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The Turk ish  popular  theater t r ad i t i on  
was presented to the pub l i c  h i s to r i ca l l y  b y  
three classes of professional performers: 
puppeteers, actors, and story tel lers.' This 
paper deals w i th  the f i r s t  two. The puppet- 
eer 's  a r t  was a shadow theater ca l led  
karagoz. The theat r i  ca I form performed by  
actors was a comedy ca I I ed ortaoyunu . 
These two types of p l a y  are often re fer red 
to i n  the same breath, due to the i r  s im i la r i -  
t ies i n  text and context, often shar ing  many 
p l a y  t i t les,  scenarios, and characters. They 
both make use of s lapst ick comedy, monologues 
and dialogues i nvo l v i ng  puns, ready re- 
sponses, crude p rac t i ca l  jokes, double mean- 
ings-- i n  short, a rough sort of comedy of 
manners and a general tendency toward 
mockery of the uncanny. Despite the i r  simi- 
l a r i t i es  i n  text and context, however, there 
i s  an inev i tab le  d i ss im i l a r i t y  i n  texture due 
to the d i f ferent  medium that  each one uses. 
The purpose of t h i s  paper i s  to invest igate 
the d is t inc t ions that  these di f ferent  media 
create, p a r t i c u l a r l y  regard ing  techniques 
that  provoke laughter.  We w i l l  begin by  
establ i sh ing  the simi l a r i  t ies between the two 
forms of theater and then proceed to a dis- 
cussion of the i r  differences. I n  order to a- 
chieve an understanding of these devices 



of humor, I w i l l  describe the bas ic  tech- 
niques of the two t rad i t ions  and g i ve  an  
account of the ethno-historical context. 

The shadow comedy involves cast ing the 
shadow of two-dimensional transluscent leath- 
e r  f igures on a c lo th  screen. I t  i s  a one- 
man act-- the puppeteer's. He must account 
f o r  the v isua l  and o ra l  techniques of the 
performance. He stands behind the screen 
ho ld ing  the puppets f l a t  aga inst  i t  w i th  rods 
he ld  hor izontal  I y and f i xed  at  r i g h t  angles 
to the puppets. An o i l  lamp i s  p laced as 
a l i g h t  source behind the puppets, between 
the puppeteer and the screen. The screen 
di f fuses the l i gh t  which shines through the 
mult i-colored transluscent mater ia l  making 
the f i  ures f l i c k e r  and look l i k e  stained 
glass.? The puppeteer animates the puppets 
and produces the dialogues between them 
us ing  d i f ferent  tones and accents fo r  each 
character.  The main character of the shadow 
p l a y  i s  Karagoz, from whom the theater de- 
r i ves  i t s  name. He a lways enters from the 
r i g h t  side of the screen fac ing  le f t  from the 
po in t  of view of the puppeteer. His major 
par tner  and opponent i s  Hacivat  who enters 
from the opposite side and faces r i g h t .  A l l  
other characters also enter from the le f t  and 
face Karagoz who remains on the screen for  
almost the en t i re  length of the performance. 

Ortaoyunu was a p lay  w i th  l i v e  comedi- 
ans, performed i n  a c i r c l e  w i t h  the audience 
surrounding the actors.  There  w a s  no r a i s e d  

plat form or  stage and h a r d l y  any scenery. 
Actors would special ize i n  impersonat i n g  one 
p a r t i c u l a r  character.  The most famous p lay -  
ers i n  the h is to r i ca l  record are those p l a y i n g  
the main characters of Kavuk lu  and Pigekar 
who general ly  correspond to the clowns, 
Karagoz and Hacivat ,  of the shadow p l a y .  
L i ke  karagoz, the p lays  consist of short epi- 
sodic structures which do not requ i re  the 
compulsive at tent ion of the audience. 



These two theater forms f lour ished be- 
tween the 17th and 19th centuries and he ld  
an important p lace as p a r t  of the popular  
theater t r ad i t i on  of o ld  I s tanbu l  as well as 
i n  the la rger  area of the Ottoman Empire. 
I n  addi t ion to t ak ing  place in coffee houses, 
taverns, and pub1 i c  squares, the p lays  were 
performed i n  the palace on special fest ivals,  
hol idays,  weddings, and wherever else they 
could be accomodated, such as i n  the yards  
of inns and p r i v a t e  residences. 

