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Aesthetic and Cultural Approach to the Change in the Making
Techniques of Karagoz Figures

Karagoz Tasvir Yapim Tekniklerindeki Degisime Estetik ve Kiiltiirel Yaklasim
Duygu Ebru Ongen Corsini*

Abstract

Karagoz developed as a unique culture in Anatolian lands. Despite many controversies about how Karagoz came into
existence, there is a consensus that it emerged in the 16" century. Figures, as cultural objects, have production methods
and techniques interwoven with the doctrines of the past. Today, figure-making for different purposes, inherited from the
past, is present in Karagoz figure art. The aesthetic reflections, technique, and material harmony of the figures for show
purposes must carry the cultural essence of Karagoz. This study examines museum collections and exhibitions, interviews
with Karagoz masters, and a data analysis from an academic perspective. Considering these factors, it becomes clear that
the training of masters for figure-making art is significant. Long-term training organized by institutions will contribute to
this art and might be beneficial for good examples to reach the audience. Transferring the figures to future generations
while preserving their cultural essence, making them in a suitable technique, and aesthetic understanding synthesized
with modern techniques; will also contribute to the survival of this art.
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Karagoz, Anadolu topraklarinda kendine 6zgu bir kiiltiir olarak gelismistir. Karagdz’iin olusum siireci, nelerden beslendigi ve
nasil bir evrim gegirdigi ile ilgili cok sayida goris olmasina ragmen 16. yuizyilda gelistigi distnilmektedir. Tasvirler, kulturel
bir obje olarak gegmisten gelen &gretilerle 6rull yapim tekniklerine ve yontemlerine sahiptir. Ginimizde gegmisten
devralinan Karagdz tasvir sanatinda farkli amacglara da yénelik tasvir yapimlariyla karsilasiimaktadir. Ozellikle gdsteri amacgli
tasvirlerin estetik yansimalarinin ve teknik ve malzeme uyumunun Karagéz’un kilttrel 6zintini tagimasi 6nemlidir. Bu
¢alismada miize koleksiyonlari ve sergiler incelenmis, karagoz ustalari ile saha gortismeleri yapiimis ve elde edilen veriler
akademik bir bakis agisiyla analiz edilmistir. S6z konusu unsurlar degerlendirildiginde tasvir yapim sanati igin yetistirilecek
ustalarin egitiminin oldukga 6nemli oldugu gortlmektedir. Kurumlarin diizenleyecegi uzun soluklu egitimler, bu sanata
katkida bulunacak, iyi 6rneklerin seyirci ile bulusmasina da yararli olacaktir. Tasvirlerin gelecek nesillere kiltlrel 6zu
korunarak aktarilmasi, giiniimiiz teknikleriyle sentezlenmis uygun bir teknik ve estetik bir anlayis iginde yapilmasi sanatin
yasatilmasina da katki saglayacaktir.
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Genisletilmis Ozet
Karagdz, Anadolu topraklarinda kendine 6zgii bir oyun tiirli olarak ortaya ¢ik-

mistir. Toplumun aligkanlik, gelenek goérenek, kiiltiirel etkilesimleri ve daha pek ¢ok
Oge Karag6z oyunlarinda yansimalarini bulmustur. Bu yansimalar tasvirler yoluyla
yiizyillar boyunca gelecek nesillere taginmistir. Tiirk kiiltiirli iginde kabul goren Ka-
ragdz, Unesco tarafindan 2009 yilinda “Insanligin Somut Olmayan Kiiltiirel Miras
Listesi’nde yer almistir. 16. yiizyildan itibaren geleneksel yontemlerle sekillenen ve
usta ¢irak iliskisi i¢inde bilgi ve becerilerin nesilden nesile aktarildigi Karag6z oyun-
larinin gorsel zenginligini olusturan Karagoz tasvirleri, 21. yiizy1l yasam dinamikleri
cergevesinde degisim gostermistir.

Bu calisma, Karagdz oyunlarinda kullanilan tasvirlerin geleneksel verilerle giin-
cel olan arasinda yeni tip ylizeyler iizerine yapilan uygulamalarin yarattigi gorsel
etkileri renk ve bigim agisindan ele almay1 amaglamaktadir. Karag6z tasvirlerinin
yapim amaglarina gore siniflandirilmasina, gésterim amagh tasvirlerin giintimiizde
kullanilmakta olan tekniklerle gelecek nesillerde karsilagilabilecek gorsel kayiplara
dikkat ¢cekmeyi hedeflemektedir. Calismada nitel aragtirma yontemi kullanilmistir.
Arastirmanin ilk agsmasinda; literatiir taramasi ile veri analizi yapilmig, miizelerde
yer alan Karagoz tasvirleri incelenerek film, resim, fotograflarla gorsel kaynaklar
degerlendirilmistir. Tkinci asamada ise; Karagoz ustalar ile derinlemesine goriismeler
yapilmistir. Bunun sonucunda elde edilen bulgular yorumlanmaistir. Son olarak aras-
tirmanin her iki agamasindan elde edilen bulgular analiz edilmistir.

Giliniimiizde Karagoz tasvirlerinin Karagéz oyunlarinin yani sira turistik ve egitsel
amagcli farkli kullanimlarina da rastlanmaktadir. Yapim amaglarina gore Karagoz tasvir-
lerinin teknik ve bigimsel farkliliklar “Turistik amagli”, “Egitsel amagli” ve “Gdsteri
amagl” olarak yapim amaclarina gore siniflandirarak incelenebilir. Turistik amagh
tasvirler kendi i¢inde yapim, boyut ve malzeme 6zellikleri ve kalite agisindan ¢ok genis
bir yelpazeye sahiptir. Turistik amagli tasvirler, gosteri amacli olanlardan bu agidan
farklilik gosterir. Bu tiir iginde yapimi gergeklestirilen tasvirlerin hediyelik kapsaminda
farkindalik uyandirmak amaci ile genel olarak hizla {iretildigi ve yapim agamalari-
nin siirece yayilmadigr goriiliir. Egitsel amacl yapilan tasvirler, Karagoz tasvirlerini
gelecek nesillere tasimaya yonelik yapilan ¢aligmalarin biitiinii olarak tanimlanabilir.
Ulusal ve uluslararasi egitimler tasvir yapimi konusunda yeni Karagdz ustalarinin ye-
tistirilmesi amaci tasir. Yapilan projeler, akademik ¢alismalar, workshoplar da bu sii-
reglere ¢ok farkl yas gruplarinin katilimi ile katki saglar. Egitimler sirasinda kullanilan
malzemelerde goriilen gesitlilik, egitimin siiresine gore de degiskenlik gosterir. Egitsel
amacl tasvir caligmalari, Karagdz oyunlarinin yasatilmasina yonelik bilgi aktariminm
gerceklestirir. Gosteri amagh Karagoz tasvirleri Karagdz sanatinin sunumu sirasinda
kullanilan tasvirlerdir. Bu tasvirlerin Karagoz sanatinin tiim inceliklerini tagimasi ve
yansitmast amaglanmaktadir. Geleneksel olarak Karagdz tasvirlerinin yapimina dair
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incelikli bilgilerin gecmiste, nesilden nesile ustalar yoluyla aktarildig1 goriilmektedir.
Gliniimiizde ise bu gelenek devam etse de tiniversiteler ve farkli kurumlar tarafindan
da egitimler verilmektedir. Her asamasi emek isteyen, hevesten ¢ok derinleserek 6gre-
nilmesi gereken tasvir yapimi ayn1 zamanda sabir ve saygiya dayanir. Bu nedenle tas-
vir yapimu i¢in gerekli dogru malzeme se¢imi, yiizeyin tasvire hazirlanmasi, Karag6z
kaliplarinin ¢izilmesi ve yiizeylere aktarilmasi, nevrekanlama ile agilan 151k ¢izgileri,
renklendirme, sabitleme gibi asamalardan gecerken seyirci ile bulusacak tasvirlerin es-
tetik kaygilari tasimalari, sanatin iceriklerini i¢sellestirmeleri hayati bir Sneme sahiptir.
Gosteri amagli yapilan tasvirler turistik ve egitim amagli tasvirlerden detayli ve dzenli
yapilari ile ayrilmaktadir. Bu tasvirler, ustalarin sanatsal deneyimlerini perdeye tasir.
Her bir tasvir tasidigi karakteristik 6zellikleri ile ustasini yansitir. Her tasvirin oyu-
nun biitiinline sagladig gorsel katk: bir araya getirildiginde perde yilizeyinde olusacak
ahenk, iliski, hareket olanaklar1 goz oniine alindiginda yiizyillarca 6zellikle deve, diive
derisinin tercih edildigi goriiliir. Giinlimiizde 6zellikle deriye alternatif olusturabilecek
plastik tiirevi malzemeler de denenmektedir. Gosteri amagli tasvirler boyut olarak yine
geleneksel olgiiler ¢cergevesinde yapilmakla birlikte ¢ok sayida seyircinin bulundugu
biiyiik salonlarda diizenlenen gosterilerde tasvirlerin boyutlarinin biytitiildiigi goriil-
mektedir. Tasvirlerin kalip ¢izimlerinde geleneksel ¢izgiler, ustanin kendi ¢izgileri ile
yeniden sekillenmektedir. Boylelikle tasvir ustalariin sanatg¢1 yapilari birbirlerinden
ayrilir. Tasvirin kesim ve nevrekanlanmasi asamasi 151k ¢izgileri ile belirlenen beden
parcalarint daha canli ve goriiniir hale getirir. Gosteri amagh tasvirlerde 151k ¢izgileri
tasvirin i¢ oranlarini zenginlestirir. Bu alanlarin siyah miirekkeple daha da giiglen-
dirilmesi renkleri de belirgin hale getirir. Bedenin i¢inden gecen 151k, tasvire hayat
verir. Giinlimiizde geleneksel olarak dogal miirekkeplerin kullanildig: tasvirler ustalar
arasinda deger gormeye devam etse de endiistriyel olarak iiretilen miirekkeplere de
ilgi oldukea artmigtir. Her iki kullanimin perde yiizeyinde farkli etkiler biraktig1 da bir
gercektir. Tasvire ait tiim parcalarin birlestirildigi sabitleme asamasi dikkat gerektiren
detayl bir boliimdiir. Tasviri yapan usta ayni1 zamanda performansi da gergeklestiri-
yor ise pargalarin gosteri sirasinda rahat hareket edebilmesi ve kopma riskinin en aza
indirilmesi i¢in farkli tekniklere bagvurdugu goriiliir. Karagoz tasvirlerine bu asamada
yapilan her miidahalenin seyirci tarafindan da goriilecegi bir gergektir.

