations of wife and husband streotypes. The scene ends with a beat
attack of the husband.

School Scene

The teacher says that the topic of the day is War&Peace. Then on the students start to
take the floor one by one in odrer to express their ideas about war and peace. There
exists also a discussion on ethnic identities. The scene ends with the inspector’s coming
to class and threating the teacher by being appointed for the Southern region.

Public Garden Scene

There are the two girls playing on the ground. Then the two others come near them. One
of them tells her story as a migrant and who has the cooking and servicing responsibility
at home. Then on a streotyped middle class working woman come with her daugher,
because of she is working, she can only bring her daughter to the public garden on
Saturdays. A dialogue starts between this middle class woman and the other migrant

" Kadmin Cilesi

102 Zekiye: “Anne bak o kadar insanin i¢inde kadini nasil déviiyor!”
Dicle: “Kadinlar da seyrediyor.”

Anne:“Kadinlar seyretmese dovebilir miydi?
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lower class one. The latter tells a story about how she has dressed as a man in order not
to be harrassed on the street. There is also a disturbing man in the public garden that is
looking to these women. When these women starts to quarrel with the man because of
he was harrassing them; the man refused that he was looking at them and attacks theo
women as they were actually looking to him. Then daughters of the women make that
man to leave the public garden by the play “Oniimiize gelene yiiz tekme”. At the end of
that scene, the lower class woman told the other about an association in the
neighborhood, in which women from neighborhood come together, have fun. The scene
ends with the song “Dagda Belimde Odun”, with all women of the group on stage.

e 2005 - Biz Herseyin Farkindayiz 2 (We Are Aware of Everything 2)

This play is a reproduction of the one staged in 2004. In addition to the scenes
summarized for Biz Herseyin Farkindayiz 2004, some other scenes had been added.
(These scenes had been added between the school and public garden scenes)

Textile workshop Scene

Problems such as general working conditions in these workshops, children’s bad
working conditions, sexual harrassment while working had been staged.

Hip-Hop Dancers Scene

In that scene we see the prejudices of people concerning the hip-hop dancer young
people. Some people does not know dances other than zeybek, some does not like this
dance because sees it as the degenerated dance of the city, some says that they will
investigate about that dance... A Roman woman asks dancers the name of the dance and
when and who can do this dance? The dancers answer that any one can do this dance,
they do it on the street but on every street and they do in on friends birthdays etc.

e 2006 — Sokaktaki Ozgiirliikcii Cocuklar (Children of Freedom on the Street)

Young girls are not allowed to engage in theater acvtivity. The participants of the group
with their own names (Sefika, Gizem, Berfin, Deniz) appear on the stage and we see
one by one their family members (sister, brother, mother...) not allowing them to
participate in theater activity for various reasons. Girls emphasize that the theater
activity is in the neighborhood, free and the trainer is a woman in order their family
members to allow them to go. They all finalize their parts with such phareses:

“I should go to theater! I should make a plan! I should think and find something, I
should certainly go to this theater, you allow me or not, I will go to theater”'®

Then they come together, tell each other about the situations with their families and then
they decide to go to the association and demand a place and a trainer to do theater. They
went, but the association did not give them anything. Finally, they decided to do theater

19 «“Tjyatroya gitmem lazim! Bir plan yapmam lazim! Benim diisiiniip birsey bulmam
lazzim mutlaka bu tiyatroya gitmem lazim, sen izin versen de vermesen de ben tiyatroya
tip1s tip1s gidicem.”
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there, that is to say where they were standing. In that point the on stage and reality
comes together. People from neighborhood came to look at what is happening.

“Druggies” scene

In that scene a school atmosphere is staged in which drug dealers are going around and
the many of the students buy those drugs at very high prices, even if they are lower
class people. They tell each other that those drugs are very nice things that made them
“fly”. After staging that atmosphere, a scene in which all these dealing/buying/using
drug young people came to the scene and they start to fall on the ground one by one. So
this drug addiction is being critisized harshly.

