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EINLEITUNG / INTRODUCTION

Veruschka Wagner Anna Kollatz
University of Bonn, Germany University of Heidelberg, Germany
wagnerveruschka@gmail.com anna.kollatz@ori.uni-heidelberg.de

Caricatures as a Sphere of Communication in the Late- and Post-
Ottoman Context

1. Caricatures as a Historical Source

In the ‘visual age’ (‘Visuelles Zeitalter’),! in which we currently find ourselves, images as
sources (‘Bildquellen’) are more important than ever before. These images include various
forms of graphic representations, from sketches to portraits to paintings, from photogra-
phy to film and video. Just as memes and other visual materials are of great importance
for today’s producers and recipients to express, share, and form their opinions, caricatures
were and still are a medium for positioning oneself on social, cultural, and political issues
and helping to shape them. The caricature does not (only) want to inform or illustrate, it
wants to enlighten, uncover, denounce, expose, stimulate reflection, and sometimes also
call to action. By assessing a certain—usually current-situation from an individual point of
view, it contains a factual and value judgment.? Caricatures are therefore an ideal source
for researchers from various disciplines to gain insights into events, views, and ideolo-
gies that lie in the past. In academia, caricatures are increasingly being taken seriously
as an independent source with their significance and impact as an important form of
communication.?

However, caricatures are not isolated sources that focus on certain topics without any
context, but rather they may refer to each other and to caricatures published in other
regions and language areas, even distant ones. Caricatures often react to topics that are
also discussed in daily newspapers and offer their own comments or criticism. Further-
more, they may also have a connection to other cultural and social areas such as literature,
theatre, and art.* However, these can only be understood if one is aware of the develop-
ments in time and space. It is therefore not enough to look at the caricatures in isolation.
In order to understand them and analyse the statements they embody or address or to
use them as sources for social-historical study, they must be examined in their specific
and broader contexts. Depending on their complexity and interconnectedness, some of

Paul 2016.

See Barth and Schnakenberg 2021.

Most recently published in the context of the special issue: Yolagan 2025.

Two early examples are Teodor Kasap for the Ottoman and Ya'qub Sana‘ for the Egyptian case.
These caricaturists are known equally for publishing satirical journals and for translating and
authoring plays, and both of them spent years of exile in Paris after being targeted for their
satirical critique of politics. See, e.g., Anna Kollatz and Veruschka Wagner (eds.) 2025; see on
Sanu‘ Ettmiiller 2012. On the interplay of nightlife, cabaret, and (satirical) journalism in Cairo,
see Cormack 2021.
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6 Veruschka Wagner, Anna Kollatz

the caricatures can be ‘read’ and understood in an ad hoc fashion, while others can only
be deciphered after examining the circumstances and micro-events close to their publica-
tion date, as they were addressed to the public of the time and were linked to contempo-
rary issues, often even daily regional news. If caricatures are to be examined as historical
sources, it is therefore essential to undertake a thorough contextual analysis on the basis
of primary and secondary sources, as this allows for the decoding of the statements and
meanings condensed within them.

2. Late- and Post-Ottoman Context

The Arabic-, Turkish-, and Ottoman-speaking world may serve as an example here, with
Istanbul as the capital of the Ottoman Empire and Cairo as the capital of Egypt, which
had been relatively independent of Ottoman rule since the reign of Muhammad ‘Al Pasha
(r. 1805-1849), being its most important and globally best-connected metropolises at the
time. Both capitals would become centres of (satirical) journalism and cartooning from
the last third of the 19th century onwards. Colonial and imperialist interests and conflicts
between ‘European’ superpowers and the Ottoman Empire characterised the eastern Med-
iterranean in particular. The emic reform endeavours that began in the second half of the
19th century, which led to the Tanzimat period in the Ottoman Empire and encouraged
members of the upper classes in the eastern Mediterranean and in the Levant and Egypt in
particular to seek to catch up with Europe, such as in the areas of education and ‘technical
progress, also set the tone for society, culture, and, not least, politics in the entire region.
This resulted, for example, in establishing special schools, especially for future civil servants,
and in sending students to Europe.

Ultimately, the people in the region were confronted with a variety of influences that
were often-from a Eurocentric historical perspective, but also from emic voices of the
time-labelled as “Western, but also as ‘modern’ or ‘progressive’ From the very beginning,
however, this contact should be understood as an exchange that was actively pursued
by at least certain sections of the population and thus quickly translated the influences
brought to the region from outside into something ‘of its own. These processes began in
the 1850s-1870s and, at least in this region, extended well into the 1930s; we will refer to
this period with the term ‘the long 19th century’ However, it would fall far short of the
mark to view the interdependencies and interactions of this period purely as a ‘transfor-
mation of the world’ triggered solely by Europe; rather, we should assume globally net-
worked, multi-layered processes of exchange and translation, which did not end with the
close of the 19th century, but can also be observed, for instance, in Egyptian and Ottoman
caricatures of the 1920s.

Unfortunately, the sometimes Eurocentric perspective of academia, but of course also
the obvious language barrier for fields such as history (whether local or global) and polit-
ical science, continues to obscure the view of these emic processes all too often. This
also holds true for other regions of the world, such as China, Northern Europe, and the
Balkans. Cartoons and caricatures published in regions requiring specialised language
knowledge are still not sufficiently recognised in the international academic debate. The
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same naturally also applies to a greater extent to public perception outside the region. But
even though some time has passed since the appearance of Shmuel N. Eisenstadt’s concept
of multiple modernities, even though researchers such as Sebastian Conrad have prob-
lematised and deconstructed these Eurocentric positions from a global historical perspec-
tive, there is still much to be done before we even come close to a balanced perspective on
the phenomena mentioned, which must first and foremost include a complete reappraisal
of emic positionings.

Here we come to another desideratum. Many aspects of the larger developments of the
‘long 19th century” have already been extensively researched; however, this is less true for
the contemporary satirical engagement with the aforementioned influences in the Middle
East, as well as in other regions mentioned above. Although numerous interesting indi-
vidual studies are available, these have so far mostly remained relegated to a small niche
and have not been included in broader research discourses. Likewise, research in emic
languages, such as Arabic or Turkish, often goes unconsidered in international academic
discourses.

The Arabic, Turkish, and Ottoman worlds in particular offer a veritable treasure trove
of caricatures, which have been published in different forms of print media from the mid-
19th century to the present day, including newspapers, (satire) journals, or postcards.
However, although a heightened interest in the national history of caricature can be
observed both in the Turkish Republic and Egypt® and in spite of the fact that research on
eminent caricaturists has been conducted in both countries, visual satire has not yet been
established as a recognised field of interest in Middle East studies on an international level.
This is all the more astonishing considering that the history of satirical journals in the late
and post-Ottoman Empire and Egypt went through significant ups and downs. Closely
linked to political events and the mechanisms of censorship, there were profound fluctu-
ations in the volume and frequency of satirical publications across languages and regions
that constitute an indispensable part of the political and social history of the respective
times and places. These fluctuations may serve as a starting point for modern research
to tap into alternative histories and to follow strands of action or discourse that ceased
to exist at a certain point. Reading caricatures as sources could thus enable research that
takes into account the multiple voices active at a certain point in time and that thereby

5  In Egypt, a number of associations and private initiatives are engaged in both fostering con-
temporary caricature culture and supporting caricaturists who, just like their ancestors of the
turn of the century, are often subject to pressure and persecution. Among these associations,
the Al-Jami‘a al-Misriyya li-l-Karikatir/Egyptian Caricature Association hosted the 8th Inter-
national Caricature Gathering in Egypt in 2024. The Fayoum Art Centre, founded in 2006 on
a private initiative in the village of Tunis, Fayoum, near Cairo, stands out for running the first
museum dedicated to caricature in Egypt and for organising an annual international competi-
tion for caricatures and satirical portraits (https://fayoumartcenter.com). Turkey is home to the
Kadikéy Municipality Cartoon House (Karikatiir Evi), which regularly offers drawing courses
and hosts exhibitions, as well as the Cartoon and Satire Museum (Karikatiir ve Mizah Miizesi),
which provides insights into the history of cartoons in Turkey and is dedicated to important
cartoonists. There is also the Association for Cartoonist (Karikatiirciiler Dernegi). Further-
more, the Turhan Selguk Culture House (Turhan Selguk Kiiltiir Evi) recently opened in 2025.

Diyar, 7. Jg., 1/2026, S. 5-10
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8 Veruschka Wagner, Anna Kollatz

works against the historian’s urge to construct a coherent narrative ‘from beginning to
end. The polyphony of contemporary discourses can even be observed despite censorship
efforts, and the latter may at times result in a certain polyphony within the same publica-
tion. Some journals were banned within just a few months of their first publication and
their editors and authors were imprisoned. Teodor Kasap, for example, was sent to prison
for a caricature on the subject of censorship.® Some of the magazines were renamed in
order to circumvent the bans, while others were published abroad. Jacob Sanua’s Egyptian
journal Abii Naddara Zarqa’, for example, was printed first in Cairo, but later in Paris
under a multitude of names, all playing with the elements of the editor’s ‘blue glasses,
sometimes adding ‘Egyptian’ to the name. Other editors and caricaturists, such as Ahmet
Rifki, changed their location and continued their work and activity.”

Caricatures and their illustrators were shaped by the dynamics and mobility move-
ments of their time. They were engaged in an exchange with European caricaturists and
publishers, which influenced the style, form, and themes of their caricatures. On the Euro-
pean side, a vivid interest in the region is also visible in the time, and caricaturists took
the region and its people for a topic in many caricatures, in a way that extended beyond
addressing colonial political interests.?

3. Content and Aim of this Issue

This special issue of Diydr is the result of a workshop that took place at the Karikatiir
Evi (Caricature House) in Istanbul in March 2024. The event that was titled ‘Caricatures
as a Sphere of Communication in the Late- and Post-Ottoman Context’ was organised
by Veruschka Wagner (University of Bonn/Bilgi University Istanbul) and Anna Kollatz
(University of Heidelberg). The historical time frame of the workshop was the late- and
post-Ottoman period. This time is determined by upheavals and change and was influ-
enced by global events to an extent almost unparalleled by any other. As research on this
period (up to and after the founding of the Turkish Republic) is largely considered to
be fragmented, the aim of our research is to counteract this by focusing on this inter-
war period and its aftermath up to the 1930s-which was moreover affected by colonial
interests—as a coherent period of investigation. Furthermore, we would like to illuminate
the late- and post-Ottoman context from different perspectives by examining caricatures
from journals from different regions that were both part of this context and outside of
it.” We therefore present caricatures from Ottoman (Turkish and Armenian) and Arabic
sources, but also from Finnish satirical journals.

We believe that caricatures published in media of different languages and from differ-
ent parts of the region are a suitable and valuable source for gaining insights into different

Bostanci 1852-1919, 68.

See the article by Eberhard Dziobek in this volume.

See the articles by Juho Korhonen in this volume.

We are aware that we are only covering a portion of the regions and languages that belonged
to the Ottoman Empire or its successor states. Transregional caricature research is still in its
infancy and must be built up bit by bit.

O 0 N
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aspects of daily life and public sphere. These caricatures will provide us with information
about different perceptions and meanings of discourses on political, historical, and social
issues. Caricatures from ‘outside’ are particularly suitable for addressing the topic of eth-
nic, cultural, or national stereotypes and dealing with the ‘other; which is why we are also
including them in this special issue.

To examine caricatures from the late Ottoman and post-Ottoman contexts from dif-
ferent angles, both as outcomes and as drivers of social discourses, this special issue con-
tains five contributions. The individual contributions, written by people from different
disciplines and at different stages of their careers, cover a period beginning in the 1850s,
moving through the first decade of the 20th century, and ending in the 1920s and 1930s.
In chronological order, Elif Kiraz focuses on caricatures from the first humour periodical
published in the Ottoman Empire, Zuarchakhos, and in Tiyatro (1874) and Latife (1874).
Kiraz deals with questions on morals in the context of modernisation. Juho Korhonen’s
contribution presents an analysis of caricatures from the Grand Duchy of Finland in the
period 1900 to 1910, depicting another perspective on the Ottomans from the last phase
of the Ottoman Empire. Eberhard Dziobek and Katrin Kdster both contribute from an
Arabic perspective. Eberhard Dziobek will provide insights into the Egyptian al-Fukaha
from the 1920s and its main caricaturist Ali Rifqi, who dealt with issues such as gender
and technology in his drawings. Katrin Koster uses the example of the Lebanese al-Ma‘rad
newspaper to show the role of classic media, in particular newspapers and magazines, in
the everyday culture of post-Ottoman regions, and the importance and place of editors
in the political sphere. Anna Kollatz and Veruschka Wagner make a joint contribution
on visions of the future in Egyptian and Ottoman caricatures. They focus on a series of
caricatures in the Egyptian magazine al-Fukaha and various individual presentations in
Ottoman satirical journals of the 1920s.

The contributions bring together not only sources in different languages but also dif-
ferent disciplines: Sociology, Philosophy, Ottoman Studies, Translation Studies, Middle
Eastern Studies, and Arabic and Islamic Studies. This special issue therefore offers a trans-
disciplinary and transcultural approach that emphasises the importance of caricatures,
which are often perceived as less important than other written sources and are therefore
still neglected in research.

The individual contributions either focus on specific publications (Korhonen, Kiraz),
on a single newspaper/editor (Koster), or even on just one caricature (Dziobek, at least
in the analysis), or they concentrate on a specific topic and make use of several journals
(Kollatz and Wagner). What is important is that the caricature as a source is brought into
the focus of the investigation here. In this context, however, it is also essential to con-
sider in which medium the caricature was published. It makes a difference whether it was
published in satirical magazines or in the ‘serious’ press, as this has an effect on aspects
such as thematic scope, target group, and function. Relevant questions in this context are:
Are political controversies included? Is there censorship that restricts the subject matter?
Are other topics used as substitutes, such as women as a vehicle for social and political
discourse?!0

10 Wagner (forthcoming).

Diyar, 7. Jg., 1/2026, S. 5-10
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10 Veruschka Wagner, Anna Kollatz

The articles in this volume show that in interaction with censorship, as well as in
response to the needs of the readership, caricaturistic publications range from sharp crit-
icism, which may have landed publishers or artists in jail, to softened humorous illustra-
tions that merely make fun of uncontroversial topics, such as the role of women. Visual
satire as a communication tool seems to have been widely accepted both by authorities
and the (independent) press. However, censorship (including self-censorship) would crit-
ically observe and sanction visual satire the moment it crossed political or moral bound-
aries. Thus, the genre found itself in a constant state of probing the possible range of
criticism and adjustment to limits. This constant need to maintain a balance between the
two poles of humorous illustration and caricature leads to an interplay of accepted, but
innocent content and sharp criticism that risked punishment. It is in field of this tension
that the characteristic ambiguity of the genre lies. The wide range of functions and topics
that caricatures might address and react to is comprised, in the source languages, in one
overarching term: karikatiir/karikatir. In this volume, we try to dissect these functions
and characters, on the level of analytic terminology, using visual satire as an overarching
term and specifying humorous illustration for the ‘innocent’ type of content and carica-
ture for the critical sort.