Ustalarin elinde sekillenen bu renkli golgeler sadece bir obje degildir. Tasvirler
gecmisten gelen zengin kiiltiirel mirasin rengarenk golgeleri esliginde Tiirk toplumu-
nun perdeye yansitilan yiizlidiir. Karagoz sanatinin en énemli gorselleri olan tasvirler
geleneksel 6gretiler 1s181nda giincel olanla birleserek varligini siirdiirmektedir. Gegen
stirede tasvirlerde degisim yasansa da kiiltiirel ve gorsel 6zelliklerini korudugu goriil-
mektedir. Gliniimiiz kosullar1 iginde Karagoz tasvir sanatinin dejenere olmadan gele-
cek nesillere ulasabilmesi i¢in dogru bilgilerin saptanmasi gerekmektedir. Akademik
egitim ile bu sanata ait teknik ve yontemler belirlenmeli ve geleneksel yontemlerden
gelen bilgiler bu siirece dahil edilmelidir.
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Karagdziin yasatilabilmesi, ulusal ve uluslararasi taninirliginin saglanmasi i¢in
daha ¢ok oyun oynatilabilir. Karagéz oyununun giincel olaylari igleyebilecek bir ya-
pida olmasi, glinliimiizde de oynanmasinin dniinii agmaktadir. Farkli konular i¢in yeni
tasvirlere ihtiya¢ duyulacagindan farkli denemeler de yapilabilir.

Bu ¢alisma Karagoz tasvir sanatinin (tasvir yapim, malzeme, yontem ve amaglar)
gelecek nesillere aktarilmasinda yol gosterici bir siniflandirma 6nerisinde bulunmak-
tadir. Bu noktada belirli tespit ve onerilere yer verilmistir. Karagdz oyunlarmin kiil-
tiirel 6zelliklerini koruyarak kendini giincellemesi ve gelecege tagimabilmesi i¢in yeni
aragtirmalara ve ¢aligmalara ihtiya¢ duyulmaktadir.
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Introduction

Karagoz is one of the genres that created the Turkish Folk Theater. Technically, the
show consists of a white cotton cloth stretched in front of the audience, a light source
behind it, and a single person who directs the whole play. It is an imaginary play of
figures moving from behind the screen with rods and constantly redrawn images with
their colored shadows on the screen. Karagoz has a structure that renews itself by re-
flecting subjects that relate to almost everyone in society and the events of the period
in which they live. Therefore, “Karag6z has always been a branch of art sensitive
towards social events at all times.”! With its cultural composition, unique structure,
and tradition, Karagoz is an internationally accepted art that influences everyone,
both local and foreign, in every show environment. In the 21% century, Karagoz, as a
piece of cultural heritage, was included in the “Intangible Cultural Heritage List of
Humanity™? by UNESCO in 20009.

Although there are various views about how Karagdz emerged in Anatolia and
evolved, it was stated in Metin And’s research that the shadow play was brought to
Anatolia from Egypt in the 16" century.? This document, which explains Karagoz
“in the most extensive and detailed way in the 16™ century, which can be found in
Stirndme-i Hiimdyin, which describes the 1582 festival.”*

Evliya Celebi’s Seyahatname also gives information about Karagdz. It sheds light
on its period and the present day with data on the historical development of Karagoz,
Karagdz masters, and the methods these masters used in their plays.’ Ozdemir Nutku
also stated that in the 17" century, Evliya Celebi mentioned the names Karagdz and
Hacivat in his Seyahatname. From the Ottoman Palace to Anatolia, Turkish society
welcomed the Karag6z shadow play, also widespread in Europe, taking its final form
during this period.® Thus, in the light of limited resources, Sevengiil Sénmez states
that this play genre was named Karagoz in this century.” “The Turks have added their
creativity and produced a vibrant, colorful and original form.”3

Karag6z preserved its cultural structure within the understanding of tradition until
the 18" and 19" century. In the 19" century, during the Westernization of the Ottoman

1 Niliifer Zeynep Ozcérekei Gol, “Turkish Shadow Theatre Karagdz,” Colours of Shadow, ed. Niliifer Zeynep
Ozgorekgi Gol, Trans. Berker Terciime (Ankara: Ministery of Culture and Tourism Publications, 2008), 26.

2 Unesco Tiirkiye Milli Komisyonu Insanligim Somut Olmayan Kiiltiirel Miras1 Temsili Listesi, Ac-
cessed 23 September 2020 https://www.unesco.org.tr/Pages/126/123/UNESCO-%C4%B0nsan-
1%C4%B1%C4%9F%C4%B 1n-Somut-Olmayan-K%C3%BClt%C3%BCrel-Miras%C4%B1-Tem-
sil%C3%AE-.

Metin And, Geleneksel Tiirk Tiyatrosu (Istanbul: Inkilap Kitabevi, 1985), 275.

And, Geleneksel Tiirk Tiyatrosu, 279.

Saim Sakaoglu, Tiirk Golge Oyunu Karagoz (Ankara: Ak¢ag Yayinlari, 2003), 45-49.

Ozdemir Nutku, Diinya Tiyatrosu Tarihi (Istanbul: Remzi Kitabevi, 1985), 1: 202.

Sevengiil Sonmez, Karagoz Kitab (Istanbul: Kitabevi Yayinlari, 2000), 13.

Murat Unal, “Tiirk Halk Tiyatrosunun Sinemaya Etkileri,” Art-Sanat 9 (2018), 341.
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Empire, all styles and rules of the past changed; the Karagdz show also gradually lost
its popularity. The public’s interest turned towards the theater in the western sense,
and the intellectuals of the period, with the influence of westernization, saw traditional
theater as a useless genre.

“In 1830, the entry of western music to the Sultan’s palace under the administration of
Donizetti Pasha of Italy, and the occasional arrival of opera and theaters from Europe
to Istanbul, and their performances, the performance of western works in Turkish by
some local organizations in Istanbul theaters towards the end of the century, took the
intellectual class away from Karagoz. Inevitably, Karagoz had to descend to the level
of the people who filled the coffeehouses, and thus jokes, rhymes, misunderstandings,

and even the technique of the play became unrecognizable.’

Karag6z reaches a modern audience today from the hands of 21%-century masters
by combining the traditional approach, passed on from one generation to the next, and
today’s technical possibilities with conventional data.

Method

This study aims to classify the modern techniques used in figure-making and their
visual affects on figures in terms of color and form while evaluating the surface rela-
tions of play objects, animals, and Karagoz characters used in modern Karag6z shows
from the perspective of the screen and light source.

