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Metin And Karag6z konyvének elsé és hatsé boritélapja

Metin And otthon



Metin And'

KULTURALIS OROKSEGUNK: A KARAGOZ

(RESZLET)

A torok &rnyjaték, a Karagoz igen jelent6s kulturalis
orokség. Az oszman kulttra és tarsadalomszerkezet
keresztmetszete, mikrokozmosza, amelyben kohe-
rens és gazdag teljességet taldlunk. Egy-egy Karagoz
eladas sokszinti mozaikot alkotva kilonféle mi-
vészeteket gy(ijt egybe, igy megjelenik benne a di-
van-’, tekke-* és népkoltészet, a népzene, a miivészi
és a néptanc. Mindezeken tll legfontosabb azon-
ban, hogy a Karagoz a szébeli irodalom széjatékai-
nak teljes tarhaza: nyelvtordk, talalés kérdések, szir-
redlis és fantasztikus torténetek, ,kiliklamak”
(fecsegések), a cene yansmasi (sziintelen locsogas),
a tersdinleme (szoszatyarsag), verindesizlik (hibas
széhasznalat), a lafcilik (pletykalkodéas), névjaték, szo-
jaték és masok. Leggyakrabban a l6vatétel, tejtés,
csel, ravasz, trikk, részedés, fortély, a yutturmacanak
nevezett széjaték fordul el az el6adas sorén. A yut-
turmaca kétféle lehet: kétértelmiiség (equivoco) vagy
hasonlat (paranomasia) formajaban hasznaliak. Ezek
a széjatékok a torokal nem tuddk szémdara is élvez-
het6 nyelvet hoznak létre, mig a kulonbozé nyelvja-
rést beszélok kozott félreértést teremtenek.

Ahogy az el6adés holisztikus egységet alkot, a Ka-
ragoz-jatékos is sokoldall és kreatlv miivész. A Ka-
ragoz-jatékos dramaturg, rendez6, zenész, szinész,
koreogréfus és képzémivész. Mivel a Karagoz nyitott
és rugalmas m{ivészeti forma, lehetévé teszi, hogy
a jatékos az el6adas sordn rogtondzzon; rovidt,
hosszabbit, akédr a szinhelyeket is megvéltoztatja.
Az adott napon pedig aktudlis eseményt illeszt
az eredeti torténethez. A Karagoz-jatékos hangjat
a megformélt alakok karakteréhez igazitja: elvéko-

nyftia, megvastagitja a szavak hangstlyat és dalla-
mat, felnétt férfiak és nok, idések, gyerekek forma-
l6dnak, de hangjat a dadogés, az orthangon beszélg,
az opiumfliggd szava jardsdhoz is igaztja, igy akar
tobb tucat alakot képes megszemélyesiteni.

A Karagoz-m(ivészek némelyike a hagyomanyos el6-
adémiivészetek mas miifajaiban is jaratos. lgy pél-
daul a Meddahlik-elsadémiivészetben, ami a dicsé-
ft6, magasztalé eladasokat jelenti, a babjatékban,
a blvészkedésben vagy az tgynevezett orta oyun-
culuguban, azaz a szabadtéri népi szinjatszasban.
Honnan szarmazik a Karagoz? Az amyjaték a 16.
szdzadban Egyiptombdl kertlt a mai Torokorszag
tertletére kulonféle kozvetitk dtjdn. Az arab torté-
nész Mehmed b. Ahmed b. llyast’l Hanefi Egyip-
tomrél sz6l6 toréneti leirasaban (Bedayiz-zuhur jf
vekaayi'd-dihun)  ©sszeftiggd részeket talalunk
az amyjatékrdl. Egy helyen armdl olvashatunk, hogy
a mameluk szultdn, Cakmak uralkodasanak utolsd
éveiben, nevezetesen 1451-ben az 6sszes arnyja-
tékelGadast betiltotta, és elrendelte a felgytijtésukat.
Egy masik helyen pedig hirtil adja, hogy a szultan
Melikt’'n-Nasirt'd-din udvari &rnyjatékosa, Muham-
med Ebu’l Ser cim( el6adésédnak megtekintésével
szérakozott. Megint més forrds arél szamol be,
hogy a Nilus Roda (Rawdah) szigetének palotajaban
egy amyjatékos szinész eljatszotta Tumanbay akasz-
tasdt Zuveyle kapujaban, és a kotél kétszeri elsza-
kadaséat. A szultdnnak nagyon tetszett az el6adas,
s a szinésznek 80 aranyat, valamint egy himzett
kaftant ajandékozott. Amikor pedig a szultan vissza-
témi készult Isztambulba, azt mondta a babosnak:

1 Metin And (1927-2008) torok szinhaztorénész. Elébb Isztambulban, majd Londonban folytatott jogi és bolcsészeti
tanulmanyokat, késébb a Rockefeller alapitvany osztondfjaval New Yorkban balettel, zenés szinhazzal és babjatékkal
foglalkozott. Szamos egyetemen tanitott. Tébb mint 6tven konyve jelent meg és t6bbszéz szinhézi targyl esszét

publikalt kulonféle torok és kulfoldi folydiratokban.
2 Arab, perzsa, torok versgytijtemény

3 A turkoman szényegek legfinomabb csomdzasu, legfényesebb és kék szinezésti fajtaja
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Jgyere te is velink, hadd lassa a fiam is ezt a szin-
darabot, hadd szérakozzék, hadd gydnyorkodjék
6 is benne’. Mintegy hatszdz mameluk mivész
utazott Isztanbulba (Nagy) Szulejman (1494-1566)
udvari kiséreteként, akik harom éwel az elbeszélt
események utan tértek csak vissza hazéjukba.
Egyiptomban a legkorébbi amnyjaték-forrds a 11.
szazadbdl szarmazik, mig a 13. szdzadbdl harom
arnyjaték-szoveg maradt fenn. Ezek kozul az egyik
a Tayail-haya, amelynek az elején éppen, ahogy
a Karagozben szokott lenni, az alabbi részeket ta-
laljuk: ének, a nézéknek mondott koszonet, imad-
sag Istennek, és az uralkodéért mondott fohasz.
A szinjaték hése a szegény, nincstelen katona,
Visal, aki egy kerft6nd segitségével meghazasodik,
majd az eskivé utdn a menyasszonyi fatylat fel-
lebbentve egy félelmetesen csuf asszonyt pillant
meg. Visal ekkor megfenyegeti a kerit6nét és a fér-
jét, majd megtisztuldsa érdekében gy dont, hogy
mekkai zardndoklatra megy.

A fennmaradt sz6évegek kozott az egyiptomi dmy-
jaték hossz( torténetlefrdsat is megtaldljuk a koltd
Omer Ibnii'l-Fariz Ta'lyyetil-Kiibrd cim( meivében.
Az amyjaték-el6adasban, amelyet a vers elmesél,
a kovetkezd képekkel taldlkozunk: tevék, a tenger-
ben hajok tGsznak, a hadseregek vizen és széraz-
foldon csapnak ossze, lovas és gyalogos katondk
harcolnak, a halasz a haléjat kivetve halat fog, fe-
nevadak stillyesztik el a tengeri hajokat, oroszlanok,
madarak és vadon él6 &llatok tdmadnak &ldozata-
ikra. Erdekesség, hogy az itt elmondottak kozel
mindegyike a 16. szézadi isztambuli dmyjaték-el6-
adasokban is megtalélhatd. Ezeket az atfedéseket
tdmasztjak ald azok az arnyjaték-jelenetek, ame-
lyeket Paul Klee taldlt meg, és az &ltaldnos vélekedés
szerint a torténetileg 13. szézadig visszanydld &rny-
jaték-jelenetek is. Amikor ezeknek a jeleneteknek

4 Forrds: www.karagoz.net/hayali.htm - a ford.

a képeit vizsgdljuk, kozottuk oroszlan, madar, gélya
és hajok képeit taldljuk.

Az amyjatékot a legszélesebb és legrészletesebb
mddon elénk t&ré6 dokumentum a hfres, 1582-es
tnnepséget elbeszél6 Surname-i Himayunban
szerepel.