Character ist ic  t r a i t s  of both theater forms 
were imi ta t ion and mimicry of d ia lect  pecul i -  
a r i t i es  by stock characters ca l led  t ak l i t ,  
easi l y recognized by  the audiences because 
of the i r  s tandard costumes and by  s ignature 
tunes and dances. The puppeteer and the 
comedian would memorize cer ta in  stock 
phrases and enact scenes from everyday l i f e  
us ing  the color fu l  idioms of the i r  time. There 
a re  i n  fact  many accounts of fore igner 's  d is-  
concert ing reports of t h i s  theater-- the main 
object ive of which was po l i t i ca l  sa t i re  and 
social comment. No one, not even the Sultan 
was spared the puppeteer's caustic at tacks.  2 
For many years Turk ish  scholars have t r i ed  
to h ide the obscene and sa t i r i ca l  aspects 
of th is  t rad i t ion  and have a t t r ibu ted  the 
obscenity to street corner puppeteers of the 
lower classes. This a t t i tude  does in jus t ice 
to the theater t rad i t ions  because i n  the b i t -  
i n g  sa t i re  l ies  the essence of the p lays  and 
the seat of the i r  humor. 

I n  the b i g  cosmopolitan center of Istan- 
b u l  were found numerous ethnic groups who 
pract iced the i r  special t rade o r  profession. 
These groups were ident i f ied not only by  
the i r  differences i n  e thn ic i ty  but  neighbor- 
hood, language, re1 ig ion,  profession and 
each one's pecul iar  d ia lect  of Turk ish.  The 
most important comical element i n  the plays,  
and the heart  of the sat i re,  was created by  



the  problems of communicat ion among the  eth- 
n i c  groups a n d  the  tension caused b y  the  
c o n f l i c t s  between them. As a resu l t ,  c e r t a i n  
stock charac ters ,  f i r m l y  rooted in the  c u l t u r e  
of I s t a n b u l  , were created.  Each g roup  ' s 
e thnocent r ic  mockery o f  the  o ther  e t h n i c  
groups was stereotyped b y  the  stock cha rac -  
te rs  in the  p l a y s  a n d  t h i s  open r i d i c u l e  was 
the  source of the  humor. 

That  f o l k l o r e  i s  dynamic  i s  ev iden t  in 
the  d i spos i t i on  of these stock cha rac te rs .  
An i tem of f o l k l o r e  u s u a l l y  changes in o r d e r  
to keep pace w i t h  i t s  e ra .  L i kew ise  these 
stock cha rac te rs  a r e  made to f i t  the  s p i r i t  
of  t h e i r  t imes. They comment upon a n d  a t t a c k  
issues a n d  a t t i t u d e s  f a m i l i a r  to the  g roup  
they t y p i f y .  However, there  i s  a c e r t a i n  un- 
y i e l d i n g  qua1 i t y  to  t h e i r  cha rac te r i za t i ons  

wh ich  he lp  them become ca r i ca tu re - l i ke .  
E x t e r n a l  events, time, a g l  ng, a n d  exper ience 
do not  a f fec t  the i  r demeanor. Thei r c lothes 
a n d  movements represent  the  g roup  they 
t y p i f y .  

Kavuk lu ,  the  t i t l e  r o l e  in or taoyunu,  
a n d  Karagoz a r e  the  spokesmen f o r  the  people 
a n d  a r e  b o t h  open, non-hypocr i  t i c a l  , sincere, 
a n d  seemingly s t u p i d  as  opposed to P igekar  
a n d  Hacivat ,  who a r e  more caut ious,  edu- 
cated, oppor tun is t i c ,  a n d  pedan t i c  in  t h e i r  
w o r l d l y  ways a n d  f l owery  prose. Karagoz 
a n d  K a v u k l u  represent  the commoners, a n d  
they a r e  i l l i t e r a t e .  They a r e  s l y  a n d  cannot  
s t a n d  in just ice .  Hence, they a r e  notorious1 y 

outspoken. They r u i n  a l l  of  P i ~ e k a r ' s  a n d  
H a c i v a t ' s  i n t r i g u e s  a n d  expose t h e i r  ruses 
a n d  t r i c k s  as  they a t t a c k  the  establ ishment 
a n d  the Empire. Th is  freedom of  express ion 
was so extreme t h a t  one spectator  remarked 
tha t  i t  resembled a po l  i t i c a l  newspaper, 
h u r l i n g  jokes a n d  nas ty  remarks  a t  everyone. 
Th is  p o l i t i c a l  m u d s l i n q i n q  came to a n  end 
w i t h  the censorship of Su l tan  Abdu laz iz ,  b u t  



the s p i r i t  of the sa t i re  continued a f te r  the 
ban through pol i t i ca l  magazines c a r r y i n g  
the names of the shadow theater, Hayal  
Karakuy, Beberuhi, Hacivat, and Karagoz. 5 