This study consists of data analysis and literature scanning as well as researching
the figures in: Karagdz Figures in the Bursa Metropolitan Municipality Karagoz Mu-
seum, the Konak Municipality “Umran Baradan Oyun ve Oyuncak” Museum, the
Republic of Turkey Ministry of Culture and Tourism Directorate General of Research
and Training “Colors of Shadow” Catalogue of the Karagdz Tasvirs Collection of
Information and Documentation Centre of Folk Culture, The Exhibition Catalog of
“Golgenin Tasarim1” (Design of Shadow) by Orhan Kurt and his Karagoz Figures
organized by Zeytinburnu Municipality, The Exhibition and the exhibition Catalog of
“Hayal ya da Gergek Seyh Kiisteri’den Hayali Kiiglik Ali’ye Karag6z” (Karagdz from
Dream to Real Sheikh Kiisteri’s Imaginary Little Ali) organized by Istanbul Metropol-
itan Municipality in 2018, and Karagoz Figures in the “Y1iktin Perdeyi Eyledin Viran”
(Torn is the Screen, Shattered is the Screen, the Stage all in Ruins) Yap1 Kredi Collec-
tion Exhibition, which took place in Yap1 Kredi Vedat Nedim Tor Museum. Addition-
ally, for this research, online images were studied, and Karagoz masters Metin Ozlen
and Deniz Ozgokbel shared the figures from their archives. Interviews with Karagoz
masters were also part of the study. Also, Suat Veral’s Karag6z figure bought on the

9 Nureddin Sevin, Tiirk Golge Oyunu (istanbul: Milli Egitim Bakanhg1 Biiyiik Tiirk Yazarlar1 ve Sairleri
Komisyonu Yayinlari, 1968), 50-51.
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Republic of Turkey Ministry of Culture and Tourism Traditional Hand Arts Online
Sales website takes place in this study. The study used a qualitative research method.

Conceptual Framework

Karag6z is an art form that looks closely at the contemporary life of its period
with all its values within the Turkish Folk Theater. The Karagdz figures on the screen
show the various cultures and ethnic groups in Istanbul during the Ottoman Empire.
Aslthan Unlii said, “Indeed, Karagdz plays show the cosmopolitan nature of Anatolia
and especially Istanbul in terms of religion, ethnicity, and culture. The plays show
people from different walks of life in their environment and sharpen their funny fea-
tures. They are like documents of the social structure and mentality of that period.”!°

Considering that most Karagdz masters made their figures and did not copy them
from other sources, the depth of the training received from their masters becomes
significant. The master reflects his valuable qualities such as good observation, hand
skill, painting ability, and high aesthetic taste in figures. Combined with craft and art,
figuratively speaking, the figure incarnates in the hands of the master, and the figures
of the play appear in the foreground of the screen surface.

As emphasized by Temel in his article “An Understanding in Stage Design; Less is
More”!!, in Karag6z, the reflected figures and the stage layout designed on the screen
depends on visuality, plainness, simplicity and functionality, and the story itself. The
artists also visualize the play they perform through figures.

Figures carefully made by the master, who was considered a demonstration tool un-
der the conditions of his time, have reached today in limited numbers. In addition, even
though the masters trained with the knowledge of the masters of the period decreased in
number, they managed to carry the traditional figure-making to the present day.

Many figures could not be preserved due to their organic structure and have disap-
peared or been lost over time. However, some of the figures that have survived until
today are preserved and exhibited in palace museums, archives of local administra-
tions, and private collections. The Karagdéz Museum in Bursa has valuable examples
of the Karagoz figure art. The figures in the collections were also examined by re-
searchers and contributed to the field. Yasemin Eken, in her research, “designed an
information form to create a catalogue of leather figures. They took pictures of the
stated samples and filled the forms. In line with the forms, types, dimensions, tools,
technique, colour, and composition properties of the leather figures were obtained.”!?

10 Aslthan Unlii, Tiirk Tiyatrosunun Antropolojisi (Ankara: Asina Kitaplar, 2006), 94.

11 Siireyya Temel, “Sahne Tasariminda Bir Anlayis; Az Aslinda Coktur,” International Journal of Interdisci-
plinary and Intercultural Art 3/6 (2018), 206.

12 Yasemin Eken, “Bursa [li Karagéz Miizesinde Yapilan Deri Tasvirlerinin Incelenmesi” (M.A.Thesis, Gazi
University, 2020), 53.
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The Karagoz figure is preserved and exhibited in international collections. Exhibit-
ing these works is also very valuable in increasing the interest in the subject, creating
new master candidates, and enabling masters to see the works of former masters.

We can encounter the reflections of this cultural heritage in bazaars as souvenirs
and in the hands of children carrying the figures made through training, websites, and
many other places. Within this framework, it is possible to classify Karagdz figures
into three main categories according to their purpose: Karag6z figures made for tour-
istic, educational, and show purposes.

1. Karagoz Figures for Touristic Purposes

A country’s cultural heritage is one of the most valuable treasures of society. “The
fact that the cultural thing belongs to the past (temporal distance) or is located in
geography far from the place of residence (spatial distance) causes its attraction. On
the other hand, some are attracted to cultural tourism by a mental distance (an effort
to understand advanced art and science works)”!?

The bridge created through cultural tourism brings people from different places
and cultures together both artistically and culturally. The value of the cultural history
and the area of attraction it creates are also crucial for promoting countries. Artistic
objects have significant meaning with the visual and cultural impact they carry in this
communication network. Karagdz figures, with their visual data, play an essential role
in the introduction of Turkish folk culture. Figures can be both artistic and portable
souvenir objects.

Karagoz figures are available in Traditional Handicrafts and Book Sales Stores and
Virtual Stores of DOSIMM! (the Republic of Turkey Ministry of Culture and Tourism
Revolving Funds Directorate). Karagéz master Suat Veral created the “Zenne” figure
for touristic purposes, using burning and cutting techniques on calf leather, which is
technically close to its original.

13 Zafer Oter and Osman N. Ozdogan, “Kiiltiir Amagli Seyahat Eden Turistlerde Destinasyon imaji: Selguk-Efes
Ornegi”, Anatolia: A Journal of Tourism Research 16/2 (2005), 128.

14 DOSIMM, “Geleneksel El Sanatlar1 Online Satis Web Sitesi”, Accessed, 24 September 2020, https:/www.
ges.gov.tr/tr/.
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F. 1: “Crowned Zenne” by Suat Veral — (D.E. Ongen Corsini Archive, 2020)

As seen in (F. 1), the form and the size ratio of the figure’s eye can be evaluated
as a reflection of the stylized eastern aesthetic understanding. The figure is almost
usable in a show due to the variety of colors and different cutting techniques. This
figure reflects a Karagoz figure used for show but still has minor differences since it
is for gift purposes. When considering all these features, it is possible to say that the
souvenir figures of Karag6z are different from those used for show purposes.

Although the figures made on leather, PVC, and derivative materials make them
remarkable, the construction, size, and material properties are quite different from
those for a real show. The production of an actual Karagdz figure is a long process.
At this point, it is vital to raise awareness in the scope of gifts. The process accel-
erates with the techniques used and made suitable for this version. While dyes used
in the coloring of the figures rapidly change their surface, they shorten the time that
the master spends in the making of the figures. People who want to animate amateur
Karag6z are known to use these figures in their plays.

2. Karagoz Figures For Educational Purpose

Karagdz figures made for educational purposes can be defined as the whole of
the studies to pass on Karagdz to future generations. National and international proj-
ects, puppet festivals, educational figure workshops for a few hours in museums, fig-
ure-making courses given by masters aimed at training Karag6z masters, and lessons
in schools are in the forefront. The projects carried out, including short-term courses,
aim to train Karagdz masters. It is seen that figure-making techniques in such training
take shape according to the current requirements. In activities carried out according
to age groups, the duration and process of the activity, the location of the activity, and
the number of people determine the technique used in the making of Karagdz figure.
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Therefore, educational materials vary. In courses for children, the preparation of edu-
cational figures usually starts with paper colouring using colored pencils. Specifically
in these practices, Karag6z and Hacivat figures have priority, and it is possible to raise
children’s awareness by informing them of the use of clothing, body, and colors.

.2

F. 2, F. 3, F. 4: Konak Municipality Umran Baradan Game and Toy Museum
‘Karagdz Workshop-Deniz Ozgokbel (D. Ozgokbel Archive, 2020)

For example, as can be seen in (F. 2), (F. 3), and (F. 4), Karagdz master Deniz Ozgokbel
conducted Karagtz plays and training within the scope of the activities organized in the
Konak Municipality Umran Baradan Game and Toy Museum. “The surface to be worked
on is in plastic effect, transparent or translucent. It can let light through the colour. It is
easy to cut the part with scissors, fixing the separated parts with rivets from the connection
points.”!® Bamboo sticks are also used as light rods for educational purposes, especially in
workshops with children. The materials used in training are for learning technical informa-
tion. Managing the material requires time and good training. Therefore, in figure-making
projects or courses, the participants must complete the course with a master’s degree of
knowledge and experience in the art of Karagoz for future work.