A Sumame-i Himayun jénéhény helyén talalkoz-
hatunk a ,hayalbazan” kifejezéssel, amely latnokot
jelent, amiért a Karagoz-el6adoknak a Hayali nevet
adtak. Ehhez hasonléan az &myjatékosokat Hayal-
baz, hayalbazan, hayalci neveken emlegetik®. A Sur-
name-i Himayunban gyakran el6fordulé ‘hayalbaz
kifejezés azonban mind a marionettel, mind pedig
egy masfajta jatékkal kapcsolatba hozhaté. Néz-
zunk egy idézetet a forrdsbol:

LEgy személy behozott egy hat keréken &l kicsi fa-
bédét, a szinpadot. Ez elétt egy vaszonfliggony volt,
a belsejében pedig néhany fényforras. Egyikik ezeket
a jeleneteket a fényekkel a fliggbnyre vetitve moz-
gatta. Példaul egy macska egeret, egy gélya pedig
kigyét evett. Két masik személy az ujjaival, jelbe-
széddel beszélget, meg hasonlé dolgokat csindl.
Ehhez az Egyiptombdl atvett U szinjatéktipushoz
idével a torokok is hozzdadtdk a maguk izeit, és
egy sokszin(i, mozgalmas, eredeti formakkal elbé-
vUl6 miivészet jott létre, amely az Oszman Biroda-
lom hatésa alatt allé tertileten és komyezetében
elterjedt.

Az amyjaték 17 szézadi maltjarél a legtobbet Eviija
(Cselebitél” tudjuk. Karagoz és Hadzsejvat neve is
az 6 konyvében szerepel el6szor, és a szinjatékok
sajatossagairdl, a szinmiivekrél (perde gazelleri;
perde - fliggony; gazel - lirai koltemény), valamint
a korszak hires komédidsairél is talalunk ndla lefra-
sokat. Vita targya azonban, hogy Karagtz és baratja
Hadzsejvat valéségos személyek voltak-e vagy sem.
Az amyjaték e két hse a nép szivében évszéza-

5 Evlija Cselebi (Evliya Celebi, 1611-1679) t6r6k utazo. Bejarta csaknem egész Eurépa és a Kozel-Kelet orszagait. A latottakat
tiz vaskos kotetben frita meg. Tulzésai ellenére értékes forrasként kezeli a torténettudomany. A leirds szerint az arnyjatékot
ugyanaz a vallasos rendet alapité Szadhili talélta fel, aki az arabokat megtanitotta a feketekévé ivasara. Erre semmi bi-
zonyiték nincs, ahogy arra sem, hogy az arnyjaték vasznat Sejk Kusteri Mejdaninak nevezték. Feltétlentl hitelt érdemel
azonban egy korabeli amyjatékos, Hasszanadze miikodésérdl sz616 beszémoloja.



A mameluk &mnyszinhazi hagyomény fébb eszméinek Utja

dokon &t élt, fgy a legenda is keveredhetett a valé-
saggal. Az egyik szerint Hadzsejvat kémives, Kara-
g6z pedig kovacs volt és egy Bursdban épul6
dzsédmi munkalataindl dolgoztak. Kettjuk parbe-
szédével a tobbi munkast szérakoztatték, ezzel
hétraltatva a munkat, s az épitkezés késlekedése
miatt a szultdn megparancsolta, hogy o6ljék meg
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6ket. E mondanak is négy véltozata létezik, de pél-
daul mind a bursaiak, mind a kirklarelek azt allitjak,
hogy a monda az 6 varosukbdl szérmazik. Bursa
és Kirklareli varosa olyannyira a Karagoz ,birtoko-
saiva” valtak, hogy Kirklareli egyik terén egy hatal-
mas méret(i Karagdz szobrot &llitottak fel. A felava-
tdsdn magam is részt vettem, és filmfelvételt
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Burdk Férfi és n6i selld
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Karagoz Mizeum, Bursa, Torokorszag



készitettem réla. Talén egyetlen orszégban sem
volt még ilyen esemény. Bursa és Kirklareli a Kara-
g6z hagyomany kozpontjaként tekint 6nmagéra,
mig a Karagdz miivészetének eredeti sztl6helyét,
Isztambult, hidegen hagyja.

Az altalunk ismert dokumentumokbdl is kidertl,
hogy a Karagoz a 16. szdzadban egyfajta szinjé-
téktipusként kertlt at az Oszman Birodalomba.
Az eredettel kapcsolatban més tedridk is léteznek.
Egyesek szerint cigdnyok hoztak Indidbdl, vagy mint
a hagyoményos mivészetek j6néhany olyan
eleme, a bab, a bohdctréfa (soytarnlik), a biivészke-
dés, a népi szinjaték (ortaoyunculugu/ortaoyunu),
az amyjaték is a 16. szézadban vandorlé zsidok
segftségével kertlt Spanyolorszagbél az Oszman
Birodalomba. Egyik elméletet sem tdmasztja ala
tobb forrds, fgy mégis az a legvaldszintibb, hogy
Egyiptombdl szarmazik.

Ezen a ponton mér csak egy kérdés meral fol,
hogy Egyiptomba honnan kertilt. Azsiaban, kuil-
nosen Kindban, Indidban és Indonézidban gazdag
és Gsi amyjaték hagyomanyt taldlunk. Raadasul
a kinai és indiai &rnyfigura is fényatereszté boérbdl
készul, ami a torok arnyjatékhoz hasonlatos. Bizo-
nyos, hogy Egyiptomba Azsia legrégebbi armnyjaték
technikdval rendelkez6 szigetorszagabdl, Javarél
kertilt &t. A 7 szézadtél a 10-ig arab kereskeddk
alapftottak a délkelet-&zsiai partok szigetein kold-
nidkat, s mig a kereskedelmet fejlesztették, az isz-
ldmot is terjesztették. Az olyan muszlim eredet(i
desztanokat®, mint a Hamzaname, Délkelet-Azsia
kultdrajaba oltottak. Java amyjaték-technikdja tehat
ilyen Gton érkezett Egyiptomba.

A Karagoz fejlédésében két fontos elem jatszik
szerepet. Az egyik a Karagdz tarsadalompolitikai,
kritikai, glinyol6dé, szatirikus irdnyultsdga, a masik
pedig a szabadszdjlsaga. A Karagoz nyilt és rugal-
mas mfaj, amely képes alkalmazkodni mind
az egyes eseményekhez, mind a kit(izott célokhoz
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és a vélasztott témakhoz. Még a vallasi vezetok is
- a fetvaik’ idején - a Karagoz irdnyaban tirelmet
tantsitva mentséget taldltak, amikor az, ha nem is
az iszldm elveket, de a gyakorlatot tdmadta, és el-
ismerték érinthetetlenségét.

Egy francia 116, bizonyos Wanda az 1820-as és
az 1870-es évek kozott az Oszman Birodalomban
tartézkodott, és kozelr6l szemlélte a politikai fejle-
ményeket. Konyve Karagdznek szentelt részében
foy ir: ,Ez @ glinyolédds mindegyre az allami veze-
t6kre, az 6 magatartdsukra, szokdsaikra, viselkedé-
stikre irdnyul, még a szultan sem menekdlhet an-
nak sérté, éles nyelvétdl” Az 6 egy kulfoldi
szemtan( megjegyzését idézi: ,A térokéknél a Ka-
1agoz a hatdrtalan szabadsag képviseldje, a cen-
zUrdt nem ismeré vaudeville szinésze, aki nem is-
mer tilalmat, és kozveszélyes fecsegb. A személye
és tevékenysége szent és sérthetetlen. A szultdnon
kiviil nincs senki a birodalomban, aki ett6l a gt-
nyolddé viselkedéstdl szabadulhatna. A nagyvezirt
elitél, binésnek nyilvanitja, és tomlécbe zaija, a kil-
foldi kéveteket zaklatja, és a Fekete-tenger admi-
rdlisaira vagy Ciprus generdlisaira is nyelvet olt.
A nép pedig tapsol neki, a kormdanyzat tirelmet ta-
ndsit irdnta.”