As fo r  the obscenity, i t  can on ly  be ex- 
pected as a na tu ra l  react ion to the t i gh t l y  
closed, pressure-cooked society i n  which soc- 
i a l  mobi l i ty  was bare ly  possible for  the 
groups to whom th is  theat r ica l  form was p r i -  
mar i  l y oriented. I n comparison to karagoz, 
or taoyunu i s  less obscene probably  due to 

the dif ference i n  the ac to r ' s  re la t ionsh ip  
w i th  h i s  audience. The obscenity i n  karagaz 
i s  a f te r  a l l  ut tered by "puppets" and not 
l i v e  men, since the puppeteer i s  hidden be- 
h i n d  a cu r ta i n  and can more eas i ly  de l i ve r  
p ro fan i  t i  tes. Kavuk lu  Hamdi, a famous ortao- 
yunu actor of the t u r n  of the century was 
once expel led from pe r fo rm ins  fo r  twenty 
days because of h i s  obscenities. 

There are d i f ferent  categories of techni- 
que i n  the laughter induc ing a r t  which are 
clearel y seen i n  karagos and ortaoyunu. 
These categories include the v isua l ,  k ine t i c  
( movement ) , and' verba l level s of perform- 
ance. The category shared by  both t rad i t ions  
i s  the verba l .  l ncongrui t ies w i th  misunder- 
standings, inappropr ia te  use of f lowery lang- 
uage, and dialect  imi tat ions a re  a few of 
the verbal  d istor t ions which are common. 
I n  addi t ion,  the use of tertaological ele- 
ments, hyperbole, and a general t rend to- 
ward b reak ing  the expectations i n  perform- 

ance are also shared elements. On the other 
hand,the differences a re  p a r t i c u l a r l y  c lear  
on the v isua l  and k ine t i c  level of perform- 
ance. Devices such as fac ia l  expressions, 
enabl ing a sort of grotesque humor i n  some 
instances, a re  not possible i n  the shadow 
theater. The l im i ta t ion  of act ion i n  the shad- 
ow p lay  causes p a r t i c u l a r  problems and the 

need for  a development of diverse techniques 



that  a re  manifest v i s u a l l y .  For example, 
karagoz has the advantage of dep ic t ing  some 
magical  transformations of size, color, and  
movement made possib le on1 y through the 
shadow screen, and  i t  presents the opportun- 
i t y  fo r  a d i f ferent  k i n d  of comical device. 
Now let us look a t  speci f ic  acts i n  p l a y s  
to i l l u s t r a t e  our  po in t .  

I  n exp la i n i ng  laughter  induc ing  tech- 
niques, Baghban states that  the three levels 
of expression- verba l ,  k i ne t i c  (movement), 
and  cosmetic ( v i s u a l )  may be combined i n  
such a way as to produce an  incongruous 
s t ruc ture .  Comedy resu l t s  from the d is to r t ion  
of a norm, and the esthetic effect of comedy 
can  be in tens i f ied i f  a l l  these levels of ex- 
pression a re  presented i n  an  incongruous 
way.7 Fur ther ,  there may be scenes i n  which 
the form and content of a passage a re  incon- 
gruous as well as the content and  the con- 
text .  The content of the f i r s t  p a r t  of the 
d ia logue can even be inconsistent w i t h  the 
re to r t .  There a re  numerous examples of t h i s  
technique in karagoz. F i r s t  of a l l ,  Hacivat ,  
learned man that  he purpor ts  to be, begins 
the conversation i n  a f lowery,  poetic form 
usual  l  y  d i rec t ing  a question to Karagoz. 
Karagoz i n v a r i a b l y  answers i n  the proper  
poetic form, bu t  to ta l l y  m is in te rp re t ing  the 
question and i n  a h i g h l y  obscene manner. 
Th is  prov ides incongru i ty  on the f i r s t  level ,  
that  of poetic form versus obscene content. 
For example, in the  p l a y  K a n l i  K a v a k ,  
Haci va t  asks Karagoz: 