In addition to the wide range of topics that are addressable when examining carica-
tures, this special issue also shows the different approaches that are possible when using
caricatures as sources for examination. The contributions reveal transregional and inter-
relationships, whether thematic, stylistic, or linked to individuals. The caricaturist Rifqj,
who was first active in Istanbul and later in Egypt, serves as a suitable example of this type
of connection. Caricatures that have been directly adopted and provided with translations
or their own inscriptions demonstrate very clear links.
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Abstract

The oldest known caricatures of Ottoman humour press in Istanbul were published in Zuarchakhos
‘Joker’ (1856), an Armeno-Turkish humour gazette written in Turkish using Armenian script. It
is also the oldest known humour gazette in Turkish. This gazette and its Armenian contemporary
Meghu ‘Bee’ (1856) are the only known examples before the 1870s, when humour periodicals in
Turkish using Ottoman Turkish script first appeared. The discourse of morality and normative
caricatures featured in the Ottoman humour press in early 1870s. This phenomenon can be traced
back to Zuarchakhos with many continuities. This article questions how subversive and satirical
these first caricatures were, focusing on those featured in Zuarchakhos and two other gazettes in
Ottoman Turkish language and script-Latife ‘Joke’ (1874) and Tiyatro ‘Theatre’ (1874)-all pub-
lished by Ottoman Armenians. In doing so, this study explores what morality meant in this context,
taking these caricatures as discursive formations. It could be suggested that morality was instrumen-
talised by the government to silence satire and political opposition and that humour gazettes in turn
resorted to morality to push the boundaries of censorship. Alafranga was one popular topic shared
by all three gazettes in question. At another level, this study seeks to contribute to the integration of
the little-studied Armeno-Turkish humour press into Ottoman historiography.

Keywords: morality (ahlak/edep), humour (mizah), Ottoman, Armeno-Turkish, censorship, nor-
mative caricatures, social inequality.

1. Introduction

‘If we close humour gazettes, can we restrain the hands of the illustrators (ressams)? Let
the impudent (edepsiz) be disciplined, but I am not of the opinion that banning humour
would be a sound decision, said one deputy during the lively debates of the Ottoman Par-
liament on 8 May 1877, when the second clause of the Article 8 of the new Printing Law—
stipulating the prohibition of humour gazettes—was being voted upon. He was responding
to allegations from the government’s Director of the Press on the harmful effects of the
pictures (resims), that is, caricatures. Most other deputies opposed the ban, some basing
their arguments on the morally instructive role of these gazettes, among other reasons.
During the same sitting of the parliament, Macid Bey, the Director of the Press, had argued
that humour gazettes were unnecessary, of no good, and even harmful. To prove his point,
he too, appealed to ‘morality’ by referring to some resims he had seen in humour gazettes
along with a French gazette. These resims, he argued, were impudent (edepsiz) and acting

1 Us 1939, 216; 212-7.
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in a way contrary to public, household, and political morality. According to him, ‘gazettes
have two duties, that of defending laws (muhafaza-i hukuk) and that of instruction (miireb-
bilik), where there is no need for buffoonery’ Macid Bey was apparently speaking on behalf
of the government, as one opponent deputy criticised that comments made by Macid Bey
were not his own, but those of a Director of the Press.> Ottoman Parliament was newly
opened, about two months after the declaration of the First Constitution on 23 December
1876. These first parliamentary discussions over humour periodicals showed that the Otto-
man government policy approach towards humour had not changed much, since the emer-
gence of humour gazettes in Istanbul around the middle of the 19th century and those in the
Ottoman Turkish language and script in 1870s. Instrumentalisation of morality for contest-
ing interests and ideologies by Ottoman state officials, intellectuals, and authors alike had
been an underlying feature of Ottoman political discourse since earlier centuries.> Moral
ideology not only provided justifications for government policy but also shaped how they
conceptualised humour in theory in the 19th century.

The humour press was to be gradually suspended as of 1877-1878, particularly in Otto-
man Turkish language and script.* The next period continued abroad in the form of polit-
ical satire.” The Revolution of 1908 brought in another period with relative freedom® and
satirical gazettes with plenty of subversive caricatures containing political satire boomed
in Istanbul within the climate of the Revolution.” Studies on Ottoman humour periodicals
from the 19th to 20th centuries, however, usually generalise them all as ‘satirical’ without
classifying them in terms of freedom of the press, the nature of the humour, and carica-
tures.® One exception is Brummett’s work on the revolutionary press of 1908, in which her
terminological choice was methodological. She deliberately employed the term ‘satirical
because the lighter forms such as ‘humorous anecdotes, witticism’ (latife) or ‘amusement’
(eglence) did not fit the political cartoons that she studied.” Yet, the nature of humour
in earlier Ottoman humour press remains unclear. To address this problem, this article
tries to answer the question of how satirical and subversive the earlier caricatures were by

2 Us 1939, 212-7.

See Abou-El-Haj 1988; Mardin 1974, 415; 425-42; Oguz 2021.

4 Secondary sources cite a few Armenian humour periodicals from the late 19th century despite
this period of suspension, such as Hagop Baronyan’s Khigar ‘Wise’ (1884), but without illus-
trations. See Bardakjian 1979, 18-9; Stepanyan 2005, 590. For censorship during the Hamid-
ian period, see Demirel 2007.

5  For the Ottoman satirical press in exile from 1878 to 1908 in London and Geneva, see Ceviker
1986, 269-98.

6  Yet, a new censorship would be imposed under the CUP regime, which one caricature in
Kalem complained about in February 1909. See Brummett 2018, 82-6; Yosmaoglu 2003, 15-49.
Yosmaoglu notes that censorship would gradually transform ‘into an institutionalized form of
social and political control’ from the 19th to 20th centuries, and that not only the Hamidian
period, but also the CUP regime, was violent against political opposition.

7 See Brummett 2000; Heinzelmann 1999, 2004.

For example, Elmas 2013; Georgeon 1998; Strauss 2001.

9  Brummett 2000, 17-8. Also, for a study focusing on the nature and strength of satire in a satir-
ical magazine from modern Turkey, see Marcella 2021, and 2022.
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focusing on some of the oldest known examples that appeared in the Ottoman humour
gazettes Zuarchakhos / Zuarchakhos'® (Qnuupduifuou) ‘Joker’'! (1856) Tiyatro ‘Theatre’
(1874), and Latife ‘Joke’ (1874). Zuarchakhos was started in 1856 and is known to have
published only three issues.!? Both Tiyatro and Latife were published from 1874 to 1877.
This study is not only based on the caricatures but also on the textual content of the acces-
sible issues no. 1 and 3 of Zuarchakhos from 1856; those of the issues no. 1-87 of Tiyatro
(1874-1875) and of issues no. 1-39 (1874-1875) and no. 1-43 (1875) of Latife.

The oldest known caricatures of the Ottoman humour press in Istanbul appeared on
25 October 1856 in the first issue of Zuarchakhos, which, whilst largely written in Turk-
ish in Armenian script, had a small section in Armenian. This gazette and its Armenian
contemporary Meghu ‘Bee’ (Uknnt) from 1856, are the only known examples before the
1870s, when humour periodicals in Ottoman Turkish script first appeared in Istanbul. As
two cases of the latter are Latife and Tiyatro, both published in Ottoman Turkish language
and script. All three gazettes consisted of four pages and were quite similarly structured,
starting with an editorial introduction (mukaddime) followed by conversational and witty
short narratives, humorous news items, comic anecdotes, and a commercial advertise-
ment on the last page. They usually published one caricature, while Zuarchakhos con-
tained four per issue. Using a discourse analysis as a methodological approach, this study
takes these caricatures as discursive formations. A discourse of morality was featured in
the Ottoman humour press in the early 1870s. Along with the integration of Istanbul into
the world capitalist system and the modernisation reforms of the 19th century, the social
and economic transformations in the background featured prominently on the agenda.
Yet the discourse in these periodicals was not generally that of westernisation or mod-
ernisation but one of morality. Shaped by censorship and government patronage, mainly
justified by ‘morality; the caricatures in Latife and Tiyatro in the first years of 1874-1875
were humoristic and normative rather than satirical and subversive. This pattern can be
traced back to Zuarchakhos with many continuities. This article suggests that morality
was instrumentalised by the government to suppress satire and political opposition and
that humour gazettes in turn resorted to morality to push the boundaries of censorship.

This study traces the emergence of the Ottoman humour press, examines how morality
was used in censorship, and analyses caricatures as sites of indirect political subversion.
The topics of alafranga, urbanisation, and transport were selected for this study, as all
three draw attention to practices depicted as corrupt and as generating social inequalities.
By reassessing understudied Ottoman Turkish and recently rediscovered Armeno-Turk-
ish caricatures, this article seeks to contribute to the integration of Armenian humour
gazettes into Ottoman historiography.

10  Library of Congress (LC) Armenian romanization system will be used for Armenian words,
except for the editors of the gazettes, as they used the Turkish spelling of their names in sig-
natures. See URL: https://www.loc.gov/catdir/cpso/romanization/armenian.pdf (accessed
14 August 2025). For an alternative transcription system, see Celik and Sargsyan 2022.

11 Hagopian 1907, 393.

12 See Step'anyan 1963, 83.

Diyar, 7. Jg., 1/2026, S. 11-50



https://doi.org/10.5771%2F2625-9842-2026-1
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

14 Elif Kiraz

2. Emergence of the Ottoman Humour Press: Integrating Armenian Humour into
Ottoman Historiography

The Ottoman humour press of the imperial capital Istanbul originated around the mid-
19th century, coinciding with the Tanzimat (reorganisation) Era (1839-1876) of reforms.
Progress (terakki) and civilisation (medeniyet) were two defining concepts of this period.
The reforms were modelled on European counterparts, especially those of France, to
attain Europe’s level of progress. The first gazette in the Ottoman Turkish language and
script was the official gazette Takvim-i Vekayi (1831), which started as a government ini-
tiative as a part of the progress being aimed at. This was followed by the foundation of
private periodicals, language reform, and publishing activities involving translations from
European literature.!® It comes as no surprise that one of the first humour gazettes in
Ottoman Turkish language and script was named Terakki (1870). The Reform Decree of
1856, which created a relatively liberal atmosphere on the part of Ottoman Christian and
Jewish Communities, in addition to the Tanzimat Decree of 1839, laid the preconditions
for growth in print culture.!* In this respect, Armenian Community played a significant
role in development of the Ottoman humour press.

During the 19th-century cultural revival known as the Armenian Renaissance, Zartonk’
(Quippniip), already started in the 18th century, a prolific number of periodicals, newspa-
pers, dictionaries, and books were printed. Classical and modern works in Latin, French,
and Old Armenian were translated into Modern Armenian. Armenian schools delivering
modern education were established both in the Ottoman Empire and abroad. Catholic
and Protestant missionaries, among which Mekhitarists made an enormous contribution,
took part in this process such as in the flourishing of printing and publishing in vernac-
ular Armenian, translations of European literary works and comedy plays, the transfer of
European thought, and foundation of numerous schools.!> Hovsep Vartanyan, the author
of the first Turkish novel in Armenian script, The Story of Akabi (Akabi Hikyayesi, 1851),1¢
had also studied at Mekhitarist School in Vienna.!” Modern comedy was carried over to
the humour press, as in Baronyan’s Tiyatro, which not only used the elements of Ottoman
performative traditions but also published plenty of modern comedy plays.

Thanks to linguistic works largely of the Mekhitarists in Vienna, Modern Armenian
ashkharhapar (wpluwuphwpwp), grounded in the vernacular and relatively free of for-
eign words, as opposed to classical Armenian krapar (qpuipuip) succeeded in becoming
a literary language.'® While ashkharhapar was based on the language already spoken by
Armenian community, many community members could only speak Turkish. A signifi-
cant number of publications, including those of Mekhitarists, thus used Armeno-Turkish

13 For a quick overview of reforms, see, for example, Hanioglu 2008; Shaw 1977.

14  Artinian 1988, 48-58; Barsoumian 1997, 175-201.

15  Bardakjian 1979, 2-7, 183-4; Der Matossian 2019; Nalbandian 1963, 30-67; Oshagan 1997,
156-60; Strauss 2003, 42-55, 58-65.

16 Tietze 1991.

17 Pamukciyan 2003, 373.

18  Artinian 1988, 70-2; Oshagan 1997, 155.
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in this century to reach a wider audience, advancing the mission of enlightenment and
public education. This hybrid language, known as Armeno-Turkish (Hayadar T ‘rk'erén),
that is, Turkish written in Armenian script, was the primary medium of the Armenian
periodical press in the 19th century, whose reach was not limited to Armenian commu-
nity. Publications in this script could be read and followed by some Turkish Muslim lite-
rati and bureaucrats as well, such as Grand Vizier Resid Pasa of the Tanzimat period.'’
Based on vernacular Turkish, many Armeno-Turkish texts are closer to Modern Turkish
and were easier to understand for the Turkish-speaking public than was Ottoman Turk-
ish. 20 Zuarchakhos, too, states in the introduction that it was written in Turkish, as many
Armenians could only speak Turkish, although some literate members of the Armenian
community had learned Armenian.?!