Egy mdésik szemtanu véleménye szerint a Karagoz
szabadségdaval Eurépa orszégainak Ujségjai nem
vehetik fel a versenyt, még az olyan orszagok sem,
mint az Egyestlt Allamok, Anglia, Franciaorszag,
melyek a politikai szatira tekintetében kevesebb
szabadségot engedhetnek meg maguknak. Ezzel
szemben a Karagdz az abszolutista médszerekkel
kormanyzott Torokorszagban egy ellendrizhetetlen,
mindenre elszant napilaphoz hasonlft, amely rda-
dasul, minthogy nem frdsos, hanem szébeli, még
nagyobb veszélyt jelent, s a szentnek elismert Ab-
dtlmeciten® kiviil mindenkit megtémad.

Ez a politikai szatira azonban, akar a Karagézben,
akar a népi szinjatszasban (ortaoyunu), Abdul-Aziz

6 Desztan vagy destan - perzsa mintara (dasztan) kialakult elbeszél ksltemény a torok népek népkoltészetében és dal-

nokkoltészetében.
7 Fetva (arab) — a mufti dontése vitas esetekben
8 Abduil-Medzsid (1823-1861) oszman szultén
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oszman szultan uralkodésa idején (1861-1876) vé-
get ért. Az elején mar emlitettem, hogy a politikai
szatira mellett a Karagdz szabadsaganak masik te-
rilete a szabadszajlisag volt. A helyi forrdsok ebben
a kérdésben elhallgatnak, és a 19. szézadtdl alig
taldlunk informaciét a Karagozrél. Egyes kutatdk
azt alltjigk, hogy a Karagézben nem fordulhatott
el6 tragarsdg, s ennek hire csak a vasarhelyeken
|évé, piaci Karagoz-el6adokat nézé kulfoldi utazok
félrevezetd beszamoldibél szarmazhat. Ugyanezek
a kutaték azt dllitjak, hogy a Karagoz tényleges
mondanivaléja filozdfiai és iszlam misztikus (ta-
sawuf, s abban efféle tragarsagok nem fordulhat-
nak el6. Azonban ennek igazolasdra semmilyen
bizonyitékot nem tudnak felmutatni.

A bab-Karagoz és ortaoyunu-karakterek legfonto-
sabb jellemzdi, hogy véltozatlan altaldnositdsokon
alapszanak, nincs sajat akaratuk, ezért &llandéan
onmagukat ismételgetik. Télik a meghatdrozott
helyzetekben meghatérozott viselkedést varunk.
A kapcsolataikban is &llandésag uralkodik. A sze-
mélyiségiik elmosddott, nem egy meghatérozott
korban lépnek szinre, és nincs meghatarozott mult-
juk és jovojuk sem. Az események nem adnak
hozz& semmit a jellemikhéz, ahogy az altaluk
megélt dolgok sem hagynak nyomot a viselkedé-
stikon. Az id6 olyan 6sszegzé hatésai, mint a kilsé
megjelenés, a feln6tté vélas, oregedés, rajuk nincs
hatdssal. A meghatérozott hibdk, tulajdonsagok
egyetlen személyben felnagyitva 6sszpontosulnak.
A kuls6 megjelenés a fontos, ami kiegésziti a sze-
mély bensgjét. A drdméban minden csak egyszer
torténik meg és nem ismétlodik, ezzel szemben itt
a tipusokat 4ltalanositjak és elvonatkoztatjak, ami
pedig vagy leegyszer(isitéssel és felnagyitdssal,
vagy pedig 6sszehasonlitassal és altaldnositassal
jar. Az ilyen karakterek altali megszemélyesitésekkel
a mimoszban, a commedia dell'artéban, a me-
lodrédmaban, napjainkban pedig a filmvasznon pél-
daul a cowboy-filmekben taldlkozunk.

A Karagozben és az ortaoyunuban a megszemé-
lyesités féleg az ellentét-képzéssel és az ismétlé-
sekkel torténik. Ahogy minden személy meghaté-
rozott viselkedése folyton ismétlédik, egymassal is
dllandéan ellentéteket teremtenek.

A szinjatékokban a meghatarozott karakterek meg-
hatérozott oltozetet viselnek. Ez a ruha annak
a helynek a sajétossagait hordozza, ahonnan a ka-
rakter szédrmazik. Ezen kivil annak a karakternek
a szokasait, foglalkozasét, sajatossagait is hordozza.
Példaul a részegnél butykos van, a Tuzsuznal (sét-
lan, unalmas ember) kés, a Tiryakinal (kabit6szer-
fliggl, szenvedélybeteg) Gpiumpipa, a csirkefogonal
pisztoly, a kastamonuindl balta, a j6kedv(i képéndl
harom hard kis népi hegedd (kemence). Némelyikiik
béna, plpos, nyomorék, masnak a termete olyan
hérihorgas, mint egy kastamonuié, megint mas
olyan t6rpe, mint Beberuhi (a Karagtz egyik &lland6
szereplgje).

Az ismertet6jegyek kozott a karakterre jellemzd ze-
nék, népdalok és tancok is megjelennek. Az egyes
szerepl6ket, még miel6tt a szinpadra lépnének, fel-
ismerhetjik a felcsendtl6 dallamrél, az énekelt
népdalrél, az eltdncolt tancrél vagy a felolvasott
versrél. Ezek tobbnyire annak a tertiletnek a nép-
dalai és tancai, ahonnan az adott karakter jott.
A Kayseribél valo kanaltancot (kasik oyunu), a Ru-
melib6l vald szirtoszt (sirto), a fekete-tengeri horont,
a kurd bart tdncol. Olyannyira, hogy egyes szerep-
|6knek mér a jérdsa is meghatarozott ritmusban
torténik. Pisekar szinrelépésekor a jardsa a kettds
kidltas ,dum tek tek dum tek” Gteméhez illeszkedik,
kiilhanbeyi oldalazva jar. A gorog azt mondja, ,vre’,
az alban azt, hogy ,morf’, a perzsa az igent jelentd
,bell’-t, vagy az ént jelentd ,6ziim"-6t, az arab
az igent jelent6 ,ayvd’-t, a Rumelibél vald ,hacan’t,
vagy azt, hogy ,a be’, a kurd azt, hogy ,uy babo’,
az ormény azt, hogy ,fosgeya”. Egyes karakterek jel-
lemét ugyanannak a szénak az ismételgetése ha-
tarozza meg, igy a Rasgele (tdmolygo, dssze-vissza),
Tevtati Kuttipati, Dediki nev(i szerepltknek a sajét
nevik gyakori ismételgetése.

A szereplék beszéde, azt lehet mondani, megis-
merésiik legfontosabb Utja, mert akdr a Karagozben,
akér az ortaoyunuban a cselekmény és a cselszo-
vés helyett inkabb a sz6jatékok hangstlyosak. Ezért
van, hogy az ortaoyunu mésik elnevezése Mey-
dan-i sithan (a sz6 tere). Az Oszman Birodalom
kilonboz6 helyeirdl jov6 személyek a torokot
a szadrmazasi helytk nyelvjardsaval beszélik,
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ez a dialektus pedig mindig a torokkel valé szem-
bendlldsa mértékében hangstlyos. Ez az ellentét-
képzés a nevettetés egyik mddszere is, amellett
hogy a személy megismertetéséhez hozzéjarul.
Melyik @ mindennapi, szabalyos torok nyelv? Az isz-
tambuli torok. De, mivel ez preciz, diszes és va-
lasztékos, egyben szembendllast is képvisel, falat
emel a megértés elé. Mivel Karagoz vagy Kavuklu
szamdra mindenkinek a beszéde meg nem értést
teremt, a szabalykovet6, mindennapi torok nyelvet
az isztambuli térok ember nyelveként fogadja el.
lgy az Anatoliaban jatszott Karagozben az eljatszott
hely nyelvjardsa a megszokott. Azt lehet mondani,
hogy a Karagdznek és az ortaoyununak a legfon-
tosabb jellemzgje és célja, hogy megértést teremt-
sen és humort szuljon.

