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AN EXAMPLE TO THEATRICAL VILLAGE PLAYS

FROM THE BOLU REGION: HASAN PLAY
Serife Seher EROL CALISKAN!

Abstract

Theatrical village plays are mimetic and dramatic plays that are held by
people living in rural areas and villages with the purpose of entertainment and having
good time at certain times of the year or on official and religious festivals,
celebrations, weddings and spring festivals. The theatrical village play, which is one
of the phases completed by theatre until getting its present form, is perhaps one of the
most important events in terms of people producing their own entertainment and
ensuring the continuity of their beliefs. These plays, which have emerged in the
village environment and have become widespread and a tradition over time, still exist
in many regions all over Turkey through different plays. A theatrical village play,
which is performed by the women gathering at the bride’s house after having fun
during the henna night, was determined in the Bolu region. In this study, information
shall be provided regarding this play which is called Hasan Play by the peasants.

Key Words: Theatre, Theatrical Village Play, Bolu, Hasan Play.

1. INTRODUCTION

Considering the common works performed by the mankind from the very
beginning, one of the factors we confront is, without a doubt, imitating what they see
and shaping their lives according to it. The fact that a newborn baby starts total king,
animals repeat each other's actions and that humans imitate the nature, all of them are
activities carried out with the aim of revitalizing and ensuring continuity. The arts
such as music, painting, sculpture and theatre existing along with imitation have also
emerged throughout the process of imitation factor coming until today. The theatrical
village play, which is one of the phases completed by theatre until getting its present
form, is perhaps one of the most important events in terms of people producing their
own entertainment and ensuring the continuity of their beliefs. These plays, which
have emerged in the village environment and have become widespread and a tradition
over time, still exist in many regions all over Turkey through different plays.

Theatrical village plays are mimetic and dramatic plays that are held by
people living in rural areas and villages with the purpose of entertainment and having
good time at certain times of the year or on official and religious festivals,
celebrations, weddings and spring festivals. The roots of these plays, which are
named as Peasant performances, peasant theatre, Anatolian village light comedies
and theatrical plays etc., extend back to prehistoric times (Ciblak, 2005: 175).

1 An Example To Theatrical Village Plays From The Bolu Region: Hasan Play, Bartin
University-Turkey, serol@bartin.edu.tr
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The theatrical village plays, which are one of the reflections of the cultural
accumulation of the Anatolian people, include the theatrical events performed on the
basis of the “making a play”, "organizing a play" tradition at certain times, which are
important for the people of the village, such as weddings, holidays, harvest season,
mid-season, when animals are mating or when crops are planted. Boratav makes the
following attribution for theatrical plays: “The theatrical plays are not merely the
means of entertainment and are not imaginary or temporary things. They cannot be
separated from the daily problems and sorrows of society, their worries, their joys,
their works, their production and consumption efforts, their ceremonies and their
traditions. They have fused into the life of the people with a single word, they are
integrated as a whole and they can only be evaluated and interpreted together with
various aspects of the life of the society” (Tekerek, 2008: 69-70).

2. TYPES OF THEATRICAL VILLAGE

2.1. Ritual-Rooted Moral Theatrical Plays

The variability of natural events have affected primitive people directly and
major changes occurring in nature every year have forced people to think about these
changes. Primitive people believed that these changes could be affected by sorcery
and they held sorcery ceremonies to raise the sun, to make it rain, to mature the nuts,
to make animals reproduce and to bring the spring. In these ceremonies, the death and
resurrection of God was portrayed. The purpose of these ceremonies, which portrayed
the event of death and resurrection at the beginning of spring and during solstice, was
to influence the ultimate powers and to accelerate the change. Primitive people or
primitive societies took a variety of means such as sorcery and ceremonies in order
to have better lives and to overcome difficulties. Theatrical village plays are plays
that are performed at certain times of the year since they are based on issues like
reproduction, harvest, revival of nature and death. In other words, they emerge
according to a certain calendar. We can list these plays as follows:

a. Plays Performed for the Revival of Nature
b. Plays Performed at the End of Harvest
c. Plays Performed for the Animals to Reproduce (Saya Gezme)

(Artun, 2008: 2).