Hac ivat :  Desti-i ahmerde memlu o lan  ma-i 
be rd i  k i m  nu$ et t i? .  . . 
[who d rank  the water i n  the r e d  

p i t cher? ]  

Karagoz: Desteci Ahmet A'ganin o2 lunu k i m  
pugt e t t i ,  d iyorsun? 
[who d i d  you say made a pimp out 

of the son of Ahmet A G ~ ? ]  



I n  t h i s  passage the verb o lan  'be '  and 
oGlan ' boy '  const i tute minimal wairs and 
Karagoz purposefu I l  y mistakes one fo r  the 
other.  The same i s  t rue  of nu9 ' t o  d r i n k '  
and p u ~ t  ' p imp '  which i s  subst i tuted i n  
Karagoz's rep1 y . Th is  technique consti tutes 
a semantic anomaly i n  the l ines of poetic 
incongru i ty ,  bu t  i t  a lso posi ts a n  inconsis- 
tency on the level of content and context 
because the social context of the shadow the- 
a ter  was one i n  which women and ch i ld ren  
were also present. Th is  type of word p l a y  
occurs i n  or taoyunu too. 

Another device of humor on the shared 
verba l  level i s  imi ta t ion of d ia lec ts  v i o l a t i ng  
the norm of the t r ad i t i ona l  I s tanbu l  accent. 
Henri Bergson exp la ins  that  i n  imi tat ion,  
one b r i n g s  the lud icrous aspects of a per- 
sonal i ty  to the fore, and  t h i s  foregrounding 
makes i t  funny.8 One of the ways d ia lec ts  
a re  presented i s  i n  the lack of vowel har -  
mony. Certa in ethnic groups have set ways 
of causing vowel muta t ionsw i th in  words. For 
example, the Laz from the Black Sea subst i -  
tu te  /i/ f o r  u ,  the Kurds add an  ex t ra  
vowel to words, and so on. The resu l t i ng  
lack of communication i s  epitomized b y  the 
Persian, stereotyped as s tup id  and a lways 
asking,  "where, " "why, 'I "when, 'I "who?" The 
Laz, i n  ask ing  what c i t y  a person i s  from, 
recounts a l l  the c i t i es  of the Black Sea re- 
g ion i n  one breath.  The quickness of speech 
i n  h i s  repartee in tensi f ies the comic effect. 
Another technique i nvo l v i ng  word p l a y  i s  
us ing  a word ambiguously to have two mean- 
ings o r  purposeful l y unders tand ing the oppo- 
s i te  of what i s  meant, such as Karagoz mis- 
t ak i ng  the proper name Ferhat  as Berbat  
(hor r ib le ! .  

Other shared comical devices a re  the use 
of teratological  elements such as dwar fs  o r  
hunchbacks present ing incongru i ty  on the 



k i n e t i c  leve l .  Karagoz imi ta tes  a h a i r l  ip 
a n d  K a v u k l u  i s  fo l lowed b y  " K a v u k l u ' s  
t roupe" wh ich  consists of a d w a r f  who 
dresses l i k e  h im. Th is  technique may be  com- 
p a r e d  to Karagoz a n d  H a c i v a t ' s  sons who 
a r e  m i n i a t u r e s  of t h e i r  f a t h e r s  a n d  j u s t  a s  
know ledgeable a n d  obscene. Exaggera t i on  
i s  another  technique, especia l  l y in  costume. 
Motley appearance w i t h  long h a t s  a n d  shabby  
c lothes present  d i sp ropor t i on  in dress. Other  
devices of exaggera t i on  a r e  Karagoz f a i n t i n g  
when he sees a jinn, Fe rha t  f a i n t i n g  of love- 
s ickness upon seeing S i r i n ,  o r  H i r b o  w a n t i n g  
to c i rcumcise  someone w i t h  a n  axe.  