Terakki ‘Progress’ and Diyojen ‘Diogenes, the oldest known humour gazettes in Otto-
man Turkish language and script, first appeared in 1870 without any caricatures?? other
than a vignette on the headers (serlevha). Diyojen was started on 24 November 1870.
Terakki was published by Ali Rasid alongside a serious, ‘non-humorous’ gazette with the
same name several months before Diyojen. Some of the early issues of Terakki accessible
only contain small pictures, such as that of two dogs as a vignette for a short story named
‘Conversation between Two Dogs’ (Iki Kelbin Muhaveresi).?* Diyojen, published by the
famous Ottoman Greek satirist Teodor Kasap (1835-1897), included only three drawings
over its entire lifespan until 1873. The first one, from December 1871, actually used cari-
caturing techniques.?* Kasap later published more illustrated humour gazettes: Cingirakl
Tatar (1873) and Hayal (1873). These were followed by other illustrated ones in Ottoman
Turkish language and script, including Tiyatro (1874), Latife (1874), Kahkaha (1875),
and Caylak (1876).2° Tiyatro and Latife, usually published one caricature per issue, which
from 1874 to 1875 looked more like a straightforward illustration.

Despite the intertextuality of the Ottoman humour press, scholarly literature has
focused almost exclusively on gazettes published in the Ottoman Turkish language and
script. Humour gazettes in other languages and scripts have largely been neglected, due
to the tradition of national historiography, as well as language barriers and the inacces-

19 Cankara 2015a, 9; Der Matossian 2019, 15; Strauss 2003, 53.

20  Traced back to 14th century, Armeno-Turkish was used in diverse fields, even in the financial
documents of the merchants in the Ottoman Empire, Der Matossian 2019,1-34; Pamukciyan
2002.

21  ‘..milletimizde kitap okuyan zatlarin bir fikras1 Ermeniceyi tahsil edebilmis ise de pek ¢ogu
dahi yalniz Tiirkge soyler ve okur oldugundan bir taraftan yalniz Tiirkgeye asina olanlar1 oku-
mak eglencesinden yad etmemek... Zuarchakhos, no. 1, 25 October 1856, 1. As a matter of
fact, according to Cankara, many publications offer this explanation as to why they were writ-
ten in Turkish. See Cankara 2015b, 118-20.

22 Not all prints used caricaturing techniques, and some were rather comic prints. Yet, in this
article, all will be called ‘caricature’ in the broader meaning of present day.

23 E.g. Ali Rasid, Terakki, no. 8, 1 Rabi‘ul-ahir 1287 [1 July 1870].

24 For these caricatures, see Ozdis 2010, 85-9. The first caricature is said to be a satirical portrait
of Garabed Panosyan, Armenian editor of the Armeno-Turkish gazette Manzume-i Efkar.

25  All accessible at Beyazit State Library. See also Ceviker 1986; Duman 2000.
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sibility of these sources. The press of the Ottoman Armenian community in Istanbul is a
good example of this largely unexplored heritage.?® However, thanks to recent catalogu-
ing and digitisation efforts, these periodicals are now more accessible, which has in turn
highlighted the need to revise the existing literature. A case in point, Bosbogaz Bir Adem
‘Blabber; published in 1852 by the Ottoman Armenian civil servant, literati, and journal-
ist Hovsep Vartanyan or Vartan Pasa (1816-1879),%” was mistakenly labelled as the first
humour gazette.?8 It is in fact titled as a ‘treatise’ (risale) on the header with no issue num-
ber and is not structured like Ottoman humour periodicals of the 19th century. It looks
like a treatise containing an illustrated story in Ottoman Turkish written in Armenian
script.?

Terakki and Diyojen had been hitherto thought to be the oldest known humour
gazettes in Turkish. On the other hand, Zuarchakhos ‘Joker; which was started about 14
years earlier, on 25 October 1856, was also in Turkish written in Armenian script. Meghu
‘Bee, which was published by Harutyun Sivaciyan, a few weeks earlier than Zuarchak-
hos on 15 September 1856, did not contain any visuals until 1859, other than a ‘beehive’
vignette on its header. Both Zuarchakhos and Meghu were published by Ottoman Arme-
nian community members in Istanbul, with the difference that Meghu is in Armenian
language and script.’® The visuals and the content of Zuarchakhos are unsigned. The edi-
tor is not indicated either, as the gazette was published under the pseudonym Zuarcha-
sirats Engerut‘yun ‘Society of Joke Lovers’ (Qufupdwuppug piljlpnipinils). Only some
unverified information about the identity of the editor(s) is available.?! We as yet have no
information about Latife’s editor Zakarya Beykozluyan, other than the fact that he was
from Egin.3? Some caricatures in Latife and Tiyatro bear the signature of Armenian artists
Nisan Berberyan and Tinghir. These caricaturists were renowned for their art, with their
caricatures appearing in many other humour gazettes of the 19th century.>?

Tiyatro’s editor was the famous Ottoman Armenian satirical playwright, author, and
journalist Hagop Baronyan (1843-1891). Baronyan was of middle-class origin and,
according to Bardakjian, was writing from a humanistic standpoint, with a concern for
the whole Ottoman public in general, regardless of ethnicity. He criticised the dominant

26  Both Turkish and Armenian historiographical traditions approach these periodicals as iso-
lated cases. For an exception, see Strauss 2001. For a recent study on the Armeno-Turkish
press, see also Uygur 2021.

27  Pamukciyan 2003, 373-4. Cankara’s work verifies Vartanyan as the author. See Cankara 2014,
59.

28 E.g. in Ceviker 1986, 17; Elmas 2013, 246. Yet, these are very precious works about the
19th-century Ottoman humour press. Cankara and Strauss also mention this issue; Cankara
2017, 12-3; Strauss 2001, 122.

29  When examined, it is a 31-page, unsigned, humorous treatise, intended ‘to show what malig-
nancies can arise from gossip. Vartanyan 1852, 1 (URL: http://haygirk.nla.am/cgi-bin/koha/
opac-MARCdetail.pl?biblionumber=116231, first accessed 9 February 2017).

30  Swaciyan, Harutyun. Meghu. no. 1, 15 September 1856.

31 Kiraz 2024, 74-5.

32 Pamukciyan 2003, 126.

33 Ceviker 1986, 109-14.
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role of the Armenian aristocracy (Amiras) in the Armenian community and demanded
equal rights and parliamentary democracy in the government of the Ottoman Armenian
community.®* In that regard, Baronyan’s political stance seemed close to that of revolu-
tionary intellectuals, known as the Young Armenians and the Young Ottomans.>> The
Young Ottomans also wrote for humour periodicals; Namik Kemal, for example, pub-
lished his essays in Diyojen.>® Although the Ottoman intelligentsia of the Tanzimat era
was not unified in their thought, their one common mission was public enlightenment
and reform.>” In line with that, all periodicals under consideration in this article were
written in vernacular Turkish. The editor of Zuarchakhos seems to pursue the same mis-
sion, specifying in the first issue that the gazette was written in a clear language so that it
could be enjoyed by everybody.*

Ottoman humour gazettes were so intertwined that Tiyatro and its Armenian version
T‘adron published simultaneously by Baronyan, sometimes published the same carica-
tures and the same content.>® They also borrowed caricatures from periodicals in Paris
and London. Not only French fashion, but also the print culture of France had gone global
in the 19th century. The famous British satirical paper Punch, or The London Charivari
(1841) was inspired by Charles Philipon’s Le Charivari (1832).1° We don’t know for how
long, but the French publication itself circulated in Ottoman Empire according to an
archival document from 1895, showing an import restriction imposed on this publication
in the late 19th century.*! As can be inferred from the content of Tiyatro and Latife, the
word sarivari had come to mean ‘humour periodical’ in the Ottoman context. The short-
lived Ottoman humour gazette Sarivari Medeniyet (1874) and the Armeno-Turkish Sari-
vari (1876) seem to have derived their names from Le Charivari. Periodicals resembling
Charivari or Punch were established in many places from Istanbul to Cairo, Hong Kong,
Tokyo, Melbourne, and South Asia.*? Kahkaha, Caylak, and Letdif-i Asdr published iden-
tical and modified versions of caricatures from Punch (1841), as Elif Elmas has shown.*3
In testimony to such transfers, Tiyatro ironically reported that pictures (resims), that is,
caricatures, appearing in Kasap’s Hayal were being taken ‘free of charge’ from illustrated
(resimli) humour periodicals (sarivari mecmualari) published in Paris.** On the other
hand, caricatures appearing in Zuarchakhos, Latife, and Tiyatro, with very few exceptions,
look more original in terms of their depictions of the local scenery in Istanbul.

34  Bardakjian 1979, 30-41; 181; 304-5; Basmajian et al. 2005, 404-7; Pamukciyan 2003, 102-3.

35  Artinian 1988, 59-65; Mardin 2000; Oshagan 1997, 151-2.

36  Ozdis 2010, 83.

37  Artinian 1988, 59-65; Mardin 1974, 428.

38 ‘.. Ermenicesi olmus Tiirkgesi olmus gayet fasih lisanla yazilmak {izere gazetemizi iki fikraya
taksim ettik... Zuarchakhos, no.1, 25 October 1856, 1.

39  Bardakjian 1979, 304.

40  Price 1957, 353.

41 B.O.A, HR.TH. 155-40.

42 Harder and Mittler 2013.

43 Elmas 2013, 250. I am also thankful to Tobias Heinzelmann for pointing out to me (before
Elmas’ work) that he had come across caricatures from Punch in Kahkaha (1875).

44  Tiyatro, no. 5, 3 April 1290 [15 April 1874], 1.
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3. Morality, Regulations, and Government Patronage

The nature of the caricatures was heavily defined by a specific censorship, government
patronage, and thus by moral ideology, as will be outlined in what follows. Although the
humour press was arbitrarily administrated regardless of laws in effect, regulations on
printing and publishing had been drafted since the 19th century. Before the first humour
gazettes came out in Ottoman Turkish language and script, Penal Code of 1858 had
already brought a restriction on satire and caricatures, stipulating ‘those printing and
having printed impudent joke (hezl) and satire (hicv) in prose or verse contradicting with
public morals (adab-1 umumiye) or impudent pictures or portrayals (edepsizce resim ve
tasvir) be subject to penalty and imprisonment from 24 hours to a week*> The Press Law
enacted in 1864 introduced another legal framework for censorship and would still be in
effect in the late 19th century.*® The requirement to obtain a licence from the Ministry of
Education as per the first article of the law reveals that the Ottoman press was conceived
as a component of public education. The law provided for penalty and imprisonment for
the content contrary to so-called public morals; penalty and imprisonment for improper
words and expressions (elfaz ve tabirat-1 gayri layika) about the sultanate and the mem-
bers of the dynasty, for verbal attack (taarruz) on the government, and criticism of bureau-
crats as well as the sovereigns of other states allied with the Ottoman state. The satirisation
(zemm or hicv) or lampooning of civil servants, an official committee or council, foreign
ambassadors, and of ordinary people would again be subject to penalty or imprisonment.?”

Punishments prescribed for violation of ‘public morals’ (adab-1 umimiye), that is,
equal to ahlak-1 umumiye in meaning,*® in this context, constitutes an example of the
instrumentalisation of morality. Fortna suggests that ahlak-1 umiimi would be used in the
context of the late-19th-century Ottoman education project in the same communal sense,
that is, ‘the qualities that have been accepted as custom in a society’ Moral ideology was
devised to build an obedient culture, as he remarks.*® This suggestion may also be valid
for the early Ottoman humour press, where the said regulations do not allow subversion
of government policies and violation of certain social norms constituting so-called ‘pub-
lic morals! Ambiguity of what would be considered ‘morally acceptable’ made arbitrary
administration easier.

More to the point, journalists were expected to be a mouthpiece of the government and
to deliver instruction on morality as underscored by the Kararndme-i Ali governmental
decree announced in 1867 during the reign of Abdulaziz (1861-1876). This decree spec-
ified that the gazettes had been acting contrary to common interests and even speaking
against the fundamentals of the state, whereas ‘their duty was to correct and reform mor-
als (tehzib ve 1slah-1 ahlak). Further, the gazettes allegedly published harmful (muzir)>°

45  Ceza Kanunname-i Hiimayiin, 1858, Article 139, Diistur, Tertib 1(1), 568.

46  See Diistur (Tertib 1), 1289 [1872].

47  Matb(‘at Nizamnamesi, 1864, Article 1, 14-7, 20-5 Diistur, Tertib 1(2), 220-4.
48  Edep is defined as terbiye, that is, ‘good morals’in Sami 1317 [1900], 83.

49  Fortna 2000, 379-84.

50  Sami 1317 [1900], 1361.
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ideas and fabricated news, while ‘they were supposed to eliminate the oppositions to the
government. It is added that the ‘excitement of minds’ (tahdis-i ezhan)>' and hostility
between communities caused by publishing unfounded news could not be ignored, even
though the government ‘wished to allow gazettes to publish ideas to some extent with the
expectation that they would contribute to government affairs as well as to the reformation
and ‘progress’ (terakki) of society! ‘Necessary corrective actions and preventive measures,
in addition to the provisions of the Press Law, would thus be taken by the government’>?
The two ambiguous terms tahdis-i ezhan and muzir served to legitimise censorship in
aforementioned provisions and numerous archival documents in the 19th century.>® In
this context, the former could be interpreted as something that is ‘politically engaging’
and the latter as ‘anything contradicting with the policies of the government.

It could be contended that ‘morality’ served as a pretext for the government to put a
damper on satire, caricatures, and political opposition, although not arguing that this
was a case unique to this period or to this geography. The form of humour allowed by the
regulations was an impersonal, non-political humour aimed at instruction of morals and
amusement through wit, jokes, and gentle satire rather than lampoonery and direct polit-
ical satire. Diyojen acknowledged this by describing the aims of the gazette as ‘to serve as
the voice of the government and the instruction of morality.** Again, Latife highlighted
instruction of morality as its purpose in its foreword.>> Rare cases of direct satire, espe-
cially political satire, would be punished, as in the case of Kasap’s humour periodicals.
For example, Diyojen’s publication was interrupted on numerous occasions for that rea-
son.>® Hayal, another humour periodical of Kasap, published a caricature criticising legal
restrictions brought on the humour press in 1876, and its publisher was even subjected to
imprisonment for three years.”” Tiyatro was suspended due to its undesirable content in
1875% and reported the suspension of Latife, Letdif-i Asdr, and Hayal a few weeks later.”
Latife verified this by announcing that the gazette was being put on hold because of a
piece of allegedly harmful (muzir) content in the previous issue.®® Another humour peri-
odical Meddah (1875), which announced its aim as entertainment, also ironically wrote

51 ibid., 388.