Gecekondu Neighborhood-Urban Regenaration Scene

We see the officials in the area at the very begining of the scene, they are talking about
how to deconstruct and built new structures in that area. Then three women from
neighborhood come and chase them.

In that secen, we see different cultures coming together; Kurds, Romans, Laz people...

Discrimination against Kurdish migrants have been staged by a dialogue between a
middle class Turkish woman and the Kurdish woman.
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APPENDIX C

Text of the Mother Tongue Scene

Sahne agildiginda anne ve kizi konusuyorlar. Vakit aksam. Anne kizina seslenir.

ANNE: Cirannnn...Ciranim! Kegamin raba raza derang bu.

CIRAN: Tamam anne yaaa! (Ciran ders ¢calismaya devam eder.)

ANNE: Ciran tamam ana dersin hep ge¢ yatarsin. Sabah seni kaldirayim derken akla
karay1 se¢iyorum. Tuwen ax wa sar da bitina (Kizinin onu dinlemedigi fark eder dikkat
cekmeye ¢caligir) Kegamin iro ¢ibu tu zani.

CIRAN: N’oldu anne sizin partiyi mi kapatiyorlar?

ANNE: Ya kizim iyi ki bu partiye oy verdigimi séyledim. ikide bir basima vurup durma
pismanim zaten Oliirim de bir daha onlara oy vermem. Hem bize dyle mi demiglerdi?
Demigslerdi ki kdylerinize geri doneceksiniz, operasyonlar olmayacak giiven igerisinde
yasacaksiniz demislerdi...

CIRAN:Eee n’oldu peki anne? Her sdylenenlere inaniyorsunuz. Simdi size miistahak!

ANNE: Bak kizim Ciran bir daha bu konuyu agarsan, azete kujim ha.

CIRAN: Tamam anne yaa... Bir daha sdylemem.

ANNE: Sana bir sey anlatacaktim ama 1srar etme anlatmayacagim.(Kizinin
ilgilenmedigini fark eder) Ciran, kiz bugiin pazara gittim. Dedim ki size 1spanak alayim
icli borek yapam dedim. Aben sever bilirsin. Gezinirken bi de baktim birini goérdiim
¢ikaramadim. O mudur degil midir o mudur degil midir...

CIRAN: Kim kimdir ane ya?

ANNE: Hani bizim koyiin asagisindaki kdyde bir Kocer Hala vardi ya, sana bakardi
hatirladin m1? Hani 1spanak satardi. Koger Hala...

CIRAN: Heee bildim bildim, 1spanak¢1 Koger hala!
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ANNE: Hee o, oymus yiiziindeki ¢iziklardan anladim. Cok yaslanmis.
CIRAN: Eee n’olmus anne niye gelmisler buraya?

ANNE: Hani bizim koyii yaktiklart zaman onlarin kdylerini de yakmiglar. Kocer Hala
da 1spanak tezgahii kaptigi gibi buralara gelmis. Onu goriince dyle sevindim, dyle
sarildik ki sanki anam mezardan ¢ikmis gelmis Ciranim o kadar ki sevindim...

CIRAN: Eee tutunabilmisler mi bari alismislar m1 buraya?

ANNE: Valla kizim tutunmuglar m1 tutunmamislar m1 bilemiyim. O da benim gibi
ayrilmis yerinden yurdundan. Cok mutsuz goriiniiyodu. Bak Kocer Hala arayi
sogutmuyak, birakmiyak birbirimizi en kisa zamanda eve bekliyim senin disine gore bir
borek agam dedim. Seni sordu, o kiigiik stimiiklii kizin napiy1 dedi. Ohoo Koger Halasi
biiylimiis {liniversitelere gitmis de bilim kadini olacakmis, seni beni begenmiyi valla
dedim. Eve davet ettim Obiir giine geliyi. Dersin erken biterse hemen gel emi
kadincagizin sende ¢cok emegi var.