It is of great importance for Karag6z masters to teach in the courses opened
for educational purposes in terms of new figure production that will carry the
cultural characteristics of the Karag6z figure-making art. Karagdz Master Ragip
Tugtekin shares the following information while talking about the lectures he
has given on the production of figures: “The enthusiastic friends were the first to
participate in the figure-making workshop which was opened as a course in the
Undersecretariat of Culture last year. If the course continues, we will also include
figure-making and in the future figure-animating style in the program.”'® In light

15 Deniz Ozgokbel, Personal Interview 24 September 2020.

16 Nail Tan, “Karagdz Sanat¢is1 Ragip Tugtekin’le bir Konusma”, Yiktin Perdeyi Eyledin Viran Yapt Kredi
Karagéz Koleksiyonu, ed. Sabri Koz (Istanbul: Yap: Kredi Yayinlari, 2004), 149.
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of this information, it is essential to draw attention to the importance of education
in making Karagoz figures.

Leather is the surface material used for the figure in the courses. The rarity of leath-
er and its higher economic value than other materials require careful processing of its
surface. While some master candidates can work directly on leather, some master can-
didates make figures on cardboard, plastic, and PVC surfaces for educational purposes
before working with leather. Paper or cardboard is a surface on which people interest-
ed in Karagdz shadow plays and who are in the learning phase of figure-making gain
experience. This surface needs to be made translucent by going through certain stages.

In his work Karagdéz and Our Puppet Art, Hayrettin Ivgin shares information on
this technique. The white colored cardboard deposited in linseed oil soaks for a few
minutes in order to gain transparency. The molds used after the drying process of the
cardboard surface are processed, the parts that will transmit light are cut, and the color
areas on the surface are determined. Watercolor, oil, and spirit paints are materials
used during the coloring process. The part of the moving rods, from which the figure
is attached, is strengthened with another piece of cardboard. All parts are tightened
together using nylon threads, and the figure is complete for show. In another method,
the figure drawn on cardboard, cut, and coloured after opening the light line areas is
kept in melted wax for a few minutes until the wax passes into the cardboard under
heat treatment. After cleaning the cardboard left to cool and bringing the parts togeth-
er, the figure is complete. However, another alternative is figures made using acetate.
Acetate is suitable for making X-ray film figures. After the visual layer on the X-ray
film is cleaned and the transparent surface is ready for the figure drawing, the mold is
transferred on the surface, cut, painted, and completed with the assembly process.!” In
figures made for educational purposes, such applications are generally used in current
education as was in the past.

PVC, a plastic material, is rarely used in Karagdz plays for show purposes. The col-
ors of the defective surfaces can be erased and repainted. With their robust structure,
they can be resistant to sharp movements and moisture. The dyes used on the figure’s
surface are different from those applied on the leather’s surface. Figures generally
have brighter and more vibrant colors depending on the dye and technique.

Hiilya Tas stated that short and long-term courses organized by the Ministry of
Culture and Tourism or other associations, workshops by local universities or other
educational institutions, masters to raise awareness, and all kinds of figure-making
workshops for educational purposes within the scope of festivals and festivities are
contributions to keep the art of Karagdz figure and Karagoz plays alive. For example,

17 Hayrettin [vgin, Karagoz ve Kukla Sanatimiz (Ankara: Ekip Grafik Matbaa Hizmetleri Tic. ve San. Ltd. Sti.,
2000), 10-11.
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Ismail Hakk1’s interest in painting led him to make figures by participating in the
Karag6z Apprenticeship and Performing Seminar course in Bursa in 2000.'8

3. Karagoz Figures For Show Purposes

Although Karagdz figure for touristic and educational purposes is within the scope
of the study, the main focus is on the Karagoz figures for show purposes because those
who have all the subtleties of Karag6z figures are the ones made for show purposes.
Therefore, the study focuses on the figures for show purposes and deals with the oth-
ers regarding their relation. Therefore, the material used in the making of the figures
plays a vital role in providing this visuality. The master can process his figures by
extending the making of the figure over some time.

In Karagdz figures for educational purpose, aesthetic concerns and materials are
about gaining process experience. Visual aesthetics are of secondary importance in
figures for educational purposes. The primary purpose of such figures is to show the
figure itself and to learn. Once more, when considering this type of figure in terms of
design, construction process, and visual contribution to the play, more explicit mate-
rials are chosen to be practical, economical, and easy to produce.

The figures for touristic purposes also vary according to the master’s experiences,
aesthetic point of view, the materials they use, and their hand skills. The aim is how
a Karagdz figure looks and the way the essential details are linked rather than the
colored shadow on the screen. The aesthetic appearances of such figures may vary,
just like the ones for educational purposes. The production techniques of these figures
are present in the figures made for both educational and touristic purposes. While the
Karagoz artist is designing and making his figures, the figures used in the shows can
also be made by different figure-making masters. When the artist, the performer of
the whole play, makes his figures, he also shares his understanding of design with the
audience. Karagdz master Sinasi Celikkol stated that “performing the shadow play
and depiction are very different works and that there are very few artists who do both,
and he is one of them.” "’

There is an expectation that figures which come together with many features such
as portraits, lines, shapes, sizes, textures, colors, the light-dark relationship of colors in
different figures, and movement abilities are reflected on the screen with embroidery
and the grace in light lines in artistic and aesthetic harmony. Figure-making is an art
with subtleties. Colorful pictures reflected on the screen will complete the composi-

18 Hiilya Tas, “Gtliniimiiz Bursa’sinda Karagoz”, Uludag University Fen-Edebiyat Fakiiltesi Sosyal Bilimler
Journal 8/12 (2007), 142.

19 Melda Ozdemir and Yasemin Eken, “Bir El Sanatlar1 Uriinii Olarak Karagdz Tasvirlerinin Yapimi Ve Hayali
Sinasi Celikkol™un icra Gelenegindeki Yeri,” Idil Journal of Art and Language 9/75 (2020), 1606.
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tion created on the screen with the details and embroidery of the figures. The figures
are like the signature of the master, who makes proportional and balanced light lines
and drawn subtleties. A good figure should have harmonious main lines both on its
own and with other figures.

In Karagdz plays, the figures made for show purposes are necessary images for
the play. These images go through a research process before preparation. The purpose
of the figure, the type of visual features, and all the details that it should have on its
two-dimensional surface are considered separately.

It is plausible to study figures for show purposes in terms of material, size, pattern,
delineation, coloring, fixation, rod-figure relationship, and aesthetic.

3.1. Figure Surface Material

It is a fact that leather is the material used in Karagdz figures for show purposes.
The leather should have certain flexibility with its structural form. Collagen fiber
bundles are essential for the formation of the thickness of the leather. For this rea-
son, one of the most critical points for making figures is the necessity in the pref-
erence for regions with smaller layers of fat. Metin And stated that before starting
the process of the making of animal figures mentioned above, it is possible to cut
out 30-40 figures from the remaining part of a leather piece after removing the arm,
neck and fat belly. 2° Karagdz Master Orhan Kurt drew attention to the importance
and place of camel leather in figure-making because camel leather is suitable for
figure-making in terms of its structure, which can take non-deformed paints into the
leather, and he also emphasized that the two side pieces of a camel are convenient
quality parts for making 30-40 figures. In addition to camel leather, he emphasized
donkey leather as another alternative quality leather because of its transparency and
treatable structure.?'

The transparency with the necessary light transmittance and resistance to heat emis-
sion by the light source and the homogeneous distribution of collagen on the leather,
which retains moisture, also affect the figure’s quality. Once the figure is complete, the
leather selection should not cause any problems behind the scenes during the play due
to its weight or thickness. Sevengiil states that the selected leather should be resistant
to transparency and sensible heat. ? In figures made for show purposes, the dynamism
on the surface of the leather, which is the dominant material on the figure surface, will
be reflected in a wavy visual form with distorted proportion and color integrity on
the screen surface like a colorful painting. As an organic material, leather is naturally

20 Metin And, Diinyada ve Bizde Gélge Oyunu (Ankara: Tiirkiye Is Bankas1 Kiiltiir Yaymlari, 1977), 289.
21 Orhan Kurt, Karagéz 'iin Kurallart Karagoz Yapum ve Oynatim Teknikleri (Istanbul: Lale Yaymcilik, 2015), 39.
22 Sonmez, Karagoz Kitabi, 41.
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prone to extinction. Suitable productions, the leather structure, and all details in the
painting process will ensure the durability of the figure.

A trend towards plastic and its derivatives has begun among the masters of figures.
Apart from leather, Ali Kurna paper and plastic surface materials, whose light trans-
mittance by waxing, are also prefered materials for figure-making. “ Leather has been
used the most in the past and today, and for the same reason, plastic sheets are gaining
more and more importance.”

Karagdz Master Unver Oral Karagdz says that using the plastic technique in the
production of figures could overcome the obstacles and difficulties that arise in order
for Karagdz to continue existing in the future. He states that with this method, the fig-
ures will not be affected by heat like leather, the dyes used can be wiped, scraped, and
repainted, and the figure ratios can be larger according to the thickness of the plate.
Compared to leather, plastic provides more flexibility and ease in moving parts of the
body.>* Despite the controversial ideas on these applications, leather is the prefered
material in making the traditional figures for show purposes.