Or taoyunu a n d  ka ragoz  a r e  conduc ive  to 
s a t i r e  a n d  commentary because they a r e  i n  
the ca tegory  of p resenta t iona l  o r  non - i l l u -  
s i o n i s t i c  theater ,  a n  open form of a r t ,  a s  
Met in And c lass i f i es  i t ,  enablinc+ d i r e c t  com- 
munica t ion  w i t h  the  audience. Or taoyunu  
l i k e  k a r a g o z  i s  h i g h l y  improv i sa t i ona l  a n d  
the  ac tors  a d j u s t  t h e i r  performances ac- 
c o r d i n g  to audience requests a n d  reac t ions ,  
a fea tu re  of non-i l  l us ion i s t i c  theatre.  Thus, 
the audience as  we l l  as  the  a r t i s t  molds a n d  
develops the  performance, wh ich  may v a r y  
in leng th  a n d  theme. E v l i y a  Fe leb i ,  a 17th 

cen tu ry  t r a v e l e r ,  te l  I s  of f i f teen-hour  l ong  
d ia loaues in h i s  t rave logue.  

10 

Comical ef fects a r e  achieved t h r o u g h  
the  buf foon b u i l d i n g  expectat ions,  then shat -  
t e r i n g  them. The f a v o r i t e  means of d o i n g  
t h i s  i s  to v i o l a t e  the r u l e s  of p l a y  a c t i n g .  
I n the or taoyunu,  Biiyucii Hoca, P i ~ e k a r  a n d  
K a v u k l u  go f o r  a n  i m a g i n a r y  t r o l l e y  c a r  r i d e  
upon K a v u k l u ' s  compla in t  t h a t  he i s  t i r e d .  
When he gets c a r s i c k  a n d  d isembarks,  he  
te l  I s  P igekar  to go ahead: " I  ' I I ca tch  u p  
w i t h  you- y o u ' r e  not go ing  anywhere  any -  
way." Other ways of b r e a k i n g  the i l l u s i o n  
a r e  found i n  the pro logue a n d  the  ep i logue 
in which  P i3ekar  a n d  Karagoz t e l l  of  coming 



events and apologize for the s l ips  of the 
tongue they have made. Another way of 
breaking the i l lus ion  i s  through tekerlerne, 
a type of nar ra t i ve  that has been cal led 
"I ie  stories" ( y a l a n  rnasallar) by Boratav. 
The tekerlerne are a stream of images going 
from surreal i s t i c  to nonsensical and remi nd- 
i n g  the audience that what occurs i s  on p lay  
level. Karagozts w i l d  rambl ings i n  the pro- 
logue (mukaddirne) at  the end of the ba t t le  
of wits wi th  Hacivat i s  an example. On the 
k inet ic  level, the i l lus ion  i s  broken by  pan- 
tomime to create an atmosphere of p lay.  In- 
appropriate sounds may be uttered while 
opening or  closing a door, for  example. 
Pigekar says " laptt  before he sits, imi ta t ing 
the sound of s i t t i ng  down. Al l  of these show 
that the actors are aware of the i r  p lay  act- 
I ng. 

The shadow theater and l i ve  actors shar- 
ed much on the level of text and style and 
so were s imi lar  i n  their  repertoires. Although 
many of the karagoz p lays  were adopted to 
the ortaoyunu, however, there were cer ta in  
p lays  which could not possibly be performed 
by  l i v e  actors, just  as there were certain 
comic devices used b y  the comedians which 
were impossible on the shadow screen. We 
w i l l  now examine these differences more 
close1 y. 

F i rs t ,  karagiSz, b e i m  a one man's act, 
was bound by the l imitat ions of that one 
person. The f i r s t  d i f f i cu l t y  wi th  the shadow 
theater i s  that the puppet master must be 
able to speak in a t  least two di f ferent tones 
of voice, change the inf lect ion of and modu- 
late h i s  voice for various characters i n  the 
p lay,  both male and female, and be able 
to stut ter and nasalize h is  words for  d i f fer -  
ent word plays. There are instances i n  which 
he must imitate someone imi tat ing someone 
else. I n  addit ion, he must know a good deal 
of poetry and possess the ingenuity to use 



i t  both appropr ia te ly  and i n  parody wh i le  
a t  the same time man ipu la t ing  the puppets, 
a l l  of which requ i resa  great  deal of c ra f t s -  
manship and  a r t i s t r y .  These a re  problems 
which do not ex is t  f o r  the ortaoyunu actor  
whose reper to i re  h a r d l y  comes close to tha t  
of the puppet master. 