52 This decree was published without title in the official gazette, see Takvim-i Vekayi 9, no. 875, 5
March 1283 [17 March 1867], 2, URL: https://dijital-kutuphane.mkutup.gov.tr/tr/Periodicals/
Catalog/Issue/?Issueld=27916 (accessed 25 October 2022).

53  These terms would be more widely used later in the 19th century during the Hamidian period,
as can be quickly verified by a keyword search in the catalogue of the Ottoman Archives, URL:
https://katalog.devletarsivleri.gov:tr.

54  Diyojen, no. 1, 12 Tesrin-i Sani 1286 [24 November 1870], 1.

55  Latife, no. 1,22 Mart 1291 [3 April 1875], 1.

56  Ceviker 1986, 70-2; Ozdis 2010, 82.

57  Ceviker 1986, 72-3.

58  Baronyan, the editor of Tiyatro ironically notes that the paper had ceased operation for the pre-
vious two months because it was diagnosed with an illness, apparently referring to interruption
by regularity authorities: Tiyatro, no. 62, 28 Kantn-i Evvel 1290 [20 December 1874], 1.

59  Tiyatro, no. 66, 25 Kanin-i Sani, 1290 [6 February 1875], 3.

60 Latife, no. 37, 24 February 1290 [8 March 1875], 1.
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that ‘unlike those humour gazettes publishing personal satire (sahsiyet aleyhine), it would
not use language that might lead to the gazette’s closing’ as an indicator of self-censorship.°!
Whether any punishments were imposed on Zuarchakhos is as yet unknown, but it may
have been discontinued due to closure after the third issue.

4. Discursive Formations: the First Ottoman Caricatures

In alignment with the administrative language, Ottoman humour gazettes in this period
called their prints ‘pictures’ (resim), whether the image in question was a caricature or
a comic print. In contrast, Zuarchakhos called its prints karikatura.5> Probably due to
censorship and self-censorship, the first Ottoman humour gazettes limited their topics
to everyday life in the city with a discourse of morality, which also shaped the character
of the visuals. Generalising these periodicals with their resims as ‘satirical’ would thus
be a category error, considering that most of them during the first years, particularly in
the official language roughly until 1875-1876,% were rather humoristic® and norma-
tive, in line with the permitted forms of humour laid down in press regulations. Again,
probably due to censorship and the lack of artists and technology, one does not come
across a great number of caricatures in the humour press of early 1870s in the Ottoman
Turkish language and script. This may be because the caricaturing techniques of distor-
tion and exaggerations are what make a visual ‘satirical’ It is thus fascinating to see that
Zuarchakhos started with four prints mostly in the form of caricature, using caricaturing
techniques such as distortion, exaggeration, and bewilderment. It may be the fact that this
gazette was not in Ottoman Turkish script that afforded it a certain degree of freedom at
the time, or perhaps it passed unnoticed by the administrators? These questions remain
unanswered. Yet, there are known cases of censorship imposed on humour gazettes of
Ottoman Armenians in the 1870s, as in the case of Baronyan’s humour periodicals.®® It
should also be noted that Zuarchakhos was started following the Tanzimat Decree (1839)
and a few months after the Reform Decree (Islahat Fermani), improving the rights of
Christian communities. Meghu would also publish caricatures even after the ban brought
upon visual satire by the Penal Code of 1858.”

61  Meddah, no. 1, 10 Muharrem 1292 [16 February 1875], 1.

62 ‘Mukaddime-i Gazete:...beher gazetede birer sayfa ekalli dorder resimle donatilmig olarak
karikaturalar...derc olunacaktir’ Zuarchakhos, no.1, 25 October 1856, 1.

63  For satirical caricatures in the 19th-century Ottoman humour press, see Elmas 2016 and
Ozdis 2010.

64 In this article ‘humoristic’ means humour based on comedy, using jokes and gentle satire
blended with ‘wit’ rather than direct satire and lampoonery.

65  For a collection of these caricatures, see Ceviker 1986, 139-265.

66  Bardakjian 1979, 12-5; 88; 144-5.

67  See Meghu, no. 9, 31 March 1859, and no. 12, 30 April 1859. Baronyan simultaneously pub-
lished Tiyatro and its Armenian version T adron. He could more freely publish political criti-
cism in the latter, according to Bardakjian, whereas Tiyatro, being written in Ottoman Turkish,
‘came under stricter control than Tadron’ See Bardakjian 1979, 302.
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For the Ottoman Empire, the long 19th century was marked by nationalist movements
and continuous wars alongside the integration into the world capitalist market. Transi-
tion to a free-market economy, the hegemony of commodities of industrialised European
states on the local market,% early globalisation of Ottoman capital with global business
connections, and an increased number of foreign visitors, especially of Europeans,® all
dramatically transformed lives in Istanbul. Zuarchakhos was published in the aftermath
of the Crimean War (1853-1856), which had fostered change in the city.”? During the
war, Pera (Beyoglu), which Lady Hornby referred to as the ‘Frank quarter, was filled with
British and French soldiers, in addition to various other nationals.”! When it comes to
the 1870s, urbanisation gained momentum. Stories of these caricatures are usually set in
Pera and Galata, and sometimes in Kagithane, the favourite leisure sites of the time, while
the stories in the first issue of Zuarchakhos were set in the Princes’ Islands (Biiytikada) of
Istanbul. Galata was the central business district where the banks were situated and the
first stock market was founded, while Pera was a hub for alafranga social life. Galata and
Pera were home not only to European company offices and diplomatic spots but also to
newly opened hotels, French cafes, European restaurants, modern theatre, photo studios,
department stores, and shops selling European commodities and French fashion.”

Many of the urban reforms and modern transport means, which were popular sub-
jects of the Ottoman humour press in general, were introduced at a time later than could
be discussed by Zuarchakhos. Although the concession for steam-powered ferries was
already granted in 1851, the contracts for horse-drawn trams would be signed in 1869.7
The fact that only two issues of this gazette are accessible so far, makes it difficult to inter-
pret these caricatures due to lack of context. The topics of the caricatures paralleled those
of the textual parts, while not every point of discussion was addressed in the caricatures.”
Miscellaneous subjects in Tiyatro and Latife include, but are not limited to, the stock
market, economic problems, peddlers, and drunkards, all mocked with a discourse of
morality. The diversity of the topics approached from a moral perspective show that the
discourse in these gazettes was not generally one of westernisation or modernisation,
but rather one of morality. Morality in this case is quite all-encompassing in the humour
press and included, but was not limited to, manners or etiquette, literature, and language,
consumption and entertainment habits, professions, commerce, and urbanisation. The
present study will mainly focus on alafranga cultural trends, urbanisation, and transport
means among the most popular topics.

68 Pamuk 1987, 29-31.

69  Keyder 2018, 25-37.

70  Neumann 2011, 428-9.

71  Hornby 1863, 85, 32-500.

72 Akin 1998.

73 Ergin 1995, 2291-2, 2398-400.

74 These topics and the discourse of morality also can be found in other humour periodicals of
this period. See Ceviker 1986; Ozdis 2010.
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4.1. Alafranga and Fashion

Zuarchakhos focuses on the theme of alafranga in caricatures. To date, the topic of ala-
franga has been discussed as a Turkish-Muslim phenomenon particularly based on the
Turkish literature of the 19th century.”® It is thus striking to find this topic in a gazette of
the Armenian-Christian community. Caricatures appearing in Zuarchakhos are evidence
that alafranga fops or their equivalent chics (stks) had entered the vocabulary of the Otto-
man periodical press long before they were epitomised in Ahmet Midhat’s famous novel
Feldtun Bey ile Rakim Efendi (1875).7¢ Usage of the term gtk (chic) and of this typology
by Zuarchakhos also constitutes an important continuity with the later Ottoman humour
press in Ottoman Turkish script in the 1870s. Beys and Efendis, who were called stk and
usually represented socio-economically higher class men in Tiyatro and Latife, were the
main target in ridicule of alafranga. Though the term ‘Bey’ is not found in the issues of
Zuarchakhos accessible now. Young Ottomans used the title Beyzdde, ‘son of a Bey’ for
satirizing young fops of 19th century, who were usually sons of ministers and used the
power and wealth of their fathers to be appointed to high bureaucratic posts.”” According
to Hanioglu, alafranga as a term was used by the elite to refer to objects (such as personal
items) during the 18th and early 19th centuries and later came to mean a Europeanised
lifestyle in the Tanzimat period (1839-1876).78 Although Alafranga generally meant ‘in a
European manner; it more specifically denoted French cultural trends. Alafranga was asso-
ciated with cultural refinement and becoming civilised and was not always condemned in
literature, as seen in Midhat’s above-mentioned novel. Accordingly, getting a proper edu-
cation (for both men and women), mastering French, learning to play the piano, wearing
modern clothes properly, and acting according to European rules of etiquette in interac-
tion with Europeans were among the attributes encouraged by the alafranga.”” Humour
periodicals focused on those aspects that they found laughable by depicting the supposed
alafranga as involving pretentiousness, superficiality, and a propensity to show off. When
this type of alafranga is embodied in a male typology, it was represented by a fop or a chic.
Tiyatro illustrated this by a mention of chics pretending to read French gazettes, holding
the gazette upside down, as they could not actually read French.8

Zuarchakhos also categorised alafranga, with the words: ‘“What alafranga means?
There are both good and bad alafrangas... Which one is bad and which is good?” Then
it moved on to describe alafranga for both men and women. Specifically for men, it was

75  For alafranga as a Turkish-Muslim phenomenon, see Mardin 1974, Moran 1983, Parla 1990.
Parla outlines the paternalistic and normative nature of Ottoman Turkish novels.

76  Balc12019. Midhat’s novel was also published in Armeno-Turkish in 1879 and can be accessed
at the National Library of Armenia.

77  Mardin 2000, 123.

78  Hanioglu 2008, 100.

79  See Balc12019. In the preface to his booklet, in which Midhat states his aim to teach European
manners to Ottomans, he notes that the term alafranga is either misunderstood or not truly
known. See Midhat 1312 [1894] in Gokgek 2016.

80 ‘Cingene Falr, Tiyatro, no. 68, 31 Kantin-1 Sani 1290 [12 February 1875], 2.
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wearing fashionable clothing and accessories such as tight trousers and gloves, as well
as polite forms of address mixed with French and ‘other similar states of being’ (bunlara
emsal aher haller). In the case of women, it was things such as ‘hats, ribbons, slim waist,
smoking cigarettes, having elegant long conversations...! It is added that ‘[e]ven sheer veil-
ing (yagmak) instead of thick veiling is considered alafranga8!

The first caricature from Zuarchakhos (Fig. 1), titled Alafranga, features a young
woman trying to play the piano, flanked by her parents. Even if the girl was not able to
speak French fluently, her parents are still happy because also learning to play the piano
would be sufficient to give her an alafranga image. This reminds us of one of the heroines
in Midhat’s novel, the young slave Canan, who is juxtaposed with the neighbour’s flam-
boyant and spoiled girls. Unlike the latter, Canan manages to perfectly play the piano and
speak French, because she not only had the skills but also desired to perform them with
all her heart, not just to become alafranga. The butts of the joke in Zuarchakhos seem
to be pretentious individuals who had superficially equipped themselves with alafranga
practices merely to show off.

It must be on the same grounds that the habit of mixing everyday language with French
is ridiculed in Ottoman humour gazettes, including in Zuarchakhos (Fig. 2). According to
Serif Mardin, this was a continuity with verbal traditions of humour. The ‘esoteric’ lan-
guage of the ruling class was one of the main factors that estranged the ruling class from
the ruled in cultural terms. In shadow theatre, Hacivat, representing the culture of the
non-taxpayer ruling class, mixed Turkish with Arabic and Persian. Karagoz, representing
the Turkish-speaking, taxpaying ruled classes, as a result, did not understand Hacivat’s
language. Now French was starting to be used in addition to Arabic and Persian as a sign
of erudition for the ruling class. This vanity and pretentiousness on the part of the upper
classes were laughable elements in both Hacivat and alafranga fops and allowed for an
indirect political opposition, resistance to oppression, and criticism of social and eco-
nomic inequalities through indirect satire of the ruling class.3?

The butts of the joke in the caricature in Figure 2 are apparently those so-called fops,
who have adopted French fashion and manners and are peppering their language with
French, addressing each other as mon cher. Due to the flamboyance of their attire, ala-
franga men were usually mockingly labelled ik, derived from the French word chic. Along
with the clothing, such as tight trousers, the fashionable accessories shown in this cari-
cature, such as a walking stick (baston) and the glasses, were also ridiculed. Zuarchakhos
mentions these glasses as a lorgnette, which alafranga men favoured. Fops are usually
also depicted as drunkards and womanisers. It should also be noted that, this personality
could not be described simply as one who drinks alcohol, since the subject of ridicule
here is ‘drunkenness, rather than the act of ‘consuming alcohol’ In all humour periodicals
discussed in this article, it is only the drunkenness that is mocked. This assertation was

81 ‘Alafranga: Alafranga ne demek?: Alafranganin eyisi fenasi var...yohsa hangisidir eyisi, hangi-
sidir fenast: .. Zuarchakhos, no. 3, 8 November 1856, 1.

82 Mardin 1974, 424. In definition of Alafranga, for example, usage of estagfirullah (an Arabic
expression) are listed together with the French words: See, Zuarchakhos, no.3, 8 November
1856, 1.
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Figure 1. Zuarchakhos, no. 3, 8 November 1856, 3.
‘Our daughter can speak a little bit of French.... If she can also learn to play the piano, she
will become completely alafranga.
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supported by Midhat’s novel, where the fact that relatively conservative Ottoman families
of middle-class origin also enjoyed alcoholic drinks, especially the local punch (pung),
was not criticised if consumed in moderation. Baronyan himself is said to have consumed
alcohol moderately, and in Tiyatro it was only drunkards that he ridiculed.®?