2.2.  Theatrical Plays for Entertainment Purposes

The historical development of ritual-based theatrical plays also applies for
theatrical plays with entertainment purposes. However, the theatrical plays based on
ritual ceremonies have gradually turned into plays, which dealt with social issues, and
at the same time they have developed an educational and entertaining characteristic.
As humans became dominant over the nature, their need to practice sorcery has also
disappeared. As a result of this, the functions of these plays have decreased and
comedy factor has entered into the plays. Moreover, the change of performance time
reveals that these plays have been performed at weddings, holidays, and special
occasions only for entertainment purposes. This is also the result of social, economic
and cultural changes in society. In theatrical village plays, new plays have been
created on the basis of tradition about the current subjects over the old examples or
new variations have been created by changing old plays. Plays based on plant and
animal cult have begun to be played for entertainment purposes as a result of being
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updated by pushing its ritual function to the background and losing the first
characteristic in the context of solving the secrets of nature. These ritual-based plays
have survived until todays as a result of cultural interactions. The non-contextual
movement, which is verbal or non-verbal, diversifies by changing although it is
repeated and performed by the same creators-performers (Artun, 2008: 2-3).

According to Metin And, it is possible to divide the theatrical village plays
into seven groups:

a. Ritual-based, ceremonial and myth-based plays - realistic plays,

b. Resurrection and abduction of girls plays,

C. New Year and year-end plays,

d. Agricultural plays - shepherd plays,

e. Animal imitation plays,

f. Dumb shows - puppet, humorous plays,

g. Single and double threaded plays - series plays (And, 1985: 72-74).
3 PERFORMANCE OF THE PLAYS

3.1 Director

In the theatrical village plays, the manager, in other words the director, is in
fact the traditions and customs. Through a proper interpretation of the plays inherited
from the ancestors of the peasants, divine narrator ensures that the play is performed
according to the spirit of the play. However, since social changes are rapid in some
regions, it is seen that the customs have also applied those changes, begun to shape
them according to its own circumstances, and thus the director has begun to be
involved in the plays. In places, where tradition and customs are valid, the director of
the play pays regard to remain loyal to the past in the directing work. He/she continues
the mission of the first sorcerer or the first cleric. Under this comment, he/she chooses
the actors and shows them what to do. He/she takes care of their make-up and
costumes. He/she even checks whether the play is performed same as before. Even if
he/she does not want it, the audience forces him/her to do this. The audience starts
criticizing unless they are satisfied with the play. Even in this type of regions, there
is no need for a director. This is because everyone knows what to do. In regions,
where traditions and customs have begun to keep pace with the social conditions, the
director has begun to be determined. The old stereotyped habits have begun to
change, and thus some intermediate points have emerged. The actor, who can be
called as "the director" has to take on new functions. He/she shall pre-determine the
cases and words to be accepted by the audience and shall cast the play.

3.2. Acting

The actors of the theatrical village plays are the willing and talented people
from the village. The person, who is at work during the day, goes to the wedding at
night. The work they do is a job. He has no privileges. He goes to coffee and mosque,
sharing the same shortage and abundance as all other peasants. His clothes, attitude,
attitudes, feelings, thoughts are not different from others. He is a person of the same
society and same conditions. He acts in ceremonial or sorcery-based plays performed
at certain days such as Saya Gezme, End of Harvest in the belief of fulfilling a sacred
tradition. His action is faithful, kind of sorcery. Acting differs in plays for
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entertainment purposes. It is very close to the contemporary theatre actor. In such
plays, the actor acts with consciousness, not with faith. His aim is to entertain the
audience and to have a good time. There are no ceremonial patterns. He makes all
kinds of jokes and farcical comedy as much as the audience can bear and he is quite
free. Personal talent is at the forefront comparing to the sorcery-based plays. The
audience evaluates the actor in this sense (Tekerek, 2008: 136-137).