The shadow theater i s  conf ined to those 
dia logues occur r ing  on ly  between a few 
people, as more than two o r  three f i gu res  
on the shadow screen present problems of 
the i r  r u n n i n g  in to  each other and  the techni- 
ca l  problem of the f i gu res  leav ing  the screen 
wi thout  ge t t ing  entwined. Second, the puppets 
a re  bound i n  t he i r  poss ib i l i t i es  f o r  mob i l i t y .  
For t h i s  reason the rod  f o r  man ipu la t ing  the 
puppet may be attached i n  d i f ferent  places 
through a hole i n  the f i gu re .  For example, 
the imam's arm moves since ,he p rays ,  the 
s tu t te re r ' s  head moves because he cannot 
speak we1 I ,  the dancers' feet a re  mobile, 
and some cannot move a t  a l  I, l i k e  Beberuhi, 
the dwar f ,  because of h i s  shortness. 

Other technical problems ex is t  i n  the 
shadow theater. For example, the puppets 
f i xed  to the rod  cannot be turned around 
to face the other d i rec t ion.  A puppet a lways  
enters from the same side, and  when i t  has 
to go of f  stage, i t  faces two awkward 
poss ib i l i t i es :  i t  has to continue e i the r  i n  
the d i rec t ion i t  entered and thus r u n  i n to  
the other puppet fac ing  i t  (wh ich  also 
creates a problem for  the puppeteer because 
h i s  other hand i s  busy w i t h  the second 
puppet ) ,  o r  has to ex i t  backwards from the 
s ide i t  entered. I n  order  to avo id  both of 
these, the puppeteer usual  l  y takes them of f  
b y  p u l l i n g  them back s l i gh t l y ,  away from 
the screen, which b l u r s  the images, and  then 
l i f t i n g  them up. At times he can create a 
special comical effect b y  b reak ing  t h i s  ex- 
pectat ion of the spectator through a special 
device ca l led  firdijndii.ll This i s  a leather 



hinge attached a t  the back of the puppet. 
The rod i s  not f i xed  to the puppet d i rect ly  
but  to the hinge so that the la t ter  can be 
made to face ei ther direction. When the l ines 
of the character are finished,, the puppeteer' 
ins tan t ly  f l i p s  the puppet over so that the 
spectators see i t  sudden1 y turned around and 
leaving the screen on the side i t  entered. 
This i s  a most unusual s ight given the im- 
mobi l i ty  of the puppets, and never f a i l s  to 
provoke surprised laughter. I t i s  an example 
of how a technical l imi ta t ion of the shadow 
theater i s  used by  the puppeteer to create 
a special comical effect. 

Another technical l imi ta t ion i s  that only 
two puppets a t  a time can be held by the 
puppet master. For th is  reason he had de- 
veloped special techniques such as a device 
ca l led hayal asaci (puppet tree), a Y-shaped 
rod f i l l e d  in to  holes on the ledge a t  the 
bottom of the screen. The horizontal rods 
hold ing the f igures were then placed on the 
c le f t  of these rods so that the f igures could 
remai n stat ionary as the puppeteer pressed 
them against the screen wi th  h i s  chest o r  
stomach, when h i s  hands were busy wi th  the 
protagonists of the scene. This device was 
useful fo r  scenes wi th  crowds. 

Converse1 y , the devices of humor which 
ortaoyunu exploi ts to i t s  fu l lest  a re  on the 
k inet ic  level of performance. A grotesque 
k i n d  of device using fac ia l  expressions i s  
possible i n  the ortaoyunu whereas the set 
faces of the shadow puppets make th is  im- 
possible. An example i s  the so-called "chin 
contest, " an expression which has two mean- 
ings. I t may rrefer to a contest of words i n  
which the actors t r y  to outdo each other i n  
answering wi th  witt icisms and snide remarks; 
or i t  i s  a race of physical  a b i l i t y  i n  which 
the person who br ings  h i s  ch in closest to 
h i s  nose wins. I n  the second case, i t  almost 
looks as i f  the buffoon were eat ing h i s  own 



ch in .  Th is  was such a popular  laughter  pro- 
vok ing technique that  i t  i s  sa id that  some 
actors went to the extreme of ex t rac t ing  a l l  
the i r  teeth i n  order to win.l-2 The standard- 
ized f i xed  faces of the shadow puppets, how- 
ever, a re  such tha t  they have captured a 
cer ta in  feature o r  deformity and made i t  i n t o  
a car i ca tu re  so as to compensate t h i s  lack 
of mobi I  i t y .  This f reezing o r  c rys ta l  l  i za t ion 
in to  a f i xed  form i s  even more comic when 
i t  suggests a character is t ic  o r  act ion w i t h  
which the f i gu re  would permanently be ab- 
sorbed o r  ident i f ied . 