83  Bardakjian 1979, 16.
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Figure 2. Zuarchakhos, no. 3, 8 November 1856, 3.
‘Mon cher, you know that Talman has completely become chic (sik). —Ah bah!*, Mon cher...
Quel he has become chic....

< LTs 2507 > ‘Yﬁ‘@‘» v F‘“JL‘/‘:’s o 7+ ..47/ . /:/' =

Dlagr y S 2 ®
S L gy, ST Dl & - by P20 g Lo 2

12

* French, Ah bah!: an expression of disbelief. See Darqué 1878, 70.

In the next caricature (Fig. 3), both alafranga men and women are ridiculed. Women are
unable to look around due to the large size of their hats, whereas the womaniser fop is
trying to make a move on the women but is unable to see their faces.

Both men and women were the target of fashion humour in Latife and Tiyatro, as in
Zuarchakhos. Ceviker suggests that fashion with excessive lines was a good fit for carica-
turing for technical reasons and may have led to the popularity of this topic.®* Yet, carica-
tures about French fashion and alafranga are very rare in Latife, even though it allocated
many pages to this topic in writing. The caricatures from Tiyatro (Fig. 4) and Latife (Fig. 5)

84  Ceviker 1986, 40.
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Figure 3. Zuarchakhos, no. 1, 25 October 1856, 3.
If it were not for these hats, I would see a lot more... ~Uff! This hat of mine... Can’t see any-
thing... Who is that coming up...
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Figure 4. Tiyatro, no. 12, 27 April 1290 [9 May 1874], 4.
‘Those who want to accompany alafranga mademoiselles will have to learn acrobatics from
now on!!l’

L JIIB BT TS AV SR S TR O g N AT

poke fun at the extravagance of fashion-its so-called superficiality and ostentation-in a
parallelism with Zuarchakhos. Yet, the second caricature (Fig. 5) is not only about fashion.
Intertwined with caricatures on urban infrastructure, it presents another layer of meaning
implying the incompatibility of the new fashion with dirty streets. This incompatibility
had already been a source of laughter in Zuarchakhos, where ‘taking walks in mud and
dust with an outfit normally worn to balls’ is a ridiculed alafranga habit.8>

Textual parts of Tiyatro and Latife provide a very good context for further interpreta-
tion of fashion caricatures. The targets of fashion humour were both the shoppers and eco-
nomic actors. All three gazettes often ridiculed indulgence in French fashion and European
commodities, which were being consumed in increasing quantity and frequency. In Lat-

85 ‘..baloya gider hesabinda tozda yahod ¢amurda gezinmeye gitmek... Zuarchakhos, no. 3, 8
November 1856, 1.
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Figure 5. Latife, no. 7, 2 September 1290 [14 September 1874], 4.
Are you blind? Don’t you see the huge road? -1 gave you a shout about your dress getting
dusty, but you did not hear me.
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ife, a penniless bey is pushed by his wife to finance her constant fashion expenditures.®¢ In
Tiyatro, a father complains about his son wishing to buy every new fashion, ordering tight
trousers and redingots every week.8” Though economic aspects were not very discernible
in the limited copies of Zuarchakhos, people are portrayed as taking special care in order-
ing new clothing, such as French-style jackets (setre and raglan).3¥ At any rate, fashion
was presented by Latife and Tiyatro as a commercial trick through which economic actors

86  ‘Bey ile Hamim, Latife, no. 3, 19 August 1290 [31 August 1874], 2-3; For numerous other
examples, see ‘Eldiven] Tiyatro, no. 2, 23 March 1290 [4 April 1874], 1-2; ‘Tki Hane Beyninde,
Tiyatro, no. 31, 29 June 1290 [11 July 1874], 1; ‘Silliklarin Miikalemesi, Latife, issue 14, 22
April 1291 [4 May 1875], 2.

87  Redingot was a trendy French style jacket. See ‘Muhaverat: ...Efendim bir terzi Mir var imis.
Ona her hafta bir dar pantolon bir de alafranga radingot mu imis ne imis iste ondan 1smarla-
mal1 imis...Hem efendim birgok seyler daha istiyor. Bir baston almali imis. Bir semsiye almali
imis. Eldiven almali imis. Moda ne ¢ikarsa almali imis...Buna para m1 dayanir?.. Tiyatro,
no. 39, 31 July 1290 [12 August 1874], 2.

88  ‘Gegen giin iki dost bir mahalde bulusup, su yolda bir sohbetleri vuku bulmustur;, Zuarchak-
hos, no. 3, 8 November 1856, 1; ‘Biyiik Ada, Zuarchakhos, no. 1, 25 October 1856, 1-2.
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profited. Tiyatro lists the winners of the time as dressmakers sewing fashionable clothing
and deceptive shopkeepers, as well as chic beys who ordered garments without paying the
dressmakers.?® About a year later, Latife followed with a list of additional winners, which
again included the producers and dealers of fashion commodities. The list also included
bankers, tram and steamboat companies, for reasons discussed in the foregoing section on
urbanization and transportation.”® These criticisms at times sound as if they are striving
to protect the local economy against European economic intrusion, a sentiment clearly
expressed in Meghu back in 1856, when locals preferring French tailors to Armenian ones
were criticised, considering that the latter allegedly offered higher quality at a lower rate.”!

A discourse of moral economy encouraging moderation, which for Serif Mardin was
almost akin to the Protestant ethic, can be felt in how alafranga were laughed at.? In both
Tiyatro and Latife, people including socially higher-class men referred to as Bey or Efendi
were not paying their debts to the butcher, baker, or grocer, while at the same time they
continued to spend on alafranga fashion and leisure activities at European restaurants,
cafes, and other spots, which the caricatures below are related to.”* To give a few examples
from Tiyatro, two penniless sik beys, who had been fired from their jobs in an Ottoman
civil bureaucratic office (Kalem),?* attempt to order new clothing from a tailor with the
promise of paying later (although they had done so many times before and had not paid)
and make plans to defraud the grocer and to spend their last money to have some drinks
in Galata. On another occasion, an efendi gets caught in a tavern (meyhane) by the unpaid
butcher and the grocer.®> This again recalls the Felatun Bey character in Midhat’s novel,
who casually goes to work at the Kalem while spending all his money and time on leisure
in Pera. A caricature from Tiyatro (Fig. 6) must be about these penniless chic characters
also found in Ottoman literature of the 19th century. Allegedly, money burned a hole in
their pocket (cebi delik sik).

Latife attributes trousers with hole-ridden pockets to men spending the entire fortunes
of their wealthy fathers.”® In a later issue, Tiyatro also mentions a penniless chic spend-
thrift (cebi delik parasiz sik) trying to buy a new shirt without paying the store owner and

89  ‘Kazanan numaralar: ...Terazinin altina balmumu yapistiran fistikgilar...Zengin beylere huni
pagali pantolon diken terziler, Beyoglu'ndaki modistrolar, veresiye elbise diktiren gik beyler...
Tiyatro, no. 37, 24 July 1290 [5 August 1874], 2.

90 ‘Kazanan numaralar: ..Bir Dogru Yol magazasi, bir sapkaci diikkani, bir sarraf, bir tiiccar, sir-
ket vapurlar, bir pudraci, bir gozliikei, bir eldivenci, bir bastoncu, bir sa¢ boyacist..” Latife,
no. 2, 25 March 1291 [6 April 1875], 2.

91 ‘August Gine, Meghu, no. 1, 15 September 1856, 19-24.

92 Mardin 1974, 415-6.

93 i.e. See Tiyatro, no.71, 17 Muharrem 1292 [23 February 1875], 1-2, and ‘Mista‘id Usak;,
Tiyatro, no. 12, 27 April 1290 [9 May 1874], 1-2.

94  For the emergence of the new civil bureaucracy, see Findley 2014. Members of this civil
bureaucracy, who knew French and were more familiar with Europe, were among the possible
targets in the ridicule of alafranga.

95  ‘Iki Sik Beyin Muhaveresi, Tiyatro, no. 75, 9 Safer 1292 [17 March 1875], 3.

96  ‘Ticariye: Emtia-i Latife) Latife, no. 5, 26 August 1290 [7 September 1874], 3.
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Figure 6. Tiyatro, no. 13, 1 May 1290 [13 May 1874], 4.
According to today’s fashion, pockets should be inside out like this!!!’
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promising to send the money later with his servant.”” Other caricature from Latife (Fig. 7)
depicts one of those efendis at an entertainment venue, not paying his debts to the grocer
and to the butcher standing at his side. In the same issue where this caricature appeared,
Latife also ridicules people going to leisure sites (mesire) on borrowed money.”8

It could be said that alafranga caricatures mainly targeted the ruling classes, including
Ottoman civil bureaucracy, Armenian aristocracy, and wealthy merchants, represented
by Beys and Efendis. For the purposes of this study, the topic of alafranga can be thought
of as an egalitarian criticism, attempting to close the growing cultural and economic gap
between the ruling classes and the ruled in the 19th century, a gap that had already existed
since earlier centuries. This topic provided a space for indirect social satire and polit-
ical satire of the ruling classes by ridiculing their vanity and pretentiousness. Both the

97  ‘Gegen niishamizdaki muhavereden mab‘ad, Tiyatro, no. 85, 15 Rabi‘ul Evvel 1292 [21 April
1875, 2.

98  ‘Vay, vay, vay canim...bor¢ edip de eglenmek i¢in mesirelere gidenlere. Latife, no. 2, 15 August
1290 [27 August 1874], 4.
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Figure 7. Latife, no. 2, 15 August 1290 [27 August 1874], 4.
‘Bravo!... Iwaive all my debts! —Oh, efendi! Please don’t do this to your grocer and butcher’

Armenian and Turkish ruling classes were criticised by reformist intellectuals for their
unwillingness to embrace the parliament and the constitution. Neither were they taking
sufficient steps towards improving public welfare, instead being concerned with their ala-
franga luxuries, further distancing them from the ruled classes.”” Such criticisms were
suggested as valid for Baronyan’s satire by Bardakjian, as mentioned. While the politi-
cal stance of Latife’s editor Beykozluyan remains unknown, the content of the gazette
looks very concerned with the needs of the general public while targeting ruling classes.
Zuarchakhos, too, must be mainly targeting the vanity of Armenian dominant classes of
Amiras and merchants, who could afford an alafranga lifestyle. Its intention might even
have been indirect political satire, as the government of the Armenian community was
under the hegemony of the Amiras at the time.!0 Somewhere in the gazette, alafranga
social circles were mentioned as ‘Society’ (Cemiyet), apparently referring to ruling classes,
including the Armenian aristocracy and commercial bourgeoisie.!?!

99  Yet, Ottoman intellectuals were not uniform in their political thoughts as reflected in their
writings. See Mardin 2000, 115; Mardin 1974, 414-6, 425-9; Parla 2001, 223-33.

100 See Barsoumian 1982; Artinian 1988, 75-82.

101 Kiraz 2024, 67.
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In the 19th century, a middle class of artisans and craftsman with their moral values
such as moderateness in spending formed the base of Ottoman traditional, conservative
communities in Istanbul.19 Many Ottoman authors in this century, some of whom were
of middle-class origin themselves, such as Ahmet Midhat, were ‘social mobilisers’ who
wrote from the perspective of the middle class, with a communitarian attitude. Mardin
suggests that Ottoman authors instrumentalised morality with the topic of alafranga
to promote their own ideologies. This populist discourse addressing moral sensibilities
of ‘little culture, taking up the theme of ‘moral decline, was deemed an effective way to
‘mobilise the masses’ as well as the conservative segment of the ruling class, such as the
religious class of the ulema, to gain public support for the reformist zeal. Thus, the topic
of alafranga did not necessarily mean that the authors were opposed to alafranga trends.
Indeed, the authors had alafranga habits themselves.!% Authors criticisms of the ala-
franga directed at the ruling class should thus be read critically and may have also been
motivated by their frustrated career ambitions and exclusion from alafranga wealth.14
Furthermore, it was hard to speak of an independent intelligentsia, as many journalists in
the 19th century were an extension of the government, either working as civil servants or
chasing careers in state offices.!%> Motivations to make a career and to sell their gazettes
should also be considered before making any conclusions about the real political stance of
the editors of these humour gazettes. In case of caricatures, for example, when juxtaposing
the traditional and the modern, an ambiguous humour accommodating multiple strands
of thoughts would be helpful ‘for winning audiences or patrons’ by playing both sides.10¢
However, it is difficult to discern the political views of the editors, if any, due to censorship
and government patronage.

4.2 Urbanisation: Municipal Services

Urban reforms of the 19th century in Istanbul were major subjects of caricatures in the
early 1870s. These reforms entailed things such as cadastral works and the widening of the
roads; installation of pavements, sewers, and gas lamps along streets; development proj-
ects such as the construction of buildings and bridges; and introduction of modern means
of transport.!” Moving away from the paradigms of modernisation or westernisation,
these developments are now being approached from the perspective of internal dynamics
and the role of local and international actors as well as the state. These revisionist studies
underscore that the integration of the Ottoman capital city into the world capitalist system
in this century went hand in hand with profitable urban projects involving spatial segre-

102 About this communitarian structure and the conception of morality in Ottoman communities
in Istanbul, see Isin 1995, 15-144. Also see Ulgener 1981.

103 Mardin 1974, 414-42. Mardin uses the ‘little tradition’ vs ‘great tradition’ opposition to refer,
respectively, to ‘the ruled’ and ‘the ruling’ classes in relation to their cultural capital.

104 ibid., 423, 425.

105 ibid., 427-8.

106 Moores 2015, 12-3.

107 For an overview of urban modernisation reforms, see Celik 1986.
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gation and urban inequalities, which were absent from elite-biased urban modernisation
narratives.!8

The Sixth District (Altinct Daire-i Belediye), Istanbul’s first municipal administration
was founded in 1857 to the service of Galata and Pera as a pilot project with the possibility
of later extending it to other districts. The first director (miidiir) of the Sixth District was
Kamil Bey, who is said to be a much-mocked alafranga fop of the time, ‘a living example
of Felatun1® Commission of the municipality was made up of wealthy merchants and
bankers from the two districts, such as Camondo. As was the foundation of the municipal-
ity, subsequent restructuring of urban space and introduction of modern transportation
systems in the second half the 19th century were rather the initiatives of these economic
actors in Galata and Pera, where their properties and businesses were located.!!? ‘Poor
Greeks, Armenians and Turks living in the ravines behind Taksim, in Kasimpasa, and on
the back streets of Pangalt1 did not benefit from’ these municipal services.!!! Administrated
by wealthy ruling classes, the Sixth District, among all other subsequent municipalities
founded in other districts, retained a relatively autonomous and privileged position with
a higher budget well into the 1870s. The fact that city improvements were financed and
run by the wealthy, privileged classes and by foreigners to their own advantage must have
made them a target for the Ottoman humour press. In other words, the reform projects
served the financial interests of the ruling classes, lacked a civic dimension, and excluded
other districts of Istanbul from the outset. One of the first projects of this municipality, for
example, was the erection of a stock exchange building.!!?