A karakterek osztédlyozasa annak érdekében, hogy
el6segitsék a vizsgdlodast, minden esetlegessége
és hibaja ellenére elkertlhetetlenné vélt. Eszerint
taldlkozhatunk a kovetkezbkkel:

A foszereplok: Karagoz, Hadzsejvat

Nok: minden n&imitator

Az isztambuli nyelvjaras: Cselebi, Tiryaki, Beberuhi,
Matis

Anatoliai szerepldk: a pernahajder, a kastamonui,
a Kayseribél valé, az Eginbdl valé, harpuri, a kurd
Az Anatolian tadliak: Muhadzsir (Rumelibél), alban,
arab, perzsa
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Zimmi (nem muszlim) személyek: gorog, francia
(Frenk), ormény, zsid6
Biinds, valamilyen hibéval, fogyatékosséggal ren-
delkeztk és pszichés eredetli betegségben szen-
veddk: dadogos, plpos, orrhangl (himmoga), nyo-
morék, bolond, épiumfltiggs, stiket, ostoba vagy
tokfej
Csirkefogok és részegek: Efe, Zeybek, Matis, Tu-
zsuz, Sarhos (részeg), Kiilhanbeyi
Szorakoztato személyek: Kocek, Cengi, Kanrocu,
Hokkabaz, Canbaz (Iégtornasz, akrobata), Cureuna-
baz, Hayala Calgic. 10) természetfeletti képessé-
gekkel rendelkez6 1ények: a bibajos (buytict), Ca-
ztlar, Cinler (dzsinnek; szellemek), Zebani (gonosz
szellem)
Atmeneti, méasodlagos szereplok és a gyerekek
Elegend6-e mindaz, amit itt elmondtunk ahhoz,
hogy elmagyardzzuk a Karagéz kiemelked6 kultu-
rélis szerepét/ Ha 6n azon a véleményen van,
hogy nem, ki kell jelentenem, hogy a Karagéz
tobbé mar semmilyen szempontbél nem az az
el6adémivészet, ami régen volt. De minden infor-
macié, ami hozzésegft az alaposabb megismeré-
séhez , talan az olvasé szivéhez is kozelebb hozza
ezt az izig-vérig egészséges jokedvet draszté szin-
jatéktipust.’
Forditotta: Matéfi Attila
A labjegyzeteket iita: Balogh Géza

9 Kunos Ignac (1860-1945) turkolégus, a térok szinjatékkultdra hires magyar kutatoja a karagoz eredetét egészen a bizanci
mokoszokig, az 6gorog mimoszok késébbi megfeleldjéig vezette vissza. Maga is tobb karagoz jatékot irt.
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Metin And
THE KARAGOZ
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The Turkish shadow play, Karagtz, is an important
cultural heritage. It could be described as a mi-
crocosm, a cross-section of Ottoman culture and
social structure combined into a harmonious and
many-faceted totality. Many arts, aural and visual,
join to form a spectacular mosaic: poetry, narrative,
music, song, dance, colour and movement. All
the elements of Ottoman culture and art are here:
classical diwan poetry, folk poetry, mystic poetry;
classical music, folk music; art dancing and folk
dancing; all the word plays of oral literature: non-
sense rhymes, tongue-twisters, riddles, fables, im-
agery, wit, paradox, malapropisms, exaggerations,
repartees, play on words and so on. And above
all, play on words of a type that we might call
‘hoaxing’ continues throughout the performance.
The first of these is equivocation, and the second
is paronomasia or punning, using words with
identical or similar sounds but different meanings.
The thythm in which both dialogue and action
proceed create a form of expression that even
those who do not know Turkish can appreciate.
At the same time communication breakdowns
between characters speaking different dialects
add another dimension.

Just as the performance is a totality, so the Karagoz
performer is an all-round and creative artist:

- First of all he is the creator or dramaturge. He
composes all the elements of the scenario and all
the dialogue. Since Karagoz is open and flexible in
form, he can improvise, even during a performance,
shortening, lengthening, or changing the order of
the scenes, or incorporating a topical event.

« He is the director of the performance, organising
all its elements and the links between them, the
tempo, and the rhythm.

« He is a musician; he sings songs, plays instrument
such as tambourines and whistles, or selects and
uses recordings of music. In the past music was
played by a group of musicians.

+ He is an actor. He plays dozens of characters. He
adjusts his voice according to the characteristics of
each one, pitching his voice higher or lower, and al-
tering the stress pattemns and tone. Men and women,
the elderly and children, stutterers, nasal voices, and
the opium eater who snores in the middle of every
sentence are all clearly distinguished. By means of
their words he expresses their reactions, and he
makes the figures move accordingly.

+ He is a choreographer. Whether in art dancing
(cengi, kécek, kanto) or Anatolian folk dancing (ha-
lay, bar, zeybek) he ensures that the movements
are in harmony with the music.

- If the figures are made by the Karagdz puppeteer,
he is also a plastic artist who designs, draws and
paints them. He is also in this respect a craftsman
who must prepare the leather in the correct way,
make the figures transparent, cut them out, pierce
the holes and link the sections at their joints.

+ He arranges the lighting.

+ He directs the sound effects.

+ He is also the manager of his performance. He
inspects the venue, puts up the curtain, makes
business contacts, organises moves and so on.
Of course, there are some Karagtz puppeteers who
employ one or two helpers for some of these
tasks. But although the assistants take care of
minor tasks, this is basically a one-man perform-
ance. These artists are also expert at some of the
other traditional stage arts, like storytelling (med-
dahlik, puppetry (kuklacilik), illusionism (hokkabazIik)
and folk drama (ortaoyunu).

As to the question of where, how and when
shadow play came to Turkey, this tradition cannot
have arrived from Central Asia and Iran as it does
not exist there. Shadow play is known to have
been introduced to Turkey from Egypt in the 160
century and indisputable evidence proves its exis-
tence there. Evidence of its introduction from Egypt
is equally incontrovertible. It is provided by a history
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of Egypt entitled Bedayiti'’z-zuhbur fi vekaayit'd-
dthur by the Arab writer Mehmed b. Ahmad b.
jlyast’l-Hanefi. In several places in this work are
references to shadow plays. In one place he tells
us that in 855 H. (1451) the Memluk sultan Cakmak
(1438-1453) banned all shadow play performances
(suhus - hayali'z-zil) and commanded that the
figures be bumnt. In another he recalls that Sultan
Melikt'n-Nasirt'd-din Muhammed amused himself
watching the performances of the shadow player
Ebu'l-ser. He also relates that shadow plays were
performed throughout the year, not only in the
month of Ramadan, and that they were banned
on 9 Zilhicce 924 H (12 December 1518) on the
grounds that Ottoman soldiers robbed audiences
retuming from the performances, and kidnapped
women and boys.

Where the part of this book pertinent to our subject
is concerned, it relates that when the Ottoman sul-
tan Selim Il conquered Egyptin 1 S 1 7 he hanged
the Memluk sultan Tumanbay Il on 1 S April 1S 17
The shadow player at the palace on the island of
Rode in the Nile at Cize re-enacted the hanging of
Tumanbay at the Zlveyle Gate, including the fact
that the rope snapped twice in the process. Sultan
Selim was very pleased with the performance, and
having presented the player with 80 gold pieces
and an embroidered caftan, said, “When we return
to Istanbul, come with us, so that my son can see
this play and be entertained.” At that time his son
Suleiman was 21 years old. Altogether six hundred
Memluk artists accompanied the sultan back to Is-
tanbul, and returned home three years later.

On 20 June 1612 shadow players were brought
from Egypt to perform at the wedding of Okiz
Mehmet Pasha and the sultan’s sister Geverhar.
Sultan Ahmet | watched one of these Egyptian
players, Daviid el-Artar (Menavi), in Edime, as we
learn from the memoirs of the player himself.
Another reliable source confirming that shadow play
was introduced to Turkey from Egypt in the 16" century
is a work by Ibn Jyds dating from the reign of Selim II.
Before going on to other evidence in support of this,
let us see whether there are any common attributes
of the shadow play in Egypt and the 16" century

Turkish shadow play. We know that shadow play
existed in Egypt in the 11", 12 and 13" centuries.
We have the texts of three 13" century shadow
plays written in verse and rhyming prose by Mehmed
bin Danyal b. Yusuf around 1248. The first of these is
entitled Tayfiil-hayal. It begins, just as in Karagoz,
with a song, thanks to the audience, a plea to God,
and a prayer to the ruler. The hero of the play, a poor
soldier named Visal, finds a wife through a match-
maker, but after the wedding lifts the bride’s veil to
discover a horifically ugly woman beneath it. Visal
threatens both the matchmaker and the match-
maker's husband, and decides to go on a pilgrimage
to Mecca to be purified of his sins.