The most f u l l y  exploi ted devices of humor 
i n  karagoz a re  seen on the v isua l  level.  
Easy changes of form, size, and color were 
advantages which were taken to the i r  fu l les t  
and which were not possible i n  the ac to r ' s  
p l a y .  Furthermore, there are 'd i f ferent  cate- 
gories of v i sua l  humor techniques, such as 
those depic t ing odd occurrences, which one 
i s  not l i k e l y  to see on the l i v e  ac to r ' s  
stage; o r  magical transformations of charac- 
ters. For example, the fact  that  Karagoz 
often enters the screen w i th  a g i an t  pha l l us  
that  sways back and f o r t h  as p a r t  of h i s  
anatomy i s  ha rd l y  l i k e l y  to occur w i th  l i v e  
actors. Pigekar was a lways seen w i th  a 
wooden instrument ca l led  g a k ~ a k ,  an echo 
of an ea r l y  pha l l us  according to some scho- 
lars ,  bu t  th is  remains on the level of 
euphemism. Certain v isua l  effects which pro- 
duce an uproar  in karagoz w o u l d  not in  
ortaoyunu. For example, Karagoz' pha l  l us 
i s  b i t ten  of f  by  a dog as he approaches a 
house of prost i tu t ion.  The same effect could 
not be achieved by  a dog snatching 
P isekar ' s  gakgak. I n  Kan l i  N igar  (Bloody 
N iga r )  and Tirnarhane (Madhouse), nudes 
and madmen are seen w i t h  oversized phal lus-  
es which a re  so long that  they wrap them 
around the i r  necks.13 Another example i s  i n  



Evl i y a  Celebi ' s  Travelogue wi th  an account 
of a karaqoz ~ l a v  i n  which Gazi Bognak 
ra ids  a pub l i c  ba th  and p u l l s  Karagoz out 
by t y i ng  a rope to h i s  phal lus.  

There a re  categories of v isual  humor 
techniques such as magical transformations 
of characters which a re  not easi ly depicted 
i n  ortaoyunu. For example, i n  the karagoz 
p lay  Cazular (The W i  tches) people become 
animals through bewitching.% Although th is  
may be done wi th  costumes, i t  i s  easier por- 
t rayed on the shadow screen when heads re- 
main human and bodies take animal form. 
To achieve magical transformations l i k e  a 
character being changed in to an animal, 
puppeteers used f igures which had two heads 
p ivo t ing  around the neck, so that when the 
human head was vis ible,  the animal 's  head 
was concealed behind the body. By tu rn ing  
the rod 180 degrees the animal 's  head takes 
the place of the actual head. This technique 
i s  employed i n  Cazular i n  which two r i v a l  
witches change the heads of the i r  daughters 
and sons respectively. I n  Ferhad and Sirin, 
the snake appears and bi tes Karagoz' don- 
key ' s  head off1' and i n  K l r g l n l a r  (The Heart- 
broken Ones) when the same si tuat ion occurs, 
Karagoz takes h i s  donkey to the blacksmith 
to be f i xed  and the blacksmith glues i t  on 
backwards so that the donkey's head i s  at  
h i s  rear .  This k i n d  of surrea l is t ic  por t raya l  
i s  both comical and absurd as i t  i s  
kinaesthetical 1 y incongruous. In  Yalova 
Sefasi (Yalova Holiday) the Lady and the 
Gallant p i l e  a l l  the characters in to  a large 
container to t ravel  to Yalova. Although th is  
compression of human beings i s  not actual l y  
shown on the screen i n  the handed down 
text, i t  would be qui te  impossible even to 
attempt to do th is  i n  an area which i s  open 
on a l l  sides as the ortaovunu staqe. 

The shadow p lay  cast includes a whole 
series of animals and imaginary beings. 