3.2. Dimensions Of The Figures

Different dimensional features appear when evaluating the traditional Karagoz fig-
ures and recent shows regarding space and audience relationship.

Nureddin Sevin said, “The figures of the Turkish shadow play, which we call
Karag6z, do not exceed thirty or thirty-five centimeters in height. This size allows
them to have graceful and agile movements with ease. Karagoz figures are like min-
iatures in motion.”? According to the information we received from Sapolyo, the
measurements used in classical figures in Karagdz plays, as a tradition from the past,
are 25 or 30 cm tall. These figures were neither larger nor smaller. 26 Niliifer Zeynep
indicates that proportions of Karagoz figures differ for the shows performed before
the Sultan, and these 18cm-tall figures are called “Huzur.”?" Interviews with Karagoz
masters on the dimensions of figures show that they are generally between 30-55 cm
under current conditions. Increasing the size of the figure may cause the limitation of
the movements and the aggravation of the rapid movements in the colorful Karagoz
figures. Figures with a controlled size also contribute to the performance of the art-
ist. Each moving surface of Karagoz figures connects to another body surface with
connection points. This issue is closely related to the size of the figure. The playful

23 Ismsu Ersan, “Go6lge Oyunu Estetiginde Figiir Ve Tiirk Golge Oyunu: Karagéz” (M.A. Thesis, Dokuz Eyliil
University, 2011), 178.

24 Unver Oral, Karagiz ve Plastik Teknigi (Istanbul: Kitabevi, 2012), 29-30.

25 Sevin, Tiirk Gélge Oyunu, 2.

26 Enver Behnan Sapolyo, Karagoziin Teknigi (Istanbul: Tiirkiye Yaymevi, 1947), 49.
27 Gol, Colours of Shadow, 18.
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nature of the figure, the fact that the pieces keep each other intact, ensuring that the
flip-flopping figures quickly return to their previous positions, and the lockdown of
pieces during the show due to the surface curvature may affect the rhythm of the play
and distract the audience from the play.

The large number of spectators, with Karagoz starting to be performed in closed
areas such as theater halls and the conference halls of schools rather than outdoors,
can be considered among the reasons for the change in the standard dimensions of
the figures. The proximity of the large audience to the screen was influential in the
growth of the dimensions. Karagéz master Emin Senyer stated that the size of the
figures “is around 35 cm.”?® He also shares the information that the size of some
particular figures may vary. Cengiz Samsun stated, “In Karagoz figures, the 33-35
cm dimensions and standards may change in original plays.”” Also Akin Kurt stated
they have produced ‘“22-25 cm-tall figures for gift purposes.”*

Figures of substantial sizes are made and exhibited in particular shows. Suat Ve-
ral shares his experiences by saying, “Inside the culture centre, I designed a special
screen layout allowing 750 -1000 people to follow the play, and I brought together 1
to 1.5-meter-tall figures for the audience.”!

3.3. Mold

Karagoz figure art is the visually expressive aspect of a holistic understanding of
art. As a language of expression of visuality, the meeting point with the audience is
the screen. From the very beginning, all the identities that exist in Karagdz plays are
stylized and designed with their most distinctive features. In the drawings of these
images, simplified in wording and style, data on their essential characteristics, charac-
teristics of their work, ethnicity, and religious and geographical features are collected
and drawn. Hiilya Yiicesoy determined that “the rules of anatomy and perspective are
not applied in the figures* for the Karagoz figures from past to present. This situation
also finds meaning in the aesthetic value of Karagdz plays. Muhittin Sevilen, the artist
Hayali Little Ali, said that the characters that are the subjects of figures in Karagoz
plays “appear on the white screen with the characteristics of the tribes they belong to,
which are visible with wonderfully strong lines. Their costumes and dresses show the
same tribal lines.” * For this reason, the patterns and drawings that are the source of

28 Emin Senyer, Personal Interview 18 April 2020

29 Cengiz Samsun, Personal Interview 26 April 2020.
30 Ak Kurt, Personal Interview 25 July 2020.

31 Suat Veral, Personal Interview 10 August 2020.

32 Hiilya Yiicesoy, “Baslangigtan Giiniimiize Karagdz Hacivat Figiirlerinin Illiistrasyon Sanatindaki Yeri,”
(M.A. Thesis, Halic University, 2013), 169.

33 Muhittin Sevilen, Karagdz (istanbul: Milli Egitim Basimevi, 1969), 7.
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the figures of the play are fundamental. For example, Hayali Memduh’s “Two-vol-
ume drawings consisting of Karagoz figures are in the Atatiirk Library Rare Works
collection.”** These figures are reviewed with the profile body postures, clothing and
accessories, and appearances in the drawings.

Contemporary Karagdz masters use the old traditional patterns as a guide, and they
also use new samples of figures in line with their understanding of art and design.
Whether for show, educational, or touristic purposes, the molding will significantly
affect the final look of the figure. The colorful painting is on the screen with all its
shapes and lines, creating aesthetic harmony. The patterns and forms passed on from
competent masters to the new generation continue to shape the future of Karagoz
figures. The art of Karagdz, which has changed rapidly within the current version,
developed under different perspectives in the last century with the oral and written
knowledge transferred by masters of different schools. The relationship between craft
and art occurs mainly in the materials and application methods chosen by the masters
to make their figures. Under this heading, traditional teaching carries the mold used
by the master to his apprentice under the master-apprentice relationship and training.
However, today it is seen that Karagdz masters have created Karag6z and Hacivat fig-
ure forms, which bear their unique design identities. It is this change that lies behind
the recognition and differentiation of the master’s figures. When bringing together
innovations with the art of figure-making, the traditional should be known well, and
new designs should be thought-out after a design-thinking process with versatile ob-
servations and research.

3.4. Perforation (Nevrekanlama)

Compared to the educational and touristic figures, the figures for show purposes go
through a more detailed technical process during the production stage. In this phase,
the mold and the leather of the master’s figure design approach both the current and
traditional practices. The tools and materials used by the figure master during the
cutting stage are for this purpose. In the traditional figure-processing technique, “
perforation of inside lines by using a Nevrekan knife is called Nevrekanlama.”* There
is no repair or reversal of any error made on the point or lines that will transmit light
on the figure’s surface. Therefore, when the figure’s shadow is on the screen with its
colorful and transparent form, it becomes visible. For this reason, by using this tradi-
tionally accepted nevrekan, it continues to be practised by masters who still use the
traditional production method. Haluk Ytice explains his cutting method, “I use three

34 Osman Ocak, “Sinemadan Once Beyaz Perde; (Tek Kisilik Dev Kadro Hayali)”, Hayal ya da Ger¢ek Seyh
Kiisteri’den Hayali Kiigiik Ali'ye Karagoz, kiirator: Doganay Erkan (Istanbul: Istanbul Biiyiiksehir Belediyesi
Kiiltiir Varliklar1 Daire Bagkanlig1 Kiitiiphane ve Miizeler Miidiirliigii Yayinlari, 2018), 54.

35 Alpay Ekler, “Karagoz Tasvir Art” Colours of Shadow, ed. Niliifer Zeynep Oz¢orekei Gol, Trans. Berker
Terciime (Ankara: Ministery of Culture and Tourism Publications, 2008), 61.
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different nevrekan knives, as shown by my master: In almond (or drop) form for the
eyes, a rectangular nevrekan for pouring, and a nevrekan for the turns.” 3

F. 5, F. 6: Karagoz figures of Metin Ozlen (M. Ozlen Archive, 2020)

Metin Ozlen is a master with traditional knowledge in Karagoz figure-making
and an artist who also brings innovations to the art of the figures. His works with
Nevrekan and “electric nevrekan” 3" are found and exhibited in national and interna-
tional collections. The figures in (F. 5) and (F. 6) reflect Ozlen»s artistic identity. Metin
Ozlen, a master craftsman of Karagdz, is also the master of today’s Karagdz masters.

While embroidering fine details on the leather, the electric nevrekan user, depend-
ing on his or her mastery of the figure or hand skill, can either enrich or degenerate
the figures’s lines and patterns visually combined with light.

Burning melts and rapidly pierces leather and plastic-derived materials. The ma-
terial melts, and the texture and patterns on the surface of the light lines are dam-
aged. As a result of burning, the leather surface becomes charred due to its organic
structure. Light lines cut out of the leather with Nevrekan knives give their shape,
and technical problems such as melting, crushing, and spilling are not visible on the
figure. Consequently, masters who have reached the level of expertise and manage
the machines and tools with utmost care must make all cutting and drilling processes
on the figure.

36 Haluk Yiice, Personal Interview 25 August 2020.
37 Metin Ozlen, Personal Interview 21 July 2020.
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3.5. Coloring

The coloring techniques used in Karag6z figures technically differ among figure
masters, as does the use and design of patterns. Color is one of the most important
points of Karagdz figures. A light source is needed for the color to be perceived vi-
sually. Although light is under a different category, the light source gains importance
from time to time while evaluating color effects.