The Sixth District could only be efficient with the involvement of the State, following
the appointment of Ottoman bureaucrat Server Efendi (later Server Pasa) as the direc-
tor of the municipal body in 1863.113 After the foundation of the Istanbul Municipality
(Sehremaneti) and the Hocapasa fire of 1865, restructuring was implemented during the
same period in Stamboul proper as those of the Sixth District, as did the opening of a
streetcar line in Karakdy and between Emindnii and Aksaray in 1871. Yet, the projects
were concentrated on areas defined by the financial interests of the elite and foreigners
from Taksim Square to Sirkeci Station.!*

Both Latife and Tiyaro often wrote about infrastructural shortcomings. Interestingly,
Latife did not publish any caricatures on these matters in 1874 and only two in 1875,11°
while Tiyatro contained many concerning issues such as foul-smelling streets (Fig. 9),

108 For these critical studies see Baruh 2009; Kentel 2018; Neumann 2011; Rosenthal 1982. Ken-
tel's work gives references to other revisionist studies.

109 Neumann 2011, 435; Ortayli 1987, 190.

110 For a ‘List of real estate owners and investors in Pera, Galata and Stamboul between 1868 and
1914’ a ‘List of most important investors in urban property (1868-1914) and for a separate list
of ‘Camondo property’ (as a prominent one), see Baruh 2009, 330-84, 385-6, and 405-22.

111 Celik 1986, 47.

112 Neumann 2011, 434-7, 444; Rosenthal 1982, 374-81.

113 Neumann 2011, 440-4.

114 See Baruh 2009, 224; 1-236.

115 One caricature in Latife was about dusty Street of Balikpazar: in Galata; see Latife no. 19, 3
May 1291 [15 May 1875], 4.

Diyar, 7. Jg., 1/2026, S. 11-50



https://doi.org/10.5771%2F2625-9842-2026-1
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

34 Elif Kiraz

streets flooded by rain, mud puddles, and dusty roads.! !¢ However, Latife was not indiffer-
ent to these topics, frequently tackling these same issues in textual parts. Urban reforms
were also motivated by a drive on the part of government to make the city look modern,'!”
but according to the humour press, Istanbul, with all its urban shortcomings, was far from
being a civilised city. Thus, these caricatures also read as civilisational failures of urban
reforms. As a matter of fact, Humourists’ frustration with urban modernisation as mir-
rored in 19th-century Ottoman caricatures was suggested earlier by Georgeon.!® Latife
and Tiyatro treated other problems, such as non-functional newly installed city lights and
deficient bridge constructions, in their textual parts, while these issues were addressed in
caricatures in other humour periodicals.!”

The first caricature below from Tiyatro about city hygiene (Fig. 8) depicts passers-by
holding their noses due to the stench in Galata, implying that no other solution was being
offered by the authorities. On a preceding page to this caricature, those overwhelmed
by the unpleasant smell are listed among the main export items of this neighbourhood
in a humorous geographical description.!?® Potential causes of the odour could be gar-
bage (siipriintii) or piles thereof (siipriintii ceziresi) and animal carcasses on the streets of
Istanbul, as reported by Tiyatro.!?! The Sixth District, which was responsible for rubbish
collection and street cleaning (tanzifat) in Galata and Pera at the time, must have been the
target of this caricature.l?? Yet, there was a particular street not in Galata but in Aksaray,
called ‘Mehmed Efendi sokag, that Tiyatro often mocked in its textual parts for the gar-
bage piling up and ignored by the cleaning officers (tanzifat memurlarz).!>3

Other smells were connected to the city’s sewer problem, where especially Kasimpasa,
a poor neighbour of Pera, and to a lesser extent Galata, were suffering.!?* Sewage from the
privileged upper hills being channelled down to the Kasimpasa river must have been the
real cause of the odour in the following caricature (Fig. 9). The Sixth District Municipality
had taken steps to improve the sewer system of Pera at the expense of Kasimpagsa, whose
inhabitants were mostly lower-income, working-class people, as opposed to the affluent

116 See Tiyatro, no. 5, 3 April 1290 [15 April 1874], 4; Tiyatro, no. 78, 19 Safer 1292 [27 March
1875], 4; Tiyatro, no. 62, 28 Kanun-i Evvel 1290 [9 January 1875], 4.

117 Ergin 1995, 1268.

118 Georgeon 1998, 24-8.

119 For these caricatures, see ibid., 26, 28.

120 ‘Ithalat ve Thracat: ...hastalar, burnu diigmiigler..” in Tiyatro, no. 11, 24 April 1290 [6 May
1874], 2.

121 ‘Suret-i Nutuk: Ey sokaklar!..Eger siz olmayaydimiz kedi képek lagelerini géremeyecek-
tik...Bazilariniz dahi stipriintii ceziresine miigabih bir halde bulunuyorsunuz...Ey sokaklar!
Bazilarinizdan da gegmek isteyen insanlarin burnu kopuyor..; Tiyatro, no. 39, 31 July 1290
[12 August 1874], 1.

122 Ergin 1995, 912.

123 ‘Cografya:...Aksaray denilen mahal sark cihetinden Mehmed Efendi sokagindaki stipriintii
ceziresi... Tanzifat memurlarmm sokaklarin siipriintiilerini gérecek olsalar kaldirmalar:
stiphesiz ise de her nasilsa géremiyorlar; Tiyatro, no. 46, 24 August 1290 [5 September 1874],
1-2.

124 Kentel 2018, 211.
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Figure 8. Tiyatro, no. 11, 24 April 1290 [6 May 1874], 4.
According to the advice given by the medical board to those passing through some streets in
Galata.’
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quarter of Pera. As Kentel shows, ‘several infrastructural interventions in Pera’s urban space,
regarded as the hallmarks of modernization and the necessities of modern civilization, thus
resulted in the deepening of inequalities between two neighbouring quarters not only via
making Pera better off, but also through worsening the material conditions of Kasimpaga’12°
Another caricature titled ‘On the shores of Kasimpasa’ in Tiyatro again depicted the
unpleasant odour disrupting the locals.!2® With a moral criticism of the priority given to
financial interests over the public’s well-being in urban projects, these caricatures con-
stituted a space for ‘representation and resistance’?’ through indirect satire of the ruling
classes. Association of the modernising city with social segregation, inequality, and cor-
ruption is more obvious in relation to modern transport means in Tiyatro and Latife.

4.3 Means of Transport

Steamboats and subsequently horse-drawn trams and omnibuses started operating
around the middle of the 19th century.!?® In 1869, Karapano Efendi was granted a con-

125 ibid., 216-7.

126 Tiyatro, no. 23, 5 June 1290 [17 June 1874], 4.
127 See Gogek 1998, 1-12.

128 See Celik 1986, 82-103.
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Figure 9. Latife, no. 27, 22 May 1291 [3 June 1875], 4.
“This is how cleanliness is achieved! No other way of passing through is acceptable due to
fetid odour of Kasimpasa river.
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cession to establish a shareholding company with the purpose of building and operat-
ing horse-drawn trams, in addition to omnibuses. Among the shareholders were wealthy
banker families such as Zarifi, Christakis Zografos, and Camondo, the creditors of Otto-
man government.'?° The first shareholders of the steamboat company Sirket-i Hayriye
again included members of the ruling class, such as the sultan, the sultan’s mother, bureau-
crats such as Grand Vizier Resid Pasa and the Minister of War Mehmed Ali Pasa, and the
banker Camondo.!*? Caricatures about means of transport indirectly criticised these elite
networks. Even if steamboats were targeted for several reasons in the textual content, the
difficulty of getting on and off board, whether due to crowding or technical deficiencies,
became subject to caricatures. Both the first caricature (Fig. 10) and the third caricature
that Latife published in the first year, 1874, depict this problem.!3!

Later in the same year, Tiyatro also contained a caricature on this issue.!*? Yet, the real
trigger behind these caricatures was the moral issues discussed in the textual parts of both
gazettes. One cause of criticism was the socially exclusive nature of the services. Sirket-i
Hayriye, to take one example, was attacked by both Latife and Tiyatro for not providing

129 Ergin 1995, 2398, 2408.

130 Gelik 1986, 84.

131 See, Latife, no. 3, 19 August 1290 [31 August 1874], 4.

132 See Tiyatro, no. 55, 25 September 1290 [7 October 1874], 4.
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Figure 10. Latife, no. I, 12 August 1290 [24 August 1874], 4.
‘Oh, Efendi! Is everything okay with you? Have you had an accident? -No, man! I just get
off the boat of the Uskiidar line. Thankfully, I haven’t injured myself!’

decent sitting places for passengers unable to afford seats, which were only available in
the first-class area (mevki).!1** Latife also complained that the company was only looking
after its own interest, had no concerns for the public wellbeing, and was not spending its
profits to improve the transport experience for the public.!** As a matter of fact, the first

133 ‘Su alemde bir tiirlii rahat bir yer bulunamayacak vesselam. Tramvaya binilse ayakta durmaya
yer yoktur. Uskiidar vapurunda ise mevkisiz oturacak mahal bulunmaz. Kig¢ kamarasi, yan
kamaralari, davlumbaz {istii mevki inhisarma alinmig. Vakia bas su inhisardan hari¢ kalmig
ise oray1 da halatlar, kirik iskemleler, taifeler tuttugu cihetle avam i¢in tente ve kazgan ve
baca ustiinden bagka yer yoktur. Halbuki ki su giinlerde tente iistiine de silte serilerek mevki
yapilacag: rivayet olunuyor. Bu surette avamin haline ah imdat eyleye’ Tiyatro, no. 5, 3 April
1290 [15 April 1874], 3-4.

134 ‘Sirket-i Hayriye: ... Mesela adet-i kadimden beri direktor olan zatin maagindan maada hasil
olan ticaretten yiizde on hissesi var. Iste bunun nisfi bari ahalinin istirahatine sarf olunsa
herkes de kivrana kivrana tahta @istiinde oturmaktan kurtulur ya... Velhasil Sirket her saniye
kendi menfaatini diisiinecegine biraz da ahalinin istirahat ve menfaatini derhatir etse olmaz
m1?, Latife, no. 3, 19 August 1290 [31 August 1874].
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Figure 11. Tiyatro, no. 44, 17 August 1290 [29 August 1874], 4.

‘Rowboat Race

Though we had promised a new hawser to this... Poor thing, it won’t see a new hawser again
this year’
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steamboats were meant to facilitate transport for the ruling classes from Bosphorus, where
they had moved their residences.!3®

The next caricature (Fig. 11) from Tiyatro is about the miserable state of the steam-
boats, which may have been a real issue, especially with affordable ones, according to a
humorous story in Latife. Expensive steamboats were new and decent, and they delivered
regular services, whereas the cheaper ones were old, deficient, and not operated regularly.!3¢
Latife reports an excessively long waiting time for the steamboat in Kasimpaga.'3’Auster-
ity measures were one cause of the slowness, as humorously reported by Latife. Accord-
ingly, a steamboat of the Kasimpasa line had slowed down mid-route due to a lack of fuel.
Because it was its last service of the day, the operator did not want to add coal to the boiler.
This boat was even slower than the rowboats, prompting a boatman to shout at the steam-

135 Koraltiirk 2007, 29-30.

136 ‘Koprii Uzerinde) Latife, no. 13, 23 September 1290 [5 October 1874], 3.

137 “Vay, vay, vay canim...Kasimpasadan Eyiipe gidecegim diyerek vapur bekleyenlere... Latife,
no. 2, 15 August 1290 [27 August 1874], 4.
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boat: ‘Either move or clear the way!’!*8 It could be that service quality was lower in the
lower-income neighbourhood of Kasimpasa, as a further sign of social segregation. Jux-
taposition of a steamboat with the traditional means of transport presents an example of
the coexistence of the new and old ways throughout Ottoman humour press,'* with the
humour rooted in the incongruity.!4? This caricaturing method goes back to Zuarchakhos,
where traditional and fashionable women were also contrasted.!

The ridiculing of horse-drawn trams had a moral dimension, one which was not limited
to these modern transport means. Transport animals, these gazettes claimed, were under-
nourished and suffered from overwork, while the operators’ sole concern was the profit.
The following caricatures from Tiyatro and Latife, both signed by the Armenian caricaturist
Tinghur, depict such treatment of the horses. Not properly fed, they are so skinny that their
bones are visible. In the first caricature below (Fig. 12), a starving horse heads towards a cof-
fee workshop (tahmis), as written in the upper left, where it smells barley. Here, the reader
is confronted with the subtle articulation of multi-layered satire in Baronyan’s Tiyatro, as the
means of transport was not the only target: the issue of food fraud as a matter of morality
was often raised in both gazettes, and the adulteration of coffee with barley was but one case
mentioned on the page preceding this caricature in the 14th issue.!#?

There was probably more to moral criticism of tramline company, as the service quality
might have varied depending on the socio-economic levels of the neighbourhoods. As
reported in the late 19th century-although we don’t know for how long this was the case-
it was rumoured that newly purchased horses were put in service first on the $isli line
and that three years later they were transferred to the Azapkapi line. Finally, after getting
much older, they were taken to Topkap: and subsequently to the Samatya line.!*® Latife
verifies the poor service in Aksaray in 1874 by noting how slow the trams were and how
weak the horses were, then holding the tramline company responsible in a witty way.!44
The following year in 1875, Tiyatro complained that the tramline company was charging
the same price between the stations regardless of the distance. It goes on to recommend
that the higher authority that granted the concession to the tramline company to run the
operations should be contacted if one wants to end this corruption.!*> Obviously, Tiyatro
was using the term ‘higher authority’ to refer to the government.