3.3. Audience

The audiences of the theatrical village plays are peasants. They establish their
strongest connections while watching the play performed in a square or a room.
Participation in the play is high. However, there are always some obstacles for the
audience to watch it all together. In places, where Islamic influence is so intense, the
women, men and children do not watch the play together. Women watch it through
the windows or on the roofs. They do not participate in the play physically. Usually
children watch the plays performed by children. Men cannot watch the plays
performed by women. Women cannot watch the plays performed by men (Tekerek,
2008: 138). In plays with entertainment purpose, women play for themselves and men
play for themselves. Since there are sexual jokes, the elderly people do not want
children to participate and they do not participate themselves either. Sometimes
audiences become accessories and decorations of the plays. Pranks are made to the
audience sitting in front and they are even beaten sometimes. In plays for
entertainment, the participation of the audience in the play is formally the same. The
emotional exchange changes the atmosphere. The audience does not participate in the
play so that the nature supports him/her. Other than the sorcery purposes, he/she will
just have a good time. To the extent of his/her personal talent and characteristics,
he/she participates in the play as the social status of the village allows and
communicates with the actors. He/she can even disrupt the play, if necessary.
However, he/she cannot do this in ceremonial plays (Tekerek, 2008: 138).

3.4. Place of Performance

The place of performance for theatrical village plays is the squares in
summers and the rooms in winters. They are performed in anywhere. The sides of the
stream, forest, village square, courtyard, roof and room etc. can all be counted. The
place in theatrical village plays is spacious enough to fit in the audience. The
audiences are located in a circular setting or all around the room o that the actors are
surrounded. Thus, the play establishes the most advanced bond. There is a place
suitable for the impersonal feature. Since they do not have many technical issues such
as decor, light, etc. everything is solved instantaneously in that place. It can be
performed during the day or during the night in the luxurious light or around a burning
fire (Tekerek, 2008: 141).

4. AN EXAMPLE TO THEATRICAL VILLAGE PLAYS:
HASAN PLAY

It is one of the plays performed by the women gathering at the bride’s house
after the party held during the henna night, in Bolu region. It is called Hasan Oyunu
among the peasants. At the beginning of the play, the wedding-owner offers some
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treats to the crowd gathering in the house and this treat is usually roasted chickpeas
and roasted sunflower seeds.

Roles:

Hasan

Old woman whose daughter is to be married

On the right and on the left of Hasan are two women asking for the girl in
marriage for Hasan (one is Hasan's elder sister and the other is his aunt)

The old and lame woman (the mother of the other aspirant man whose name
is mentioned throughout the play but does appear in the play)

The necessary preparations are made for the play during offering of treats.
One of the bride's peers masquerades as a man and she definitely wears shirts,
trousers, jackets and a cap, and in her pocket she carries especially wipes to use in the
play later on. Often, a moustache is drawn with the charcoal and the eye brows are
marked.

The play begins with Hasan coming inside together with persons on the right
and left to him and the audiences are informed about the beginning of the play by the
folk songs and the short poems told while going inside.

At the bottom of quince
At the bottom of fruit
We came to you

We came for a girl

They come to the girl's mother and ask for her daughter to get married and
during this time Hasan is praised for his honesty, industriousness and considerateness.
The mother of the girl asks for some time to think. Then an elderly lame woman with
a tray wrapped around her back starts hitting her back with a rolling pin in her hand.
In this way, the attention of distracted audience is gathered and the other scene of the
play begins. The old woman aspires the girl and asks for her mother’s permission.
When she meets the mother, they start saying;

Elderly woman: Who is here?

Mother: A brave man is here.

Elderly woman: What does he want?

Mother: He wants a girl.

Then, she aspires for the girl asks for her own son and when her mother asks
why she did not bring her son, she tells that her son away for college and that he will
study and become a civil servant. The mother asks for some time to think and sends
the elderly woman away.