The techniques and methods used while coloring Karagoz figures are present in
applications with different views. For this reason, it is possible to see a variety of
dyes on the figures. These dyes can be defined as natural inks. Natural colored paints
traditionally used in Karago6z figures are visible on the screen in pastel tones.

Natural binders are present in the paint for the binding and adherence of these
paints. Figures painted with this type of coloring method fade over time. For example,
according to Alpay Ekler, “Natural dyes change in time and lose value under the light.
This change also provides colours, the softening of inter-changing, an increase of
three-dimensional perception, and a gaining of a mystic appearance.”** Metin Ozlen
defends the view that in Karagdz, “raw colors are not used in figures.”* Enver Benhan
Sapolyo conveys that white, transparent camel leather is applied with madder and the
colors these dyes create on the leather are stunning.*

Ugur Goktas shares the following information,

“They preferred root dyes in old dyeing. In addition to being pastel colors, the most
important feature of madder is that it penetrates the leather and is not superficial. Today,
tile inks are in use for the dyeing process. Since tile inks colors are very bright and do
not penetrate the mold on the surface of the leather, they do not work well. In order to
prevent the figure from being worn over time and to protect the colors, a little bit of olive

oil is applied on it after the contour process is complete.”*!

In applications made with natural dyes on leather, it is necessary to wait for a while
for it to absorb the paint after each coat is applied. This application, applied on both
the front and the back of the figure, fixes the color on the leather’s organic structure.
Therefore, when the figure’s surface is touched, the colorant does not suffer a visual
loss due to moisture on the hands or surfaces because the color is fixed into the leather
by the master with utmost patience.

Currently, another method frequently used is chemical-based paints, used in new
trials. Liquid dyes, which are among artistic paints used in coloring Karagdz figures,

38 Alpay Ekler, Colours of Shadow, 61.

39 Metin Ozlen, Personal Interview 21 July 2020.

40 Sapolyo, Karagoziin Teknigi, 48-49.

41 Ugur Goktas, Diinkii Karagéz, (Izmir: Akademi Kitabevi, 1992), 78.
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attract attention with their frequency of use. Among the reasons for the preference
of these inks are the wide range of colors and the ready-to-use vivid and bright color
palette. “Bright and vivid colors are loved and preferred by children, but the use of
these colors together and in large areas, disturb the eye and negatively affects the user

experience.”

When figures made using such industrial inks are touched with sweaty or moist
fingers, the paint tends to release itself from the surface. In addition, Karagdz master
Hasan Hiiseyin Karabag said, “Sometimes such paints can color the screen. Espe-
cially if the paint is not dry or if it comes in contact with moisture.”* Tt is among the
reasons that masters applied shellac or a thin layer of varnish on the figure to protect
the colors. In this case, it is important to preserve or fix the colors of the figures made
for show purposes.

Using black ink with the help of a thin brush around the shapes determined by light
lines highlights the surface areas of each piece by creating a contour that makes the
anatomical features of the figure clear. When all parts are intact, all the colored areas
also strengthen and clarify the areas in the part-whole relationship. In contemporary
figures, Indian or calligraphy ink, permanent marker pens, acetate, and CD pens are
also materials for contouring.

In Karagdz figures, the body determines the details that distinguish the parts from
each other. These cuts, which are embroidered and have unique shapes, make the flat
surfaces of the figures better perceived by the audience, depending on the power of
the light. The light sources, from candlelight to oil lamp or torch and from halogen
lamps to LED light sources used in traditional teaching, have changed according to
the time requirements to differentiate the color values in the figures of each transi-
tion. Information obtained from written sources suggests that Karagéz masters have
different opinions on this issue.

3.6. Fixing

All the elegant and delicate pieces are put together following the traditional teach-
ings and the design of the master. For example, one leg of Karagdz should connect
from the front and the other from the back, and planning should be schemed according
to the movement limits of the movable parts. The process of sewing the figure accord-
ing to the center of gravity position of the area, called button, where the figure meets
with the rods, is also essential. Karagdz master Alpay Ekler said, “Packing or big size
sewing needles, gut strip, and waxed cotton fibres are required for the connection of

42 Birsen Ceken and Merve Senoymak Ersan “Cocuklara Yonelik Grafik Kullanici Arayiizii Tasariminin, Kul-
lanilabilirlik ve Eglence Bakimindan Onemi,” Sanat ve Tasarim Journal 10/2 (2019), 230.

43 Hasan Hiiseyin Karabag, Personal Interview 27 April 2020.
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pieces and joints. Beeswax is preferred for waxing. Puppeteers prefer a fish line of

0.60 mm thick for their sets as they are durable.” * Karagdz master Orhan Kurt said,

“In the past, saddlers made perfect and strong whipcords used by the artisans who, at

that time, used them to cut the figures. Today, not many people are left doing this job.

Instead of this, threads made of intestines called “katkiit” are available. Considering

that the biggest disruption that can occur during a Karagéz show is the breaking of the

figure at the joints, the importance of the strength of this thread to be used in sewing

will automatically come to light.”*

Hasan Hiiseyin Karabakh, one of the contemporary Karagoz figure masters, said,

“T prefer fishing line because it is more durable than animal leather or ‘katkiit’.” 46
Emin Senyer said, “I used a kind of rope called ‘Katkiit,” but it wears out very quickly,
and there may be breaks during the play, so I connect it with a much stronger fishing

line, ¥ while Akin Kurt said, “I tie the joint connections with surgical thread or fish-

ing line.” * Cengiz Samsun said, “I pierce the joints with a ‘biz’, a punching tool, or

drill and tie them with waxed-oily thread. In some special cases, I use ribbons that

I cut from leather or gut-floss.” * Haluk Yiice gives the information, “T use fishing
line to tie in joints.”> Karagdz Master Metin Ozlen stated that he uses the traditional

“kursak” (a string made from dried animal intestines). %!

Table 1: Similarities and differences of Karagéz Figures For Touristic Purposes, Karagdz Figures
For Educational Purposes, Karagoz Figures For Show Purposes (D.E.Ongen Corsini, 2021)

Karagoz Karagoz Karagoz E::;e?j;
Application of Karagoz Figures according to Figures for | Figures For Figures Fi u;ges
their purposes / Use of Material Touristic Educational | For Show ForgShow

Purposes Purposes Purposes

Purposes

Figure Material “Leather” X X X X
Figure Material “Plastic, PVC derivatives, < < .
Cardboard, and etc..”
Dimensions of “Traditional approach” X X X
Dimensions of “Non-traditional approach” X X X
Mold “Traditional approach” X X X X
Mold “Non-traditional approach” X X
Use of Nevrekan “Traditional approach” X X X

44 Ekler, Colours of Shadow, 59.

45 Kurt, Karagoz iin Kurallart Karagéz Yapim ve Oynatim Teknikleri, 41.
46 Hasan Hiiseyin Karabag, Personal Interview 27 April 2020.

47 Emin Senyer, Personal Interview 18 April 2020.

48 Akin Kurt, Personal Interview 25 July 2020.

49 Cengiz Samsun, Personal Interview 26 April 2020.

50 Haluk Yiice, Personal Interview 25 August 2020.

51 Metin Ozlen, Personal Interview 25 September 2020.
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Use of Nevrekan “Non-traditional approach” X X X

Colouring “Traditional approach natural inks” X X X

Colouring “Non-traditional approach chemical

inks, Analine dyes Markers, etc. “ X X X
Fixing “Traditional approach” X X X
Fixing “All non-traditional approaches” X X X

Karagoz figure art is classified into three groups: Touristic, Educational, and Show
Figures. Under these headings, Table 1 shows similar and different aspects according
to the application and methods of Depicted Surface Material, Dimensions of Depic-
tions, Pattern, Nailing, Coloring and Fixing, and Surface materials, which are leather,
plastic derivative PVC, and cardboard. While the same materials are also used for
educational purposes and in contemporary Karagdz figures, only leather is in use
in traditional Karago6z figures for show purposes. The dimensions of the depictions
have deviated from the traditional in touristic applications, and both traditional and
non-traditional figures are used in educational figures while figures for show purposes
use both traditional and non-traditional figure dimensions.