The second caricature (Fig. 13) below, this time from Latife, depicts the slowness of the
horse, where even the man with crutches can move faster. At first glance, this might look
like a comic print for entertainment purposes, but it was probably addressing the issue

138 ‘Kasimpaga’ya islemekte bulunan vapurlardan 12 numarali vapur son postasini icra etmekte
iken hareketine adeta hig yiirityemez derece agirlik gelmis... Hatta bu aralikta kayik¢inin bir-
inin vapura hiddet edip ‘ya al yahut yol ver de geceyim’ diye bagirdig: kemal-i taacciiple isit-
ilmigtir! Latife, no. 17, 7 Tesrin-i Evvel 1290 [19 October 1874], 1.

139 Georgeon 2000, 92.

140 For a discussion on the theory of incongruity, see Billig 2005, 61-3.

141 Kiraz 2024, 117.

142 ‘Mitalaa’ Tiyatro, no. 14, 4 May 1290 [16 May 1874], 1.

143 Ahmet Rasim cited in Kayserilioglu 1998, 86-8.

144 ‘Ajans Tramvay’, Latife, no. 2, 15 August 1290 [27 August 1874], 2.

145 “Varaka, Tiyatro, no. 64, 31(?) Kantn-i Evvel 1290 [12 January 1875], 3.
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Figure 12. Tiyatro, no. 14, 4 May 1290 [16 May 1874], 4.
‘Poor things, as they are deprived of barley, they dig into wherever they smell it.
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of the ‘horses for rent’ (kira beygiri) suffering from starvation and exhaustion. Another
component in the caricature is the driver beating the horse. One week after publishing
this, Latife complained that drivers in Yenicami and Beyazit were beating the kira beygirs
rather than feeding them.!46

How transport animals are treated was not a modern concern, with regulations to pro-
tect them dating back to earlier centuries,!*” but this subject may have acquired another
dimension with concerns surrounding civilisational progress specific to the 19th century.
Such treatment of transport animals would not have been called civilised behaviour, par-
ticularly in an urban setting, and, for sure, would have damaged the modern image of the
city. In the 19th century, the beating and overloading of transport animals and burdening
of the weak animals was indeed forbidden by municipal law.!4® While addressing animal
abuse as a moral issue in the case of the kira beygirs could be thought of as indirectly
targeting the administrators for letting this happen, the direct targets in other caricatures
were the tramline and steamboat companies.

146 ‘Bir Varakadir ki Re’y el-a‘yn Goriildi, Latife, no. 8, 5 September 1290 [17 September 1874], 3.
147 Article 156, Code of Sultan Selim, in Akgiindiiz 1991, 110.
148 Ergin 1995, 1670, 1798.
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Figure 13. Latife, no. 6, 29 August 1290 [10 September 1874], 4.
‘Hey! I can’t keep up with you. Wait, let’s go together!! -I have an urgent business. I can’t go
with you!

The last caricature (Fig. 14), again from Latife and signed by Tinghuir, is about the subway
(Ttnel) project between Taksim and Galata. The figure of a man, probably represent-
ing the ruling class, towering over the poor old woman representing ordinary people or
the ruled class, contrasted in size, is quite symbolic of power relations. As the caricature
shows, entry to the tunnel was restricted, especially since one is normally not expected
to walk through a subway line. Yet, upon a second look at this caricature, a silent protest,
a struggle over the control of urban space, almost reminiscent of today’s ‘commoning’
movements, becomes visible.!*® The woman was claiming, in a sense, a Lefebvrian ‘right
to the city’ in trying to use the passage to Taksim. After the opening of the tunnel, Latife
this time published news (probably fictitious) about a penniless man managing to walk
through the tunnel but then getting caught by the conductor on the other side, reminding
the man that ‘there is no passage, even underground, for men without money’ (parasiz

149 On city commoning, see Bityiiksarag and Ozkan 2020.
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Figure 14. Latife, no. 13, 23 September 1290 [5 October 1874], 4.
‘Where are you going?! Hey! Look at me! -Well, I'm going to Taksim.
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adam igin yer altindan bile yol yoktur).1> Indeed, Latife did not expect the Tiinel project
to provide ‘public good, even before it opened.!! Elsewhere in gazette, the tunnel turns
into a monster prepared to swallow people.>?

Still shuttling today between Karakdy and the lower end of the Grand Rue de Pera
(today’s Istiklal Street), Tiinel is the world’s second oldest subway and is also known to

150 ‘Bir ztigiirt adamin birisi Galata Tiinelinin bu bagindaki biletgilerin her nasilsa gozlerini
boyayip igeri girebilmis ve yiiriiyerek yukari ¢ikmus ise de 6biir bastaki bilet¢i merkumu yaka-
lay1p para istemis...” Latife, no. 1, 22 March 1291 [3 April 1875], 2.

151 ‘Sasarim, Sagarim...Galata Tiineli'nin vatana edecegi hizmetten fayda hasil olacagina..’Latife,
no. 23, 7 Tegrin-i Sani 1290 [19 November 1874], 3-4.

152 ‘Latife’ye Mahsus Telgraflar, Galata Tiinelinden: Kemal-i dehset ile adamlar1 yutmaya hazir-
lanmug isem de heniiz nasibim ¢ikmadi!” Latife, no. 11, 16 September 1290 [28 September
1874], 4.
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be the shortest, having only two stations. Undoubtedly a shocking project for its time,
the subway was received with suspicion, apart from its potential symbolic value to be
used as a manifestation of civilisational progress for Ottoman government. Tiyatro, did
not contain a caricature on this, but shared Latife’s bias through some fictional public
reactions published upon the opening of the subway line in January 1875: someone had
allegedly found it scary to travel underground, while for some others ‘one must be crazy
to take the subway.1>* The major driving factor behind these reactions must have been the
concessions, of which both Latife and Tiyatro were very critical, as shown in the example
of tramline company.

French Engineer Eugene Henri Gavand was granted the concession to construct the
subway by the Ottoman government in 1868. To put the plan into action, Gavand estab-
lished a company first in Paris and then in London in 1872. Supposedly designed to pro-
vide convenient access from the finance district Galata to Pera, the subway must have been
seen as a very profitable venture, attracting numerous local and international investors
from the ruling classes, spanning wealthy bankers, merchants, and Ottoman bureaucrats,
aside from the significant number of shares held by the engineer Gavand himself. Shares
were distributed among the companies in Istanbul, France, and England, as shown by
Kentel. The French banker d’Erlanger from London and Camondo, the famous banker of
the Ottoman State and the owner of many properties in Pera, held the biggest shares of the
subway company. Other shareholders included Charles Helbig, a Levantine businessman
from Istanbul; Emile Deveaux, the deputy general manager of Ottoman Bank; Edhem
Pasa, the Minister of Public Works; and Ahmet Vefik Efendi, the Minister of Education.
More to the point, construction materials and mechanical components were supplied
from Europe, particularly France and Italy.!>*

A few months before the subway’s opening, Tiyatro let its opinion on the project be
known by writing: ‘as if the Tiinel company provided a significant public good for the
residents of Istanbul’ It then went on to estimate monthly and annual revenues of the
company based on the planned fare (40 para) for a single passenger, claiming that reve-
nues would far exceed the cost of construction that the company incurred.!>> Both Latife
and Tiyatro shared the view that the tunnel project was meaningless and did not benefit
anyone other than the company. As a matter of fact, ‘public good’ was supposedly a crite-
rion of the Ottoman government in the decision-making processes before the concessions
are given.!1>

Caricatures falling under the themes of alafranga, urban reforms, and transport means
could thus be thought of as subverting the government and dominant classes through
indirect satire. Yet, the question remains: How much did they influence public opin-
ion? Information about the reception and the political impact of Ottoman caricatures

153 “Istanbul ahalisince Tiinel'in Tesiri: Muhaverat, Tiyatro, no. 65, 18 Kaniin-i Sani 1290 [30 Jan-
uary 1875], 2.

154 Kentel 2018, 108-13.

155 ‘Galatanin Tiineli: ~Ey ne olmus bakalim. Sanki Tiinel irketi Dersaadet ahalisine biiyiik bir
hizmet etmis...” Tiyatro, no. 57, 2 Tesrin-i Evvel 1290 [14 October 1874], 2.

156 Celik 1986, 50-1, 74-5.
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in the 19th century is the most difficult to retrieve, also because no subscription lists are
available. It has been shown that Teodor Kasap was a politically influential figure of the
19th century'” and that Baronyan’s Tiyatro was a fierce correspondent of Teodor Kasap’s
humour gazette Hayal. Baronyan must also have been a noteworthy individual, consid-
ering that Bardakjian notes that his humour gazettes were closed after criticising some
Ottoman Armenian bureaucrats and the Patriarchate, bothering them enough that they
filed a complaint against him.1>8

5. Conclusion

Roughly from 1874 to 1875, the visuals in Tiyatro and Latife could mostly be character-
ised as straightforward illustrations rather than caricatures. It is thus astonishing to see
that Zuarchakhos contained plenty of illustrations using caricaturing techniques about
15 years before the first caricatures appeared in humour gazettes in Ottoman Turkish
script. The freedom of the Ottoman humour press, however, did not follow a steady or
progressive line of development in the 19th century. Press regulations requiring moral
instruction, while banning political satire and lampoonery, again allegedly for moral rea-
sons, defined the nature of the humour in the caricatures. The forms of humour that these
caricatures primarily employed were jokes and wit rather than satire and lampoonery.
Even when satire was used, it was usually gentle and blended with wit. Rare cases of polit-
ical and direct satire were punished, as in the case of Kasap’s gazettes. Most caricatures
were thus initially normative and humoristic rather than subversive and satirical. Satirical
nature of the caricatures increased as of 1875-1876 until the suspension of the humour
press during the Hamidian period.

In the 19th century, the discourse of morality, which is still used by politicians as a
form of populist discourse, especially in authoritarian states with traditional, paternalistic
societies, included elements of Ottoman political discourse. Morality as an ambiguous
concept provided the government with the justification they needed to impose a ban on
satire, particularly political satire, and lampoonery. Humour gazettes, tasked by the gov-
ernment with moral instruction, were also shaped by a discourse of morality. In this way
the government could also sustain the imagined conservative and communitarian society,
and thus moral ideology, at a discursive level. Taken as discursive formations, however,
these caricatures approached certain topics by raising them as moral issues, allowing for
indirect satire and indirect political satire. In Latife and Tiyatro, represented by Beys and
Efendis, Ottoman civil bureaucracy, merchants, traders of fashion commodities, bank-
ers, and entrepreneurs, some of whom were also involved in economic concessions, were
depicted as morally corrupt individuals for several reasons, in addition to capitalizing
on and profiting from urbanisation and new market conditions with unjust gains at the
expense of public well-being, they were all at once listed in the ironic list of ‘winners’” pub-

157 For most recent studies on Kasap as a political figure see, Elfenbein 2017; Benlisoy, $ahin and
Topal 2022.
158 Bardakjian 1979, 88, 12-5; 144-5.



https://doi.org/10.5771%2F2625-9842-2026-1
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

Laughter and Morality 45

lished by the two gazettes. Alafranga luxuries and overspending on the part of the ruling
classes did not comport with Ottoman middle class economic values and further dis-
tanced them from ordinary people. Laughter at the vanity, showing-off, and pretentious-
ness of the dominant classes was just one of many continuities between Zuarchakhos and
later Ottoman humour press exemplified by Latife and Tiyatro. The latter then brought in
the topics of urbanisation and transportation from the perspective of their own historical
background. As an Armeno-Turkish gazette Zuarchakhos can be thought of mainly as a
community gazette, whereas Tiyatro and Latife were published for the wider Ottoman
public. Of the three gazettes, Tiyatro wrote the boldest and most satirical content.

These caricatures are best understood with the accompanying textual parts of the
gazettes. A second reading reveals that inner criticism of these caricatures were the social
inequalities, spatial segregation, and lack of public responsibility that these gazettes
observed and raised as moral issues. These were the results of profit-driven and socially
exclusive urbanisation and transportation, providing no ‘public good’ and only benefiting
the ruling classes, according to these periodicals. These aligned with the findings of the
revisionist scholarship on the transformation of 19th-century Istanbul, beyond a mod-
ernist interpretation. All in all, these caricatures indirectly subverted the government and
the ruling classes on behalf of the ‘ruled, maintaining the tradition of Ottoman verbal
humour. In shadow theatre, Karagdz always beat Hacivat, providing emotional relief from
the dominance of the ruling classes. Caricatures as historical materials are underappreci-
ated, considering the unique evidence they can offer due to their historical context. As a
final remark, this article has attempted to contribute to the study of little-known Arme-
no-Turkish humour gazettes, as an integral part of the Ottoman humour press. Indeed,
there were many continuities between Zuarchakhos and later humour press, although the
gazettes of the Ottoman Armenian community were conceived as isolated cases in both
Armenian and Turkish national historiography.
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Abstract

The Ottoman Empire is examined through the eyes of the satirical press in the Grand Duchy of Fin-
land of the Russian Empire from 1908 to 1914. A view from the periphery and through visual satire
offers a more encompassing understanding of world politics at the time. Empires, nations, and their
metropoles promoted essentialised, monolithic representations that continue to resonate today and
have actively occluded from sight a much more contested structure of global politics based on a
variety of intra- to inter-imperial configurations. What was portrayed at the time as a stark divide
between the Ottomans and Europe becomes merely a staged theatre act played out by empires
when seen through the eyes of Finnish peripheral observers. The Ottoman Empire represented just
another reference point through which the ills of the wider system could be portrayed and inter-im-
perial conflicts could be critically compared against intra-imperial politics. As such, the need for
transnational analyses is highlighted across metropole-periphery and Eurocentric divides to under-
stand what was comparable and commensurate in the eyes of contemporaries and how. By doing
so, I contribute to works that seek to deconstruct historical dichotomies and metropole-centrisms.