According to Metin And, h is to r i ca l  I y, a set 
of wordless animal p l ays  were performed i n  
the prologue of karagoz, somewhat l i k e  the 
present day cartoons before the beg inn ing  
feature a t  the movie theater. R ichard Davey 
i n  the 19th century recounts such a scene: 
a camel w i th  a humorous character on i t s  
back passes on the screen. Then a cat  i s  
seen chasing a mouse. The cat  p l ays  w i t h  
the mouse and f i n a l l y  swallows i t  whole. 
The accompanying music i s  representat ive 
of the sounds of a mouse i n  the c a t ' s  sto- 
mach t r y i n g  to escape. F i n a l l y  the music 
subsides ind ica t ing  the end of the c a t f s  meal 
and the pre lude i s  over.% This k i n d  of in -  
t roduct ion to the p l a y  has noth ing to do w i t h  
the rest of the p lo t  bu t  simply funct ions to 
prepare the audience f o r  the p l a y  they a re  
about to see. I t  creates an  a i r  of imi tat ion,  
suspense, and cur ios i t y  on the p a r t  of the 
spectator f o r  what i s  about to occur. La te r  
th is  pract ice must have disappeared, bu t  
a re l i c  of i t  continued to ex is t  t i l l  the end 
of the shadow theater t rad i t ion .  Before the 
p l a y  star ts,  the image of a tree, mermaid, 
o r  cats would be cast on the l i gh ted  screen 
w i th  music accompanying i t  ( there was no 
c u r t a i n  cover ing the screen). Th is  image was 
ca l led  gostermelik (show item) and may have 
had the same purpose as the 
older animal pantomilnes. The gostermel ik 
i s  taken of f  the screen to the sound of a 
s h r i l l  whist le ca l led  nareke which s igna ls  
the beginn ing of the p lay  and a le r ts  the 
audience. Both the animal pre-play and the 
gostermelik d i d  not, of course, ex is t  i n  
or taoyunu. A scene such as a stork swallow- 
i n g  a snake i s  obviously a ra the r  d i f f i c u l t  
coincidence which could not occur on cue 
i n  rea l  l i f e  for  the ortaoyunu bu t  was easi l y  
por t rayed on the karagoz screen. A ca t  
swal lowing a mouse i s  not a r a r e  occurrence 
bu t  does not happen on cue as i t  d i d  on 



the shadow theater. 
On the other hand, even though the 

scenery and props were extremely few i n  the 
l i v e  actor p l a y  as well  as i n  karagoz, in 
accordance w i th  most fo lk  theaters, there 
were ce r ta in  poss ib i l i t i es  of decorat ing the 
props they d i d  have. The two main s tandard 
props used i n  or taoyunu were the so-called 
Yeni Dunya (New World) and Dukkan (Store), 
both three o r  fou r  winged pa r t i t i ons  which 
a re  used to represent a house o r  whatever 
else i s  needed f o r  a p a r t i c u l a r  p l a y .  One 
of them can be a Turk ish  bath,  > i r i n l s  man- 
sion o r  whatever the imaginat ion permits. 
The store i s  the place Kavuk lu  looks f o r  a 
job. I t  can be a te legraph office, a shoe 
store, a photography store according to the 
p l a y ' s  demands. I n  karagoz, props were used 
very  sparsely and when absolutely necessary; 
f o r  example, the corner of the sweetheart 's 
mansion o r  the mountain that  the hero i s  
asked to d r i  l  I .  I n  th i s  case they were drawn 
and pa in ted l i k e  the other karagoz f igu res  
and were often f i xed  to the screen so they 
could not be al tered.  The ortaoyunu props 
could also be decorated such as i n  Buyuk 
Sunnet Dugunu ( The C i rcumci sion Ceremony ) , 
i n  which they represent the c h i l d ' s  bed de- 
corated w i th  colored papers and f lowers. 
These devices may serve to ho ld  the 
audience's at tent ion bu t  not to the extent 
of those i n  the shadow screen, which a re  
out of proport ion i n  that  they a re  lopsided 
o r  inappropr ia te  i n  size. The shadow theater 

props have a more powerful aesthetic and  
comical effect than the c i rcumstant ia l  scenery 
of the ortaoyunu; they p rov ide  fo r  an incon- 
g r u i t y  manifest on the v i sua l  level .  

I n  sum, both forms of theater present 
the oppor tun i ty  f o r  a d i f ferent  k i n d  of tech- 
n ique of humor, each w i th  i t s  own drawbacks 
and advantages. The two types of performers, 
the karagoz puppeteers handl  i n g  two-dimen- 



sional images, and the ortaoyunu actors 
creat ing a l i v e  comedy, used the same thema- 
t i c  resources ava i lab le  to them i n  the t rad i -  
t ional  cul ture,  but  they also developed spe- 
c ia l  laughter provoking techniques exp lo i t ing  
the pecul iar  technical potent ia l i t ies of the i r  
own medium. 
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