The second of Ibn Danyal's plays is Acib ve Garib.
This is not a specific succession of events, but
rather various characters appear. The main charac-
ters are Garib and Acib who, just like Karagdz and
Hacivat, have contrasting personalities. Garib is cun-
ning and poor, and Acib is an eloquent talker who
gives praise to God for creating wine and encour-
ages beggars. Apart from these two, the other char-
acters are a physician, snake charmer, surgeon,
stargazer, magician. epileptic child, aerobat, monkey
trainer, sword swallower, down, lion, elephant and
bear trainer, and eb'l-kitat (‘the father of the cats)),
who makes peace between cats and dogs. Garib
brings the play to a close. The cat and dog fight is
mentioned in an account of the shadow play in
the 16" century that we will see below. Evliya Celebi
also mentions a shadow play based around a cat
and dog fight (in the 17" century).

The third play by Ibn Danyal, El-Mteyyem, features
cock, ram and bull fights organised by Muteyyem
with his rivals in order to win the girl he loves.
Earlier than this we find a long account of the
shadow play in Egypt by the poet Omer Ibnil-Fariz
in his Ta'iyyetil-Ktibra: in the shadow plays described
in this poem ships sail on the sea, armies battle on
land and sea, camels, cavalry and infantry soldiers
pass by, a fisherman throws his net and catches
fish, sea monsters sink ships, and lions, birds and
other wild animals attack their prey. Almost all of
these later featured in 16™-century shadow plays in
Istanbul. Here too birds fly, wild animals fight one



another, ships sail, and people are swallowed by
a monster. Further proof of such shared features
are pictures discovered by Paul Kahle thought to
depict a 13" century shadow play. When we ex-
amine these pictures, we find that the figures include
a lion, birds, including a stork (we will see a stork in
the narative below) and ships.

After the introduction of the shadow play from
Egypt, the Turks made their own creative contribu-
tions, and a very colourful, animated and original
new form emerged which was disseminated
throughout the Ottoman Empire and its sphere of
influence. Sources describing the early Turkish
shadow play all date from the festival of 1582 cel-
ebrating the circumcision of the royal princes, or
dates close to this. The most important document,
which did not attract the attention of earlier re-
searchers and which gives the most extensive and
detailed information about shadow play, is Sur-
name-i Himayun, an illustrated account of the fa-
mous 1582 festival.

In numerous places in Surmame-i Himayun we
come across the term hayalbaz, which is not ex-
plained, presumably because everyone knew what
it was. The term hayalbaz may have referred to
a type of puppet or perhaps another type of per-
forming art, before it came to refer to the shadow
play. In a foreign source, although puppet plays
are described in several places, the shadow play
is described in only one place, as in the Surname-
i Humayun. This foreign eyewitness, although he
gives a shorter description than the Turkish writer,
had dearly seen the same performance:
“Someone brought a small wooden hut on six
wheels, the stage, into the centre. In front of this
was a curtain of linen cloth, and inside several
lights. Someone made the images move, casting
reflections onto the curtain by means of the lights.
For example, a cat ate a mouse, and a stork are
a snake. As well as these, two people talked to-
gether using signs made with their fingers like
mutes, and similar things. One chased, another
ran, and so on. Watching these would have been
most delightful if the strings pulling the images
here and there had not been visible.”
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There are many common features between the
two texts. For example, the Surname-i Himayun
description also mentions a cat and mouse, and
a stork and snake. Both texts say that the images
were moved by means of strings. It is possible
that the audience mistook the shadows of the
sticks moving the figures for strings. Prologues in-
volving animals were still being shown at the end
of the 19" century.

According to Surname-i Himayun, a prayer was
recited to the reigning sultan at the beginning
of the play, just as it was in Karagoz. Here birds
fly, beasts of prey are shown in combat, lovers
bow their heads before beautiful girls seated on
ornate thrones, singers sing beautiful melodies,
the wind snaps great galleys in half, people eat
and drink at social gatherings, various flowers
are shown growing in meadows, various fruits
grow regardless of the season, and after the
scenes of the cat and mouse and the stark and
snake, a horrifying monster arrives and swallows
up all the people.

In the 17" century Karagoz attained its familiar form.
For this century there is extensive evidence, including
the account by Evliya Celebi and others by foreign
travellers to Turkey. The most detailed information
about the shadow play in the 17" century is pro-
vided by Evliya Celebi. It is in his book that we find
the names Karagéz and Hacivat mentioned for the
first time as well as the subjects and characteristics
of the plays, the poems which were recited and
the famous shadow players of the age.

A much-debated subject is whether Karagtz and
his friend Hacivat were real people. These two pro-
tagonists of the shadow play became so ensconced
in the hearts of the people that they wished to en-
visage them as people who had really lived, and
various stories were told about them that seemed
to prove this. According to one, Hacivat was a stone-
mason and Karagtz a blacksmith during the reign
of Sultan Orhan in the early-14" century. While the
pair was working on the construction of a mosque
in Bursa they distracted the other workers with their
witty repartee, so the work fell behind schedule
and the sultan ordered their execution.
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The second of the four stories is related by Evliya
(Celebi who says that Efelioglu Haci Eyvad, known
as Yorkca Halil, was a well-known character who
travelled to and fro between Mecca and Bursa in
the Seljuk period, and that during one of these
journeys he was killed by bandits. Karagdz, mean-
while, was Kipti Sofyozlu Bali Celebi from Kirk Kilise
(today’s Kirklareli) near Edime, and stable groom to
Emperor Constantine in Istanbul. The two would
meet once a year when the emperor sent Karagz
to the Seljuk sultan Alaeddin. The shadow players
enacted their conversations.

To return to the first version of the story, it is related
that a person called Seyh Kusteri enacted Karagoz
and Hacivat as a shadow play to the sultan who
regretted having ordered their execution. Different
sources give contradictory information about the
identity of Seyh Kusreri, where he came from and
when he lived. Evliya Celebi mentions him not in
connection with Karagdz but with music, describing
him as the inventor of a wind instrument called
kamis-1 mizmar. The most implausible aspect of
the story set in Bursa is that Sultan Orhan should
have executed Karag6z and Hacivat for their witty
and amusing conversation because the Ottoman
sultans always invited such people to their court
to entertain them. If Sultan Orhan had heard about
two people so eloguent as to delay construction
of a mosque, he would certainly have done this
and made them his constant companions. Never-
theless, this story resulted in Seyh Kusteri being
adopted as the patron saint of Karag6z puppeteers.
Both the people of Bursa and those of Kirklareli
claim that the Karagdz shadow play originated in
their own provinces. However, even if the stories
were true, proving that Karagdz and Hacivat had
been real people, this would not prove that the
shadow play itself and its technique had originated
in Turkey. Not only is there no record at all of the
shadow play existing in Ottoman Turkey during the
periods in question, but there is no reference to
the names of either Karag6z or Hacivar. Both Bursa
and Kirklareli have embraced Karagtz with enthu-
siasm, and a huge statue of Karagdz has been
erected in a square in the city of Kirklareli. | myself
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attended the inauguration ceremony and filmed it
on video. Quite likely nothing of the kind has ever
occurred in any other country. In Bursa there is
a memorial tomb which has now been renovated.
It is admirable that these two provinces should
feel so possessive about Karagoz. If only all our
provinces felt similarly about our other popular folk
heroes. Istanbul, which is the real birth place of
the Karagéz shadow play, looks down on it as
a primitive form of entertainment.

What is now certain from the documents | have
cited here, and others which | have been unable to
mention in the limited scope of this article, is that
shadow play arrived from Egypt in the 167 century.
There are various theories regarding its earlier history.
According to some it was brought by gypsies from
India, or by Jews emigrating to Turkey from Spain in
the 15" century and brought with them many of
our traditional performance arts, such as puppets,
clowns, illusionists and the folk theatre ortaoyunu.
And there are other different theories. Although there
may be same elements of truth in all of them, this
does not change the fact that shadow play arrived
to the Ottoman Empire from Egypt.