CIRAN: Erken ¢ikarsam gelirim ane.

ANNE: Seni ¢ok tebrik ederim kizim yine beni lafa uttun. Kendin uyumuyon beni de
uyutmuyon he, konbaba gibi oturuyom. Hadi benim ¢i¢gek kizim sende yorma kendini
akilli kizim sirma sa¢h kizim ben yatiyom.

CIRAN: Ya anne ne ders galisabildim, ne uyuyabildim her yénden zarardayim yani.
ANNE: Ciran kalbimi kirisen he. (Isik séner)

Sahnede anne vardir. O da herkes gibi uyumaktadir. Yavas yavas uyanmaya baslar,
olmiis annesini karsisinda bulur ve korkar.

ANNE: Daye, sen misen? Yok yok ben riiya gériirem heralde bizim kiz uykumu kagird1
hayal goriirem en iyisi yatam... (Yatacak gibi olur vazgeger tekrar dogrulur) Daye bu
sensen. In misen, cin misen yoksa hortladin m1?

BUYUKANNE: Korkma kizim korma!

ANNE: Daye, rilya misin? Hayal misin?
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BUYUKANNE: Farz et riiya diisiin ki gerek ne fark eder? Seni gérmeye geldim kizim.
Gel yanima korkma! (Kizina bakar iyice siizer onu) N’olmus sana kizim, niye bdyle
solmussun?Saclarini taramamigsin, boncuklarini takmamissin; kinalarini yakmamigsin.
Kizim niye kendini bu kadar biraktin? Cigegim benim.

ANNE: Daye, yerimden yurdumdan oldum. Evimin diregini, gdziimiin bebegini aldilar.
Artik ben eski ben degilim ki nasil kina yakayim.

BUYUKANNE: Senin goérecegin daha ¢ok giizel giinler var. Kendine kendin igin
bakmalisin. Bak giizel kizim goriiyorum ki benim sana 6grettigim dili, ananin dilini
kizlarina ¢cocuklarina 6gretmiyorsun, sebebini 6grenebilir miyim?

ANNE: Daye, koyde baskilardan kurtulup bir giin yiizii goremedik. Buraya
geldigimizde her gliniimiiz kargasayla gecti. Kendimize geldik diyene kadar Ciranimla
Civanim kocaman olmus. Ciran okula gidiyo orada dalga gegerlermis. Hic tliniversitede
okuyan Kiirtge konusurmuymus... Felankesin kizi iiniversiteye gidiyor hala Kiirtce
konusuyo diye ayiplarlarmis. Oglan konusmak istiyi ama ¢alisirken konusamiyi. Zaten
bide yasak ana yasak.

BUYUKANNE: Biitin bunlar bahane kizim. insan mekanni degistirince dilini
degistirir mi? Anadil evrenseldir nereye gidersen seninle gelir. Sonra anadil adi iistiinde
annenin dilidir. Ben sana 6grettim. Sen kizlarina 6greteceksin ki kizlarin da kizlarina ve
diger cocuklara dgretsin.

ANNE: Daye, sanki benim 6gretmemle is bitiyi mi? Bana gelene kadar aksam oluy1.
Ciranim y1ginla bilgi 6greniyi, benim soylediklerim arada giimbiirtiiye gidiyi.

BUYUKKANNE: Bak kizim aklin1 bagina topla. Sana sdyleyeceklerimi kulagina kiipe
edesin. Dilden anlayan okumus adamin biri demis ki her on bes giinde bir dil yitip
gidiyo demis. Ama bir halk yeterli iradeyi gosterip diline sahip ¢ikarsa, o dille okuyup o
dille yazarsa nesilden nesile aktarir varligimi yiizyillarca siirdiiriir demis. Bir zamanlar
bayramdan bayrama konusulan Ibranice bile Israil devletinin kurulmasiyla
kiymetlenmis. Simdinin Ingilizcesi, Fransizcas1 ge¢miste Latincenin baskisi altinda
‘koylii dilleri’ diye kiiglimsenirmis. Hele kizim Tiirkge ne demisler bilirsin. Mevla’na ve
Osmanlilar denmis ki ‘etrak-i bi idrak’ (anlayis1 kit olan) kisilerin dili. Diyecegim su ki
kizim eger sana Ogrettigim ananin dilini ¢ocuklarina dgretmezsen siitiimii sana helal
edemeyecegim.