In this change, figures in current applications are made according to the needs of
the present setting and play. Regarding patterns of the figures, while it is possible to
come across both traditional and non-traditional patterns that exist in the figures for
touristic purposes, it is seen that the traditional figure patterns are used in examples
in the figures made for educational and show purposes, using the patterns taken
from the masters as examples. Nevrekanlama, the cutting of light lines of the figure,
is mainly done with a traditional approach when producing educational figures. In
contrast, educational figures are made by traditional and non-traditional techniques
while the leather is cut and shaped by a traditional nevrekan knife. Both traditional
and non-traditional methods are used for current figures for show purposes. While
unconventional chemical dyes dominate the coloring of touristic figures, both nat-
ural dyes and non-traditional chemical dyes are dominant in educational Karagoz
figures. In Karagdz figures for show purposes, there are two different approaches.
While dying the figures for traditional show purposes with natural dyes is in the
light of traditional teachings, it is possible to see the applications in which current
Karagoz figures use natural and chemical dyes and inks. There is a similar situation
with the fixing of the portraits. It is frequent to use unconventional methods when
fixing the figures for touristic purposes. In the educational figures, both traditional
fastening methods and fixings are possible using various metal and plastic materi-
als. While traditional tying and material use continues in Karagéz figures for show
purposes, tying in current figures for show purposes is done using many different
methods and materials.
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Table 1 classifies Karagoz figures, grouped under three headings, in terms of ma-
terial usage: colour, form, and approach. This classification reveals the structure of
Karagoz figures that changes according to their usage. In other words, the purpose
of their use determines the material, form, and approach. This study has classified
the data obtained from evaluation and detected a situation assessment. The table has
gained importance because it makes this detection concrete.

4. Aesthetic In Figures For Show Purpose

The aesthetic features of Karagdz figures are different from western aesthetic un-
derstanding. The difference in the social and mental structure behind it has also affect-
ed the aesthetic structure of Karag6z. The colorful pictorial effects of Karagoz figures,
their size, scale, positioning, and other defining elements and a Western perspective
are different from each other. While the understanding of perspective based on the hu-
man eye is dominant in Western painting, this is quite different in the East. Processes
in the West, such as those from the Renaissance, which started with the Enlighten-
ment, brought about a world view dominated by the subject and, consequently, the
understanding of perspective. In other words, perspective could be possible together
with the subject. The Western understanding of aesthetics tends to base the subject
within all the rules of detail and perspective. However, there was no experience of the
Enlightenment and modernization in the East, and a subject perspective in the Western
sense did not develop. Thus, when we evaluate the Karagodz aesthetic understanding
from a Western perspective, we will apply a perspective that we hold responsible for
the concepts it does not belong to. A different mentality and understanding of cul-
ture have produced different aesthetic results. Deliberately avoiding perspective in
Karagoz figures could be evaluated within Eastern aesthetics.

“Since the painting surface is not a surface where proximity and distance, smallness
and size are organized in a way that dominates the eye that looks at it, there is no back-
ground contrast to the central perspective- a unique figure. In contrast, in both scripts
and miniatures, the invisible body parts become visible: the front and the back of the
face and neck, the fringe and parting of the hair that should only be visible from above.
For instance, the noses of figures viewed from the front are long enough to be seen only
from above, and many centers that do not fix the eye in a single focus are dominant in all
these paintings. In other words, all invisible body details that are visible from the front
can be in the same picture. As it is the case for icons, a multi-centered picture, looking

at the picture from a single center, constantly transforms the point of view of the eye. >

Karagdz figures are also a visual expression of an aesthetic understanding shaped in
the cultural world of this mentality. The traces of this understanding are also present in

52 Pavel Florenski, “Tersten Perspektif,” trans. Yesim Tiikel (istanbul: Metis Yayinlar1, 2001), 26.
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the similarity between the forms of figures and miniatures. Accordingly, the figures and
the puppets used before the play starts do not have a perspective effect, creating distance,
proximity, or size.>* When the flat bodies of the figures and the screen used for Karagoz
play come close or lean against each other, the colorful shadows become stronger.

The way the bodies stand sideways on flat surfaces creates a feeling of the charac-
ters coming face to face during their mutual communication in the play. It is clear that
the figure, depicted from the front or side using different body parts, is still sideways.
While the body is visible in profile, the eye looks across. Hands and feet may be
smaller than the face. Body parts can be both static or mobile. All details on the body
are divided linearly and shaped according to the style of the master. On the aesthetics
of Karagdz, Ismayil Hakki Baltacioglu, uses this definition, “Karagdz is not a blind-
fold imitation of physical individuals but a metaphysics of shapes.”

F. 7: “Hacivat” made by Orhan Kurt Inventory No: 540 (Konak Municipality Umran Baradan
Game and Toy Museum Archive, 2020)
F .8: “Zenne” made by Metin Ozlen, Inventory No: 546 (Konak Municipality Umran Baradan
Game and Toy Museum Archive, 2020)
F. 9: “Tuzsuz Deli Bekir” by Ismail Hakki Ozemek, Inventory No: 541 (Konak Municipality
Umran Baradan Game and Toy Museum Archive, 2020)

While creating figures, the master draws and processes the parts of the figure that
the artist wants to highlight by adding different features from other areas. For ex-
ample, eyes are more detailed than hands. The details in the hand and the eye when
reviewed within the whole of the figure; the more detailed the hand is, the more elo-
barate the eye is. However, in the art of Karagdz figures, the eye can be perceived as
the most striking area on the body with the shape it has gained when compared to the

53 K. Ozlem Alp and Siikrii Balc1, “Karagézde Bigim ve Anlam Kurgusu,” e-Journal of New World Sciences
Academy 4/3 (2009), 27.
54 ismayil Hakki Baltacioglu, Karagoz Teknigi ve Estetigi (istanbul: Kiiltiir Matbaasi, 1942), 23.
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ratio of the nose, mouth, face, and body proportions and the brightness it gains when
combined with the cutting and light transmittance. Therefore, the audience’s attention
focuses on the faces of the figures. The perspective and understanding of painting as
close to reality as in Western painting are not present here. As seen in (F. 7), (F. 8),
and (F. 9), in the Eastern understanding, the perception of reality felt or desired, not
the visuality, is to be emphasized. Miniatures can be an excellent example of this sit-
uation. In Karag6z, similar to miniatures, the character standing out can be portrayed
as really big even if it is not physically possible. Its size also varies according to the
importance of the character. The features of a figure, formed in the scope of a cartoon,
make the audience laugh, think, and even help them remember the figure. The joints
providing the size of the gestures also connect the body, contributing to the visual
creation. For example, the hand can be smaller than the eye.

Stylization, shaping, and style gather standard characteristic features together. In
Karagoz figures, all visuals reflected on the screen are subject to the master’s style
and, therefore, designed with a typical style by omitting the shapes’ details. Joining
distinctive features, anatomical structures, posture structures, and connection points
establish these features.

This situation closely relates to the perception of reality. For example, just like in
the eye structure in the Zenne character, hands, figures, and body structures serve
the whole within the typical visual stylization of the figure. The unification of all
the figures of the play in front of the screen with the traditional painting made in the
same style by the same master creates a common language unity with the simplified
stylization free of excesses.

Cengiz Samsun referred to the future with this explanation, “There are basic fea-
tures that are at the basis of Karag6z figures, which, in my opinion, give them their
aesthetic value. Drawing technique, processing techniques, coloring, articulation
methods, dimensions, etc. Some people define this as ‘naive painting, some as primi-
tive or folk painting, and some as miniature, etc.” Whatever it is, I call it the Karagoz
dream spirit; I try to catch and protect it.””*

Conclusion

Karagdz is the reflection of Turkish society presented on the screen. Its rich cultural
heritage has also taken its place in world art. The traditional Turkish shadow play
Karagdz reflects the human being with its values and how it processes events and
life in the company of its colorful shadows. The most important figures of Karagoz
continued their existence by combining traditional teachings with current ones. It has
changed from past to present but has preserved its cultural and visual characteristics.

55 Cengiz Samsun, Personal Interview 26 April 2020.
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There has been an attempt to pass on the figures, which are the visual power of
the Karagdz shadow play, to new generations with their centuries-old past and new
production purposes encountered in current conditions. Karagoz figures are made for
touristic, educational, and show purposes. It is clear that when examining these figures
made for different purposes, different methods are purposefully applied to preserve
the subtleties of the art of Karagoz.

Today, masters interested in the art of Karag6z figures are trained not only through
the master-apprentice relationship but also through training provided by universities
and different educational institutions. It is vital to learn the art of the figures by in-
ternalizing the contents of the art of the figures, every stage of which requires effort
and deep learning rather than just enthusiasm. Therefore, patience and respect are
indispensable for the art of figure-making.

In this world where information spreads rapidly, the melting labor force and eco-
nomic changes have made it challenging to obtain the necessary materials for figures.
Due to the rarity of leather and its cost, PVC plastic derivative surfaces, industrial-type
inks, and other materials serve as alternatives. Preserving the original, cultural, and
aesthetic features of Karagdz is essential when using these materials. This sensitivity
can carry Karag6z art into the future. Otherwise, insisting on using certain materials
may make it impossible to keep this art alive.

The apprentices of masters of different schools, today’s masters, and a new gener-
ation of apprentices are the people who will keep this art alive. For this reason, it is
necessary to find the correct information in order for the Karagdz figure art to reach
future generations without degeneration. With academic education, techniques and
methods of this art are to be found, and traditional knowledge should be included
in this process. With such an understanding, the training of Karagdz figure-making
masters could be long-lasting.