How shadow play arrived in Egypt is another ques-
tion. There is a rich and deep-rooted shadow play
tradition in Asia, particularly in China, India and In-
donesia. Moreover, in China and India the shadow
play figures are made of semi-transparent leather,
giving them a closer similarity to Turkish shadow
play. However, it is proven beyond doubt that the
shadow play technique round its way to Egypt
from Java, whose shadow play is the most ancient.
The famous Moroccan traveller Ibn Battlra went
to Java in 1345. Long before him, from the 7" to
the 10" centuries, Arab merchants established
colonies on the coasts of south-east Asia, engaging
in trade and disseminating Islam. They introduced
epics of Islamic origin like the Hamzaname into
the culture of south-east Asia, and in this process
of cultural exchange, the Javanese shadow play
was brought to Egypt. In the course of my research
| have noted many common features between the
shadow plays of Java and Turkey, with the exception
of the transparency of the figures. Nor were the
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figures of the Memluk shadow play transparent.
This was an innovation in the Turkish shadow play
which occurred in the 17" century. Having taken
its basic form in the 17 century, Karag6z went on
to develop during the following centuries, becoming
the best loved performance art among the Turks.
There are two crucial aspects of the Karagoz plays
that cause difficulty: one is social and political criticism
and satire, and the other is its ribaldry. These were
factors in the demise of Karagtz, which was hastened
by the introduction of western style theatre.
Researchers into Karagoz used to assume that it
was confined within certain boundaries. So much
so, that some writers asserted Karagéz could not
easily extend beyond these boundaries, and that
the plays avoided criticism of clerics and statesmen,
state and government. Yet in fact Karagoz is a flex-
ible and versatile form that can adapt itself to any
event, any purpose and any subject. What is more,
Karagoz enjoyed his own immunity. Even in their
fetvas, theologians found excuses for tolerating
him when he violated Islamic traditions and prac-
tices, granting him an explicit area of inviolability.
So it was unimaginable that he should not have
mocked clerics and statesmen or commented on
political affairs, in view of his temperament and
disposition. Yet definite proof of this at first proved
elusive, despite extensive searching. Most of our
knowledge of the Karagoz plays dated from the
late-19™ century, a period under the oppressive
rule of Sultan Abdulhamid Il when free speech
was suppressed. Prior to this Turkish sources gave
very little information, while foreigners dwelt mostly
on the lewd and shameless nature of Karagoz.
Finally my research has revealed the most important
evidence of Karagoz having targeted statesmen
and state affairs, and engaged in political satire.
Wanda, a Frenchman who visited Turkey between
1820 and 1870, kept close track of political devel-
opments in the country and was closely acquainted
with the leading statesmen of the period. In the
section of his book devoted to Karagéz, it is the
political angle that he emphasises. Moreover, the
fact that Wanda cites several examples adds cre-
dence to his account. He begins by explaining that

the Karagdz plays consist of satire which is always
directed at the highest state officials, their attitudes,
habits and behaviour, and says that even the sultan
cannot escape his sharp wounding tongue, Wanda
goes on to relate a political incident that took place
during the early part of the reign of Sultan Mahmud
Il, when Gurcii Mehmed Resid Pasha was both
vizier and commander-in-chief. The pasha had a sol-
dierly temperament and made everybody tremble.
He defended Cumla in 1827 and 1828, and with
his Nekrosof (or Ihnat) Kazaks met the Egyptian
army commanded by Ibrahim Pasha at Konya. The
Kazaks, with their swords and horses, were the
strongest force under the command of Resid Pasha,
but when the horses were startled and fled, he
found himself alone with three Kazaks. Two of them
were killed in the ensuing fighting, the third one
and the pasha resisted the enemy for eight days
without food. When Resid Pasha was on the point
of dying, he gave his sword to the Kazak lvan Man-
azoff to take to the sultan. Manazoff fulfilled this
duty, and a year after this incident Resid Pasha fig-
ured in a Karagoz play.

Having explained that it is unusual to hear pleasant
things about a statesman voiced by Karagéz, Wanda
goes on to describe another play. In this a good-
looking young man consults Karagoz as to what
profession he should choose. After thinking a little,
Karagoz laughs and says he should join the navy
where he will probably be made an admiral since
he knows nothing at all. Soon afterwards the young
man appears in admiral’s dress and relates what
happened in his new profession: ‘I boarded my ship
and sailed along, then anchored in front of the sul-
tan’s palace in Dolmabahce. | set out again and
sailed in this way back and forth until | became
a seasoned sailor like the English. There were many
rats on the three-deck Mahmudiye, with its admiral’s
pennant, and first they ate up all the food, then
gnawed the ship's iron bars and timbers. Just as the
ship was about to sink | brought twelve English dogs,
which destroyed the enemy, and so saved the crew
from hunger and the ship from sinking. The sultan
heard about this victory of mine and gave me his
sister in marriage.” This is a parody of the true story



of the sultan’s son-in-law Laz Mehmed Ali Pasha.

In another performance seen by Wanda, the sexual
perversion of Topal Husrev Pasha and his passion
for boys is treated quite openly. The government
of Sultan Abdulaziz during the early years of his
reign, his wanderings around the city, and his
favouring Ziya Beyand Muhtar Bey over the old
experienced statesmen were apparently the topical
subjects of the day.

Karagoz cruelly ridiculed the elderly statesmen, in-
cluding Kibnsh Mehmed Pasha, who was portrayed
flapping his arms like @ windmill and shouting at
the top of his voice that he knew who the thieves
were and how they had filled their pockets. Mean-
while an elderly imam brings his wife, brother-in-
law and son-in-law before the pasha, and it is dis-
covered that all their pockets are filled to the brim
with gold, silver and banknotes. This lampoon
pushed the indulgence of the authorities too far,
and Karag6z was banned from satirising state dig-
nitaries and eminent figures under threat of heavy
penalties. Wanda says that after this Karagoz lost
its interest, and was reduced to a pointless, coarse
and vulgar comedy.

Another foreign witness confirms that Karagoz plays
consisted of political satire. “In Turkey Karagoz is
a representative of unlimited freedom; a vaudeville
artist who defies censorship, and an irrepressible, in-
tractable newspaper. His person is sacrosanct and
his actions inviolate. Apart from the sultan there is
no one in the empire who can escape his satirical
attention: he judges the Grand Vizier, condemns him
and imprisons him in Yedikule Dungeon; he embar-
rasses foreign ambassadors; he inveighs against the
admirals of the Black Sea and the generals of the
(Crimea. In so doing he is applauded by the common
people and tolerated by the government.”

Several foreign observers mention the political as-
pect of Karagoz. One says that because Karagoz
was the spokesman for malcontents he was
banned or only permitted to perform in certain
places. Another comment that the dialogue of
the Karagoz plays was sometimes humorous and
witty, sometimes subversive and seditious. He
says that they even cast slurs on the sultan and
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his viziers. A later observer discusses this subject
at length, declaring that Karagéz took no notice
of censorship and enjoyed limitless immunity, so
much so; that the newspapers of Europe could
not march him for vituperation, and even in coun-
tries like the USA, England and France, political
condemnation was more tightly controlled;
whereas in Turkey, where there was absolutist
rule, Karagdz resembled an unruly, uncontrollable
daily newspaper, which moreover, being oral rather
than written, presented a greater threat; and that
he attacked everyone apart from the revered Ab-
dulmecid. The writer goes on to say that in August
1854 Karagoz denounced the delaying tactics of
the British and French admirals with a ceaseless
barrage of stinging comments, that he opposed
the admirals’ tactics and furiously admonished
them to command their ships better. According to
the same observer, the Grand Vizier was depicted
in a shadow play, this exalted statesman being
put on trial as if he were an infidel, and when he
failed to defend himself satisfactorily before the
judge, he was thrown into Yedikule Dungeons.
After describing Karagdz as a combination of Boc-
caccio, Rabelais, Petrone, Marfario and Harlequin,
he says that in any other country, the writer of
just a single line of what Karagéz had said would
have resulted in arrest or exile, bur that nothing
at all happened to Karagoz.