ANNE: Sen ne dersin daye, o nasil s6z? Tamam hemen ogretirim. Ama nereden
baslayacagimi bilemiyim. Anam degil misen bana bir yol gdstersen.
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BUYUKANNE: Ninnilerden basla. Benim sana dgrettigim ninnilerden. Gor bak onlar
nasil hatirliyorlar dillerini. Sonra manilerden, deyimlerden, dualarda, vgiilerden basla.
Eger ¢ok sikisirsan al bu sana yardimci olur (Elindeki kitabi kizina uzatir ve ayaga
kalkar)

ANNE: Peki anne siitiint helal edecek misin?

BUYUKANNE: Valla kizim bu senin performansina bagl... (der ve kaybolur)

ANNE: Daye gitme! Performans. Benim performansima bagliymis siitiinii helal edip
etmemesi performansima bagliymis. (Isik soner sabah olmugstur anne elinde kitapla
oturur)

CIRAN: Ya anne niye uyandirmiyorsun geg kaliyorum okula. (Hazirlanmaya baslar
etrafta eslerint arar) Anne bari sagimi Oriiver!

ANNE: (dAnne sagint ormeye baslar) Bak kizim seninle dnemli bir konu konugsmam
gerek. Bundan sonra ananin dilini 6grenip konusacaksin.

CIRAN: Ya anne nerden g¢ikartiyorsun bunlari, Seda Sayan seyrederek bir dil bir insan
iki dil iki insan felsefesi mi edindin kendine? Bize zaten okulda ikinci tgiincii dil
Ogretiyorlar hem zaten baska bir dil 6§renmek istersem bu kesinlikle Kiirt¢ce olmazdi.
Ki Kiirtce beni ileri degil bir adim geri gotiiriir. Universiteye gidiyorum Kiirtge
konusuyorum sence de garip durmaz m1? Ayrica zaten kus dili kadar kiymeti yok.

ANNE: (Kizimin kafasina hafifce vurur) Kizzim sen ne diyorsun? Seni okuttuk ki
esitlikei olasin. O giin bana insan haklarindan bahsediyordun hani nerde kaldi senin dil
hakkin? Sen 6nce kendi dil hakkini savun.

CIRAN: Anne dil insanlarla anlasmak igin degil mi? Ben kimsenin anlamadigi dille
nasil insanlarla anlagsayim?

ANNE: Sen yine onlarla onlarin dilini konus kendi dilini de unutma. (Annesinin
kendisine yaptigi jestle) Eger ananin dilini 6grenmezsen siitiimii sana helal etmem.

CIRAN: Geg kaldim anne ben gidiyorum erken gelirim (4celeyle ¢ikar)

(Anne elleri havada donar kalwr, oglu hazirlanmak iizere yanina gelir)
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CIVAN: Ya anne kalirsin iste dyle ellerin havada. Zamaninda sana sdyledim kizina
anadilini 6gret diye sen ne dedin zamani gelir 6grenir dedin. Bu yastan sonra biraz zor
Ogretirsin ana dilini. Kizin bu aralar kus dilini 6§renmis o modaymus. Cik ¢ik ¢ik ¢ik ¢ik
ben asigim daldan dala... Bunun i¢in bi mucize gerek ane mucize.

ANNE: Ne mucizesi oglum ne mucizesi; mucize miimkiin olmayan ig¢indir. Sen
bilmiyorsun benim annem nasil 6grenmis. Zamaninda koylere askerler baskin
yaparlarmig. Anneannemde Kiirtce kasetlerini salvarina saklarmis. Sirf Kiirtce sarki
dinledi diye insanlar zindanlara atilirmis. Simdi 6yle mi? Dilimiz var kiiltlirlimiiz var
sen varsin ben varim. Simdi 6gretmeyecez de ne zaman 6gretecez dilimizi?