When the stage gets empty, Hasan and the two women next to him come in
front of his mother while singing the same song and ask her whether she has made
her decision. The mother says that there is another aspirant for the girl and that she
wants her to marry the civil servant and be comfortable. After the praises made for
Hasan again, the mother asks for some time to think. Once the stage is empty, the
elderly and lame woman comes in with her rolling pin in her hand and starts talking
with the same dialogue again. This time the elderly woman says that Hasan is a farmer
and that if she gets married Hasan, she will be devastated by ploughing and breeding
animals. She praises her son and says that he will become a civil servant and very
rich. Again, the mother of the girl is indecisive and sends the elderly woman. When
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the old woman leaves, Hasan and the persons around him comes in for the third and
last time. The women, who come in with Hasan, say a variety of songs and folk songs,
while coming inside. During this time, silence is provided among the audience. This
time, the daughter's mother says that she is worried about her daughter getting tired,
if she gets married to a farmer, a ranching family. While she says this, she also says
that she likes Hasan and his appearance. This time, the women aspiring on behalf of
Hassan, respond as follows:

We sell all one has

We worth of gold

Give us your daughter

We will make her our lady

After that, the girl's mother is willing to give her daughter to Hasan. Hasan
kisses the mother's hand, at which time the elderly and lame woman enters and asks
whether they decided or not. The mother of the girls says that she gave her daughter
to Hasan that she likes Hasan and she wants him. The crowd gets angry at the elderly
and lame women and while they are trying to push her away, a tin or copper tray is
wrapped around the woman's back comes out. However, during the play, she said that
the voice, which came out when hitting with a rolling pin, was the voice of gold.

After the play ending this ways, a party with music begins with the
participation of audience. First, Hasan starts dancing, he dances with the people
accompanying him to the right and left to him respectively, and then with the
audience. Hasan throws the handkerchief, which he carries his in his pocket, to the
girls he likes and whoever the handkerchief is thrown at, stands up for dancing and
puts it back to the pocket of Hasan. Hasan, who is dancing to young girls with
masculine attitude, throws his handkerchief on the ground several times and waits for
the girl to place his handkerchief back in his pocket while trying her patience.
Especially, women with sons at the age of marriage point to Hasan to invite the girls
they like for dancing. In this way, almost all young girls are invited to dance.

At the end of the night, this play, which is played at home after the party held
outside, often lasts up to two nights. Hasan dances to the girl he likes and then leaves
the room between the cheers of the audience holding her arm, so that the guests are
informed of the ending of the play and the party (K.S.-1).

5. CONCLUSION

Theatrical village plays have an important role in the productions that make
up our cultural assets. Theatrical village plays are shaped by religion, customs,
traditions, lifestyle, joys, sorrows and fears. They have survived until today by being
inherited from generation to generation within the frame of certain rules and it has
gained an important ground in rural entertainment and meetings as a production of
verbal tradition. Theatrical village plays, which has been an indispensable element of
rural entertainment and meetings until recently, have begun to be lost and fade into
oblivion against popular entertainment just like other folk culture productions.

The theatrical village play, which we detected in Dortdivan district of Bolu
province and is named as Hasan Play among the peasants, still continues to be played
in some villages. This theatrical village play, which is included in the "Theatrical
Plays for Entertainment Purposes™ group within the above mentioned Theatrical
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Village Play classification, has been performed based on movement and word, which
are not related to the context, like other theatrical plays and have diversified and
changed from time to time.

In plays with entertainment purposes, women usually perform for themselves
and men perform for themselves. Since there are lot of sexual jokes in these plays,
the opposite sex is not desired to watch the play. Hasan Play also maintains this
general characteristic as a play performed during henna night only among women.
Hasan Play is a traditional theatrical play, in which the women participating in the
henna night go out to enjoy themselves and have fun, and they still continue to play
even today.
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