Another foreign observer also remarked that Karagoz
spared no one in his harangues, whether pasha,
ulerna, dervish, banker or merchant, but that every-
one of every class and every occupation made their
appearance on the screen, each identified by their
distinctive characteristics, and they were sometimes
obliged to listen to very harsh truths. Gerard de
Nerval explains that as the spokesman of the com-
mon people Karagoz exercised the activities of peo-
ple of secondary authority, and in doing so defied
the stake, the axe and the gallows. This political
satire, whether by Karagoz or the ortaoyunu, came
to an end during the reign of Sultan Abdulaziz.
Apart from political satire, the second liberty enjoyed
by Karagéz was his ribaldry, as already mentioned.
Local sources are silent on this subject; and provide
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little information about Karagéz in general, apart
from the odd passing reference or the names of
one or two Karagoz puppeteers. On the other hand,
many of the foreigners who visited Turkey empha-
sised the lewd character of the Karagoz plays: G.
A. Olivier, Sevin, who says that Karag6z appeared
on the screen with his male organ showing; Gerard
de Nemval, Rolland, who considered the obscenity
of Karag6z so excessive that it would be the down-
fall of the Turks; Theophile Gauthier, Edmondo de
Amicis, and many more. One witness was as-
tounded that there was no censorship of Karagoz,
and that women and children were allowed to
watch Karagéz, phallus and all.

When Wanda attended a Karag6z performance of
this type, he asked an elderly Turk who had brought
two little girls with him how he could allow children
to see such shameless scenes, and received the
following answer: ‘Let them learn; in the end they
will know about all this; rather than leave them in
ignorance, it is better that they know.’

An English traveller who gives a long and detailed
account of a Karag6z performance which he saw
in Beyazit, Istanbul, in 1894, says that in one scene
a Turkish and a foreign woman were shown fliting
with someone wearing a fez — presumably Celebi
- when the foreign woman's husband turned up.
There ensued a fight between the lover and the
husband, at the end of which the lover and the
two women came to an understanding. Just at
that moment, however, Karag6z and Hacivat
whisked the lover away and proceeded to perform
a scene with the ladies that the writer was embar-
rassed to record, even in Latin.

Some researchers, determined to admit no stain
on Karagdz's innocence, have asserted that there
could not have been any lewdness in Karagoz;
that these are the fallacious conclusions of foreign
travellers who did not understand the Karagoz
performances that they saw on street comers and
in marketplaces. The same researchers claim that
the true meaning of Karagoz is philosophical and
mystical Islam (tasawufi), which could not have
contained any vulgarity. But they are unable to
provide any proof of this. Mystical meaning is not

to be found in any Karagéz play. This is merely
an attempt to perpetuate the inviolability of
Karagoz. If the subjects and dialogue of Karagoz
plays are examined, they are found to include
raids on houses where adultery is being commit-
ted, sexual intrigue, marrying two women, les-
bianism, and other sexual perversions. No trace
of mysticism has ever been found in any accounts
of Karag6z plays. Old Arab and Persian poets and
thinkers referred to the educational aspect and
symbolic meaning of puppets and shadow plays,
perhaps under the influence of Greek and Roman
writers who wrote of such analogies and conno-
tations. Those researchers who are so concermned
to preserve the dignity of Karagsz and reluctant
to recognise it as folk drama, for the same reasons
refuse to accept that the phallus was an inextri-
cable appendage of Karagoz figures. Yet the phal-
lus, as a relic of fertility rites, is an inseparable
feature of humorous mime and Ortag, the come-
dies of Aristophanes, and folk drama, such as the
commedia dell'arte. So why should it be absent
from Karagdz, which is also folk drama?

Evliya Celebi writes in his account of Karagoz, “...
and the young Nigar entered the baths, and Gazi
Bosnak raided them, and tying twine to the kir of
Karagoz led him out of the bath..."” Kir is the male
organ. Similarly we find the following line by the
poet Kani:

“Like Karagoz's kir he rises and shows himself"
We know that Karagoz often appeared with a phal-
lus, an image described as Toramanl Karagdz
(Karagdz of the Cock) or Zekerli Karagoz (Karagoz
with a Penis), and there were also plays which
made reference to lesbianism and other types of
sexual perversion.

The reaction of the authorities to the political satire
and obscenity of Karagdz in the 19" century can
be attributed in part to the introduction of western
theatre, and resulted in increasing regulation of
Karagoz. The press also began to criticise the or-
taoyunu, while intellectuals opposed both equally.
Namik Kemal described them as ‘schools of im-
morality’ and ‘schools of scandal,” and advised that
people go to the theatre instead.
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Karagdz was not only widespread in Turkey, but
found a foothold in many Islamic countries and in
the Balkans. In this way the shadow play, which
the Turks had adopted from elsewhere, evolved
with the addition of their creativity, tastes and artistic
expression, and spread throughout the Ottoman
Empire and its sphere of influence. Although
shadow play had arrived in Turkey from Egypt orig-
inally, in its new guise it was reintroduced to Egypt
from Turkey. Karagtz plays were performed in Egypt
in Turkish until recent times. Both the plays and
their main character became known as Aragoz.
The Karagdz of Syria displays an even more con-
spicuous Turkish influence. In the Middle East
Karagoz was performed in Damascus, Beirut,
Aleppo, Haifa and Jerusalem. The Turkish influence
in North Africa was, if anything, more considerable.
In Tunisia in particular, most the performances
were in Turkish, and not only the protagonists
Karag6z and Hacivat, but many of the other char-
acters, such as Tiryaki (the Opium Addict), Kekeme
(the Stutterer), the Arab, the Jew, the Frank,
Kabakci, Celebi (the Gentleman), Sarhos or Deli
Bekir (the Drunkard) and the women characters
are very similar. And not only the characters, but
the structure of the plays, the humour and the
subjects resemble those of Turkey.

The Turkish Karagoz also influenced the Balkan
countries. We know that Karagéz was per-formed
in Yugoslavia, particularly in the Turkish areas. It
influenced Romania to such an extent that
(Caraghios entered Romanian dictionaries as a term
meaning comically ridiculous. Turkish influence
can also be seen in Romanian puppet theatre.
The Turkish Karagtz was performed particularly at
court. We know that Karagdz was introduced to
Bulgaria. But of all these countries the one where
Karagoz exerted the most profound influence was
Greece. The Greek Karaghiozis is in every respect
a variation on the Turkish Karagoz.

In puppet theatre, Karagoéz and ortaoyunu, the
most distinctive aspect of the characters is that
they are ‘stereotypes;’ fixed and immutable gener-
alisations. They have no power to follow their own
inclinations, and so constantly repeat themselves.

We expect them to display particular behaviour in
particular situations. There is the same pattern in
their relations. Their personalities have been erased,
are not set in a particular time, and they have no
real past or future. Events do not alter them nor do
experiences leave a trace; they do not grow old,
and time passes by without touching them. Specific
faults and traits are amplified in a single character.
Outward physical appearance is an important mirror
of their inner being. These types are generalised
and abstract, unlike those which occur once in
drama and cannot be repeated. This is achieved
by simplification and exaggeration, or by compari-
son and generalisation. They do not attempt to
create any illusion of being alive. We find such
type — casting in mime, in commedia dellarte, in
melodrama, in Turkish show tuluat, and today in
cowboy films.

(Characterisation in Karagdz and ortaoyunu is mainly
based on antithesis and repetition. Each character
constantly repeats particular behaviour, so creating
continual contrasts between them. As in all the-
atrical characters, the definition and identification
of the character is carried out by four means:

1. Outward appearance and features,

2. Voice and manner of speaking,

3. Behaviour and actions,

4. Opinions expressed by others about a character.
Let us enlarge on each of these by tum:

1. The outward appearance and physical features
of the characters are important. First of all there
is their costume. In plays particular people always
dress in a particular way. This costume reflects
their place of origin, social class, habits, occupa-
tions and other characteristics. The drunkard holds
a bottle, Tuzsuz a knife, Tiryaki an opium pipe,
Kabadayi (the Bully) a pistol, Kastamonulu an
axe, Laz a kemence (Black Sea fiddle). Some of
them are lame, some hunchbacked, some paral-
ysed, some tall like Kastamonulu, others midgets
like Beberuhi.