CIVAN: Ane, ben diismiisiim is derdine sen diismiissiin dil derdine hayirlisiyla bi is
buluyumda sonra bakariz ¢aresine. (Oglu ¢ikar)

Anne: (Dualar)

(Anne oglu ¢ikar ¢ikmaz eline annesinin riiyasinda verdigi kitabt alip oturur ve baslar
okumaya. Aksam olur, oglu tekrar girer, anne elindeki kitabi saklar.)

CIVAN: Merhaba ane!

ANNE: Hos geldin Civanim. N’oldu? N’aptin bugiin is bulabildin mi?

CIVAN: Yav ane sorma is ¢ok zor olmus artik. Eskiden form doldururduk bi ay
sonrada olsa ararlardi simdi nereye gitsem daha kapidan tipime bakip nerelisin diye
soruyorlar, doguluyum diyince hemen lazim degil diyorlar.

ANNE: N’oldu oglum bisi mi oldu?

CIVAN: Bugiin arkadasim Hiiseyin’in yanma gittim eleman ihtiyact varmis ben de
basladim. Ogleye kadar calistik. Bir ara arkadasla dalmisiz Kiirtge konusmusuz. Hemen
ordan ustabasi bagarmaya basladi. “Ooop n’oluyo? Ikinci kanal yasak oglum, ikinci
kanala gegme” diye bagirdi. Ben de sinirlendim ¢iktim geldim.

CIRAN: Selam ben geldim anne!

ANNE: Hos gelin Ciranim. Giiniin nasil gecti?
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CIRAN: Hi¢ sorma anne valla hi¢ iyi seyler olmadi. Sabah sdylediklerin dnce hig
aklima yatmamistt ama gidip arkadaslarla paylastim ve verdikleri tepkiyi goriince
kendimi ¢ok ezilmis hissettim. Kiirt oldugumu 6grenince bana karsi tavirlart degisti.

ANNE: (Saskinlik i¢inde) Viss...sen nasil Kiirt oldugunu saklarsin!

CIRAN: Ya anne saklamak degil de hi¢ siras1 gelmemisti ki sdyleyeyim. Diisiindiim bu
dili en iyi Edebiyat Kuliibii’nde arastiririm dedim Edebiyat Kuliibii’ne gittim. Yani anne
inan kus dili bile var, diinyada belki on kisinin konusmadig:1 dil bile var ama Kiirtce
yok. Bi de benimle dalga gectiler, git hakkini Hukuk Kuliibii’'nde ara dediler. Ben de
Hukuk Kuliibi'ne gittim. Hukuk Kuliibii ise daha biiyiikk bir faciaydi. Tirkiye’nin
anadili Tiirkce’dir. Anadil hakk: diye bir seyin sagmalik oldugunu, dil hakkina gelene
kadar bir y1gin hakkimizin yendigini soylediler. Iste o zaman dedim ki ben bu dili
kesinlikle Ogrenmeliyim, n’olur Ogret bana bu dili. Ama nerden baslayacagimi
bilmiyorum.

ANNE: Kizim ben varim, abin var. Ama ¢ok sikisirsan al sana bu kitap yardimci olur.

CIRAN: Nerden ¢ikt1 anne bu kitap? Yayinevi neymis bunun? Aaa yaymevi yazmiyor.
Neyse anne sabah demistin ki dilimi 6grenmezsen siitiimii sana helal etmem demistin.
Peki anne 6grenirsem siitiinii helal edeceksin dimi?

ANNE: Valla Ciran o senin performansina bagl.
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APPENDIX D

Some photos of Rehearsals

1. Rehearsal of the play Nesini Soylesem by youth group
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2. Rehearsal of children’s group
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