Karagoz, an essential element of the world’s cultural heritage, can be carried to the
future for touristic, educational, and show purposes by keeping its cultural heritage
in line with the recommendations mentioned above. Important heritage from the past
should be blended with today’s conditions and carried into the future. At this point,
academic education is as important as the experience of Karagdz masters. More shows
can keep Karagoz alive and ensure its national and international recognition. The
Karagoz play has a structure that can handle current events, paving the way for being
performed today. Therefore, since new figures will be needed, it will pave the way
for different trials.

The purpose of this study on the method, material, and purposes was to suggest a
guiding classification in transferring Karagdz figures to future generations. At this point,
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the study includes specific findings and suggestions. New research and studies are needed
for Karagoz play to keep their cultural characteristics, to update themselves, and to carry
them into the future. Therefore, this study may open the door to new studies in the field.

Peer-review: Externally peer-reviewed.
Conflict of Interest: The author has no conflict of interest to declare.
Grant Support: The author declared that this study has received no financial support.

Hakem Degerlendirmesi: Dis bagimsiz.
Cikar Catismasi: Yazarlar ¢ikar ¢atigmast bildirmemistir.
Finansal Destek: Yazarlar bu galisma i¢in finansal destek almadigini beyan etmistir.

References/Kaynakga

Alp, K. Ozlem and Siikrii Balc1. “Karagdzde Bigim ve Anlam Kurgusu.” e-Journal of New World
Sciences Academy 4/3 (2009): 23-32.

And, Metin. Diinyada ve Bizde Golge Oyunu. Ankara: Tiirkiye Is Bankasi Kiiltiir Yaymlari, 1977.
And, Metin. Geleneksel Tiirk Tiyatrosu. Istanbul: Inkilap Kitabevi, 1985.
Baltacioglu, ismayil Hakk1. Karagoz Teknigi ve Estetigi. Istanbul: Kiiltiir Matbaasi, 1942.

Ceken, Birsen and Merve Senoymak Ersan. “Cocuklara Yonelik Grafik Kullanici Arayiizii
Tasartminin, Kullanilabilirlik ve Eglence Bakimindan Onemi. ” Sanat ve Tasarim Journal 10/2
(2019): 216-233.

Eken, Yasemin. “Bursa ili Karagdz Miizesinde Yapilan Deri Tasvirlerinin Incelenmesi” M.A. Thesis,
Gazi University, 2020.

Ekler, Alpay. “Karagdz Tasvir Art” Colours of Shadow. Ed. Niliifer Zeynep Ozcorek¢i Gol.
Translation Berker Terclime. Ankara: Ministery of Culture and Tourism Publications, 2008.

Ersan, Isinsu. “Golge Oyunu Estetiginde Figiir Ve Tiirk Golge Oyunu: Karagdz” M.A. Thesis,
Dokuz Eyliil University, 2011.

Florenski, Pavel. Tersten Perspektif. Translated by Yesim Tiikel. Istanbul: Metis Yayinlari, 2001.
Goktas, Ugur. Diinkii Karagoz. 1zmir: Akademi Kitabevi, 1992.

Gol, Niliifer Zeynep Ozgorekgi. “Turkish Shadow Theatre Karagdz” Colours of Shadow. Ed. Niliifer
Zeynep Ozgorekei Gol, Translated by Berker Terciime (Ankara: Ministery of Culture and tourism
Publications, 2008.

Ivgin, Hayrettin. Karagoz ve Kukla Sanatimiz. Ankara: Ekip Grafik Matbaa Hizmetleri Tic. ve San.
Ltd. Sti., 2000.

Kurt, Orhan. Karagoz ‘iin Kurallarn Karagoz Yapim ve Oynatim Teknikleri. Istanbul: Lale Yaymeilik, 2015.
Nutku, Ozdemir. Diinya Tiyatrosu Tarihi. Vol:1. Istanbul: Remzi Kitabevi, 1985.

Ocak, Osman. “Sinemadan Once Beyaz Perde; Tek Kisilik Dev Kadro Hayali),” Hayal ya da Ger¢ek
Seyh Kiisteri’den Hayali Kiiciik Ali’ye Karagoz. Kiiratér: Doganay Erkan. Istanbul: Istanbul
Biiyiiksehir Belediyesi Kiiltiir Varliklari Daire Bagkanligi Kiitiiphane ve Miizeler Miidiirligii
Yayinlari, 2018.

Oral, Unver. Karagdz ve Plastik Teknigi. Istanbul: Kitabevi Yayinlari, 2012.

462



Ongen Corsini / Aesthetic and Cultural Approach to the Change in the Making Techniques of Karagéz Figures

Oter, Zafer and Osman N. Ozdogan. “Kiiltiir Amagl Seyahat Eden Turistlerde Destinasyon Imaji:
Selguk-Efes Ornegi.” Anatolia: A Journal of Tourism Research 16/2 (2005): 127-138.

Ozdemir, Melda and Yasemin Eken. “Bir El Sanatlar1 Uriinii Olarak Karagoz Tasvirlerinin Yapimi
Ve Hayali Sinasi Celikkol’un icra Gelenegindeki Yeri.” Idil Journal of Art and Language 9/75
(2020): 1599-1609.

Sakaoglu, Saim. Tiirk Gélge Oyunu Karagéz. Ankara: Akgag Yaylart, 2003.

Sevin, Nureddin. Tiirk Gélge Oyunu. Istanbul: Milli Egitim Bakanhig1 Biiyiik Tiirk Yazarlar1 ve
Sairleri Komisyonu Yayinlari, 1968.

Sevilen, Mubhittin. Karagdz. Istanbul: Milli Egitim Basimevi, 1969.
Sénmez, Sevengiil. Karagdz Kitabi. Istanbul: Kitabevi Yayinlari, 2000.
Sapolyo, Enver Behnan. Karagoziin Teknigi. Istanbul: Tiirkiye Yaymevi, 1947.

Tan, Nail. “Karagdz Sanatcis1 Ragip Tugtekin’le bir Konusm.” Yiktin Perdeyi Eyledin Viran Yapt
Kredi Karagéz Koleksiyonu. Ed. Sabri Koz. Istanbul: Yap1 Kredi Yaymlari, 2004,

Tas, Hiilya. “Glinimiiz Bursa’sinda Karag6z.” Uludag University Fen-Edebiyat Fakiiltesi Sosyal
Bilimler Journal 8/12 (2007): 133-146.

Temel, Siireyya. “Sahne Tasariminda Bir Anlayis; Az Aslinda Coktur.” International Journal of
Interdisciplinary and Intercultural Art 3/6 (2018): 205-214.

Unal, Murat. “Tiirk Halk Tiyatrosunun Sinemaya Etkileri.” Art-Sanat 9 (2018): 337-349.
Unlii, Ashthan. Tiirk Tiyatrosunun Antropolojisi. Ankara: Asina Kitaplar, 2006.

Yiicesoy, Hiilya. “Baslangictan Giiniimiize Karagdz Hacivat Figiirlerinin {lliistrasyon Sanatindaki
Yeri.” M.A. Thesis, Halic University, 2013.

“Geleneksel El Sanatlart Online Satis Web Sitesi”. Accessed 24 September 2020 https://www.ges.
gov.tr/tr/.

UNESCO Tiirkiye Milli Komisyonu. Accessed 23 September 2020 https://www.unesco.org.tr/
Pages/126/123/UNESCO-%C4%B0nsanl%C4%B1%C4%9F%C4%B I n-Somut-Olmayan-
K%C3%BClt%C3%BCrel-Miras%C4%B1-Temsil%C3%AE-Listesi

Interviews with Karagoz Masters
I:1: Karabag, Hasan Hiiseyin, 27 April 2020 / Born in 1967, Karagdz master, istanbul — Turkey.
I:2: Kurt, Akin, 25 July 2020 / Born in 1968, Karagdz master, Istanbul — Turkey.

1:3: Ozgokbel, Deniz, 24 September 2020 / Born in 1978, Karagdz master, member of UNIMA,
[zmir — Turkey.

L:4: Ozlen, Metin, 21 July 2020 and 25 September 2020 / Born in 1940, Karagéz master, member
of UNIMA, Istanbul — Turkey.

1:5: Samsun, Cengiz, 26 April 2020 / Born in 1978, puppet and Karagdz master, member of UNIMA,
Istanbul— Turkey.

1:6: Senyer, Emin, 18 April 2020 / Born in 1961, Karagéz master, Istanbul — Turkey.
I:7: Veral, Suat, 10 August 2020 / Born in 1966, Karagéz master, member of UNIMA, Istanbul — Turkey.

1:8: Yiice, Haluk, 25 August 2020 / Born in 1954, puppet and Karagdz master, member of UNIMA,
Ankara — Turkey.

463