Other identifying signs for each character are
specific musical themes, songs or dances. Before
the character even appears on the curtain or on
stage, the melody that is played, the song which



is sung, the dance which is performed, or the
poem which is recited reveals who is coming.
Kayserili performs a spoon dance, Rumeli a sirto,
the Black Sea character aharan and the Kurd
a bar. The European, known as Balama or Frenk,
does a polka, hora or a quadrille. Same charac-
ters even have a specific way and rhythm of
walking. Pisekar walks to the ‘dum tek tek dum
tek’ rhythm of the kudilm (double drum), while
the Kilhanbeyi (bully) walks sideways.

2. Every character has particular words that they
frequently use. The Greek says vre, the Albanian
mori, and the Persian beli for yes or ¢zilm (which
means |). The Arab says ayva to mean ves, the
Rumelian bacan or a be, the Kurd uy babo, and
the Armenian fosgeya. There are same characters
who do nothing but repeat the same word, such
as Rasgele, Tevtati Kuttpati and Dediki, who keep
repeating their own names.

It may be said that the way the characters talk is
the most important means of defining them. Both
Karagéz and ortaoyunu consist not so much of ac-
tion and plot as of plays on words, so the dialogue
is of central importance. Indeed, one name for or-
taoyunu is meydan-i silhan (place of words). Char-
acters from various parts of the empire spoke Turkish
with distinctive accents, and these served both as
a source of amusement by their contrast with stan-
dard Turkish, and as a means of identifying them.
What is standard idiomatic Turkish? It is Istanbul
Turkish, but because it is pretentious, elaborate and
elitist, it creates contrast and gives rise to misun-
derstanding. Since the speech of every person is
a source of misunderstanding for Karag6z or Kavuklu,
we must regard standard Turkish as that of the
common people of Istanbul. When Karagoz is per-
formed in the provinces, the dialect of each place
becomes the accepted standard, and the Istanbul
accent appears ridiculous in comparison.

[t can be said that the most significant aspect
and target of Karagdz and the ortaoyunu is
misunderstanding between the various ethnic
groups in the society, and the dissension which
arises from this, used as an element of comedy.
Misunderstanding may also arise from class

METIN AND

differences, speech impediments such as stut-
tering and nasalisation, slow wittedness or stu-
pidity. Dialects are not only indicated by accent
and grammatical differences, but by the tone
and pitch of voice, speed or slowness of
speech, and changes in speed.

3. The behaviour, reactions and attitudes of the
characters under particular circumstances also de-
fine their personalities. Their behaviour is predeter-
mined according to their typecast characters. We
know that the Jewish character will immediately
be startled and afraid when something happens,
and bargain fiercely when buying anything, and
that Tiryaki will doze off in the middle of talking
and begin to snore. The women are always schem-
ing and deceitful. Similar conventions apply to the
behaviour of other characters.

4. We also learn to recognise the characters
through the opinions of them expressed by
others. Pisekar talks about Kavuklu, and Hacivat
about Karagoz. Characters like Pisekar and Haci-
vat, who are knowledgeable about human be-
ings, inform us about various characters. Some-
times the information given by other characters
is deliberately misleading or inadvertently erro-
neous, and in these cases too we gain indirect
knowledge of the characters they are talking
about. | have listed the characters below ac-
cording to the attributes they share, but this
should not be taken as a proper classification.
For example, Tiryaki, whom | place among those
who speak Istanbul Turkish, might equally be
classed with those with health problems or de-
fects, on account of his opium addiction. The
Armenian may be classified both as a non-
Moslem, as here, or alternatively among the
provincial characters.

Does all this suffice to demonstrate that Karagoz is
a cultural heritage of great importance?

If anyone thinks it is not enough, then a look at
the books and other material on the subject will
surely go some way to illuminating the past of
Karagdz, which today has close resemblance to its
original form.
(http://cengizozek.com/?page_id=112&lang=en)
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ELENT SZAMAINK:

|

2003/1.
2003/2.

szam - BABOK ES BABUK (elfogyott)
szam - A PASZTELL

2004/1-2. szam — DIKTATURA ES MOVESZET I-I1.
2004/3-4. szam — A GYERMEKKONYV-ILLUSZTRACIO I-11. (elfogyott)

2006/1.

szam — BAB-TAR . (elfogyott)

2006/2-3. szam — BAB-TAR II-1IL.

2006/4
2007/2.
2007/3.
2007/4.
2008/1.
2008/2.
2008/3.
2008/4.
2008/5.
2009/1.
2009/2.
2009/3.
2009/4.
2009/5.
2009/6.
2010/1.
2010/2.
2010/3.
2010/4.
2011/1.
2011/2.
2011/3.

2011/4.
2012/1.
2012/2.

- 2007/1. szdm - Magyar illusztracié Bolognaban (elfogyott)

szam — BAB-TAR IV.

szam - Kihelyezett tagozat

szam — BAB-TAR V.

szam — A gyermekkonyv-illusztracio IV.

szam - Képzomiivészek Esztergomban a 20. szazadban

szam — BAB-TAR VI

szam — OVEGSZOBRASZAT

szam — BAB-TAR VII.

szam — Gyermekkonyv-illusztracié V.

szam — Gyermekkonyv-illusztracié VI.

szam - Wehner-Vernissage

szam — BAB-TAR VIII.

szam — Fémszobraszok Tatabanyan

szam — BAB-TAR IX.

szam — BAB-TAR X.

szam — BAB-TAR XI.

szam — Gyermekkonyv-illusztracié VII.

szam — Gyermekkonyv-illusztracio VIII.

szam — BAB-TAR XII.

szam — Képzomiivészek Tatabanyan a 20. szazadban

szam — Gyermekkonyv-illusztracio IX.
A képird: Kass Janos, 1. rész

szam — Gyermekkonyv-illusztracio X.

szam — BAB-TAR XIII.

szam — IPARMUVESSEG 1.

495 Ft
990 Ft
990 Ft
990 Ft
850 Ft
650 Ft
850 Ft
850 Ft
850 Ft
850 Ft
850 Ft
850 Ft
850 Ft
850 Ft
850 Ft
850 Ft
850 Ft
850 Ft
850 Ft
850 Ft
850 Ft
850 Ft
850 Ft
850 Ft
850 Ft

850 Ft
850 Ft
850 Ft

1.000 Ft



2012/3.
2012/4.
2013/1.
2013/2.
2013/3.
2013/4.
2013/5.
2014/1.
2014/2.
2014/3.
2014/4.
2015/1.
2015/2.

2015/3
2015/4

2015/4.

2015/5.
2016/1.
2016/2.
2016/3.
2016/4.
2016/5.
2016/6.
2017/1.
2017/2.
2017/3.

szam — AKEPIRO, KASS JANOS

szam - BAB-TAR XIV.

szam - IPARMOVESSEG I1.

szam - IPARMUVESSEG IIl.

szam - BAB-TAR XV.

szam - BAB-TAR XVI.

szam — Képzémiivészek Dorogon I.

szam - Képzomiivészek Dorogon napjainkban

szam — BAB-TAR XVI.

szam — KEP-TAR I.

szam — KEP-TAR II.

szam — BAB-TAR XVIIL.

szam — BAB-TAR XIX.

. szam - A képiré: Kass Janos, 3. rész

. szam — Képzdmiivészek Tata varosaban
XVIII-XX. szazad - |. kétet

szam - Képzomiivészek Tata varosaban
XVIII-XX. szazad - II. kotet

szam — BAB-TAR XX.

szam — KEP-TAR IIl.

szam — BAB-TAR XXI.

szam — BAB-TAR XXII.

szam - KEP-TAR IV.

szam — BAB-TAR XXIII.

szam — BAB-TAR XXIV.

szam - BAB-TAR XXV.

szam - BAB-TAR XXVI.

szam - BAB-TAR XXVII.

Folyéirataink megvasarolhatok:

- Budapesten: ii6k Boltja (Andra

ssy Ut 45)

- Komé&rom-Esztergom megyében és orszdgosan a LAPKER terjesztésében
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ARCANTM DIGITTALIS
TUDOMANNTARE

LIMES
Tudomanyos szemle
1988-2012

Alapitotta Komarom-Esztergom Megye Onkormanyzata

Megjelent DVD-n az Arcanum-Adatbézis Kft. kiaddsaban a LIMES tudoméanyos-torténelmi szemle valamennyi széma
(25 évfolyam, 95 szam, 14 000 oldal) Tovabbi informéciok a kiadé honlapjan