Keywords: visual satire, Grand Duchy of Finland, Ottoman Empire, intra- and inter-imperial,
periphery

1. Introduction

This contribution offers a perspective on the Ottoman Empire on the stage of world
politics in the early 20th century as viewed from the periphery of the Russian Empire,
specifically the Grand Duchy of Finland. As a consequence of its struggles to maintain
autonomy within the Russian Empire, Finland fostered a lively political imagination of
world affairs, including the publication of several visual satire magazines commenting
on local and world affairs. Following the developments of world politics and different
empires was a means for the Grand Duchy to position itself most prudently within global
developments and thereby secure a more advantageous place within the Russian Empire.
As such, Finnish views of the Ottomans highlight the global circulation of ideas and also
present a non-sovereign peripheral view, against the grain of imperial sovereign power.
From this perspective, the depiction of the late Ottoman Empire in the Finnish satiri-
cal press, first, underlies a view of hypocritical and greedy Great Power politics that det-
rimentally undermine their own foundations. Second, the importance of comparisons
across empires and their peripheries is a key aspect of the Finnish imagination around
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the Ottoman Empire. Finnish actors sought to navigate global politics as a peripheral,
non-sovereign state amidst sovereign empires. To make this distinction, an important
comparative aspect was to juxtapose intra-imperial and inter-imperial relations and poli-
tics against each other.! Finns then did not view the Ottomans as a comparable ‘other’ or
engage in direct comparisons as most imperial metropoles did.2

The political satirical imaginary about the Ottoman Empire in the Finnish perspec-
tive pitches imperial power politics, which Finland saw itself subjected to as well, against
the desire for maintaining and abiding by an international status quo of almost apoliti-
cal imperial sovereignty, distanced from local and national politics. Lastly, this chapter
reflects on how, from this Finnish perspective, the rise of independent nation-states and
finally the Turkish Republic, through the dismantling of the Ottoman Empire, appeared
to signal the ills of the era for weak, non-sovereign nations. Perhaps paradoxically, the
decline of the empire was largely considered a tragedy and an unfortunate event.

1.1 Visual Satire, Symbolic Power and Historical Analysis

Visual satire makes fun of political developments by exposing true intentions and draw-
ing connections between actors and positions that otherwise aim to portray themselves
as separate. The Finnish views on the Ottoman Empire are a case in point. By compar-
ing the Ottomans to other empires, these satirical images could question the constructed
images of European empires versus others as well as their self-proclaimed reasoning and
motivation on the world stage. Satirical images, then, offer a particular window especially
into analysing history as it was seen unfolding by contemporaries and as such also into
symbolic contestations that were being played out.> What did the peripheral Finns point
their finger at and laugh in looking at the Ottomans? By asking this question, we can begin
to unpack those contestations and the pretensions that were going on at that time and
distance them from the mainstream historical narratives constructed retrospectively, and
often from more metropolitan, methodologically nationalist, or Eurocentric perspectives.*

1 This comparative framework between intra-imperial and inter-imperial politics, based on the
historical context of the time, is followed in this paper. For more on the intra- and inter-impe-
rial framework, see Korhonen 2025a.

2 This highlights the need for transnational analyses across metropole-periphery and Euro-
centric divides to understand what was comparable and commensurate and especially how
things were seen as comparable and commensurate in the eyes of contemporaries. For exam-
ple, a focus purely on the Ottoman metropole—or the British metropole for that matter—will
provide a limited understanding of the visual satire of the era. See also Kollatz and Wagner
forthcoming.

Korhonen forthcoming.

4 This article joins recent efforts in using visual satire in historical analysis not as representa-
tions of past events ‘as they really were’ or as supplementary to other sources, but as having
a particular kind of agency in their own right in shaping historical narratives and offering a
view into the politics of history of the time, often especially as it played out on the international
stage. See also Scully et al. 2025.

w



https://doi.org/10.5771%2F2625-9842-2026-1
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

Scofting at Empires 53

Particularly, in bringing complexity into our historical understanding and incorporat-
ing a viewpoint that seeks to critique imperial relations as they were constructed by the
empires themselves—a perspective replete with Orientalism and self-appraisal in the case
of other empires’ views on the Ottomans in the early 20th century-this analysis of visual
satire of Ottomans on the world stage, but from a non-imperial and peripheral perspective,
also builds upon the work of Aydin-Diizgit et al.> They argue that ‘stressing the historical
variations in identity representations and images [...] bears a high degree of contempo-
rary political relevance’® They suggest that historical variation helps counter the re-pro-
duction of previous antagonistic historical representations of the Other in today’s politics.
In this case, a focus on the one-sided, orientalist views of European empires towards the
Ottomans have been mobilised to justify neo-Ottoman views and have as such repro-
duced some of the same symbolic contestations and projections that the Finnish satirical
press was making fun of and the European powers asserted.

This analysis is based on images selected from four major political satire journals pub-
lished in the Grand Duchy of Finland between 1905-1915 (Fyren, Tuulispdd, Kurikka,
and Velikulta).” This was the period during which the Ottomans featured most promi-
nently in these visual satires, due to the constitutional reforms in Russia and the Ottoman
Empire as well as the Balkan independence movements, the Balkan Crisis and Wars, and
thereafter the Ottomans’ participation in the First World War.

Here it is useful to point out, as will be discussed below, that at the time in the Finnish
press and in the images included here the concept of Turkey (Turkki), the Sultan (sultta-
ani), and Ottomans (Osmania) are used interchangeably to denote the Ottoman Empire
and specifically its sovereign status. Specifically in visual satire, the Ottoman Empire was
in fact more often referred to as Turkey.

For this study, I identified 31 images that clearly made reference to the Ottomans or
Turkey. Minor references, sidenotes, or portrayals were more abundant but not useful for
analysing the Finnish view on the Ottomans in particular. After a preliminary analysis, 11
images that most directly depict the Ottomans and Turkey and also offer varied views on
them were selected for a more detailed description below. The images left out did not offer
alternative views differing from those presented here.

I begin by describing the Finnish political satirical imagination of the Ottoman Empire.
I then contextualise that description through how the Ottomans were generally perceived
and portrayed in Europe and-against that background-by highlighting what was specific

5  Aydin-Diizgit et al. 2022a, 2022b.

Aydin-Diizgit et al. 2022b, 22.

7 The four journals represent four different political movements in the Grand Duchy of Finland.
Now and then Finland was a bilingual state, and one of these periodicals—Fyren—was pub-
lished in the Swedish language and the three others in Finnish. While the journals™ political
stances varied domestically, they all supported Finnish autonomy, and their views on imperial
and global politics were close to each other, as the analysis in this paper also shows. Kurikka
had the fewest relevant images, and as such perhaps the most domestic focus. As a result, no
images from Kurikka were ultimately included in the analysis. I have discussed these journals
in more depth in other publications; see Korhonen 2019 and forthcoming.

(o)}
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about the Finnish imagination regarding the Ottomans and what this difference might
contribute to wider historical analysis.

2. Perceptions and Portrayals of the Ottoman Empire in Finland

Here I analyse and describe 11 representative portrayals of the Ottoman Empire in the
Finnish satirical press. The images here run from 1908 to 1914 and are connected to con-
stitutional reforms and then the Balkan Wars and the First World War and international
diplomacy around them. Main identifiers of the Ottoman Empire are clothing, the Sul-
tan’s recognisable face, the crescent moon, and references to a ‘sick man’ or to a fur coat.
The latter is based on a wordplay in Finnish that featured often in the satirical images. In
Finnish, ‘turkki’ means a fur coat and “Turkki’ means Turkey. The sultan is therefore often
represented wearing a fur coat. In one image even just a fur coat and a fez hat are sufficient
to denote the Ottoman Empire/’Turkey. In my empirical sources, the concepts “Turkki’
or ‘Turkin sulttaani’ meaning the Sultan of Turkey were used interchangeably with the
concepts of the Ottomans or the Ottoman Empire.8

Throughout the images certain general themes and motives are recognisable. Most of
the time, the Ottomans are depicted in comparison or interaction with empires or with
the small states of the Balkans such as Bulgaria, Montenegro, or Serbia.® In many cases,
the Ottomans are being mistreated by the others in concert. The Ottomans are usually
seen as not worrying about change and the dangers to them and around them or being
oblivious to them. Relatedly, the Ottomans are seen as identifying with the international
‘status quo’ vis-a-vis change. Unlike the other empires, and in contrast to portrayals in the
French or British press, the Ottomans are not portrayed as conniving but rather as simply
being left out.

Following the creation of imperial constitutions in the Russian and the Ottoman
Empires, the satirical journal Fyren compared the two constitutions. Giving a positive
view of the Ottomans, the visual satire in question made fun of the Russian constitution
by also displaying the two constitutions as the physical constitutions of the characters
representing the two empires. Similarly, the term hangers refers here to clothes hangers or
gallows, which one can see pictured on the Russian side.

This visual satire follows a long-term trope in the satirical press of the Grand Duchy
of Finland. From the perspective of a non-sovereign, small, and peripheral state, com-
parisons of various empires lent themselves to mockery and political ridicule, especially
of Finland’s own host empire, Russia. The topic of Russian failures at its constitutional
reform was made even more politically comical by Finland’s own success in parliamen-
tary reform. Reading the caption we notice that the satire also pokes fun at Russia’s atti-
tude toward the Ottoman Empire. The two empires often compared themselves to each

8  Inthe one Swedish-language Finnish source that I analyse, the journal Fyren, the Finnish play
on words does not work and we find the term ‘Osmania’ in use.

9  Though in many cases in these portrayals, it was not even deemed necessary to specify which
small state was in question.
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Figure 1. Fyren, 29 August 1908.

‘Two Constitutions. ‘Osmania: Won't you congratulate me, little mother, on my new

constitution? Russia: What a constitution! Without pads and bandages, without
hangers! A Turkish “constitution’, Thyi!”
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other, and Russia sought to portray the Ottomans as even more uncivilised and barbaric
than Russia itself; in effect they competed at modernisation efforts. The Finnish portrayal,
however, makes fun of the hypocracy underlying these projections.

While the new Ottoman constitution was celebrated, at the same time the position of
the empire on the international stage was recognised as declining. It is important to note,
that from the Finnish perspective these two aspects were not problematic. An empire
with a strong constitution but little strength and ambition was seen as beneficial for small
nations and autonomous politics. However, as the caricature in Figure 2 shows, this brings
about the problem of what other powers would do. In the picture, Germany, Italy, Greece,
Bulgaria, Austria, France, Russia, and England are shown as supposedly peacefully smok-
ing an Ottoman-style pipe together, with Turkish tobacco. However, we can see that in
reality they are ‘waiting for the inheritance, getting ready to attack each other to claim the
spoils from Turkey’s downfall (depicted by the ailing sultan).

This image represents a Finnish viewpoint that was repeated several times in my
sources, highlighting the bad intentions and greedyness of other international powers
regarding the Ottomans” weakened position. This visual satire was published following
the Bosnian Crisis, the announcement by Austria-Hungary in early October 1908 of the
official annexation of Bosnia and Herzegovina.

As a result of the Balkan Wars starting in early October 1912 and the Italo-Turkish
War preceding it, the Finnish journal Fyren portrays the death of Status Quo in Figure 3.
Only the Ottomans are shown as trying to uphold the symbolic Status Quo, while the
Balkan nations are attacking it. Importantly, the other Great Powers and international
diplomats are shown to be happily looking with no intention to intervene. This was seen
as the end of the post-San Stefano geopolitical order, as referenced in the visual satire. In
an imagological interpretation, ‘His Excellency Status Quo’ here is a personification of
the changing imperial politics and the instrumentalisation of the nationalities question as
part of inter-imperial conflicts.

The fact that international and specifically inter-imperial status quo could be upset
and the question of national development could be made a tool of Great Power interests,
brought in from the intra-imperial sphere of politics, was a troublesome prospect for the
Finns. Other empires and inter-imperial politics were seen as crucial for upholding auton-
omy and resisting metropolitan interference in Finland’s national matters within the Rus-
sian Empire.!? Even if acting for reasons of self-interest, the Ottoman Empire is seen and
depicted here as the only party true to its word and the agreed upon order of things. As the
caption points out, at the time of his death this symbolic Status Quo was still a young man
of favourable appearance and in the prime of his age. It is as if those who brought it to the
world, except for the Ottomans, had now failed him and allowed him to die prematurely.

The Balkan wars were followed keenly in Finland, as the Finns saw new small states
challenge imperial power. Using an imagery similar to the previous one, the caricature in
Figure 4 made a mockery of the predicted outcome of the war vis-a-vis its actual outcome
and of the failure of traditional imperial diplomacy, represented again as the diplomat
Status Quo, to approach this new situation. We see the positions change between the Otto-

10 Korhonen 2019.
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Figure 2. Tuulispdd, 23 October 1908.
‘Waiting for the inheritance. And smoking the peace pipe while waiting’

N:o 43. — 6:des vuosik, ’ Lokakuun 23 p. 1908. Hinta 20 p.

Odottavat perinndn jakoa
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Figure 3. Fyren, 2 November 1912. (see next page)

‘His Excellency Status Quo. ‘From the Balkan peninsula we receive the deeply painful news
that the famous gentleman, His Excellency and statesman Status Quo has passed away, who
has also recently often been talked about in our newspaper press. He has died in battles—the
battles of Podgoritsa, Kumanovo, Kirk-Kilisse, Yskub, Elassano, Servia, etc. The unexpected
death has caused public consternation everywhere. All embassies are flying flags at half-
mast, and several courts have instituted 7-14 days of mourning for members of the rul-
ing houses. His Excellency Status Quo was still a comparatively young man of favourable
appearance. Born in Saint Stefano in the memorable year of 1878, he was barely 35 years old
at the time of his death and has thus been pushed away in the prime of his age’

man Empire and the Status Quo with the ‘united states of the Balkans’ from the start of
the war to how it developed.

While taking a more favourable perspective on the Balkan states, this image continues
along the same lines of pointing out the loss of the stable existing world order. As such,
this visual satire juxtaposes empires and small states in war and in diplomacy and makes
fun of the fact that international diplomacy based on the agency of sovereign empires no
longer reflects the situation with international politics, as displayed by the Balkan war
and the Great Powers’ treatment of and with the Ottoman Empire. However, the success
of national movements against the Status Quo and empire was not seen as a favourable
development in Finland, who rather pinned its hopes on autonomy within imperial sov-
ereignty and saw conflicts between empires and nations as detrimental to the latter, driven
by inter-imperial interests and possibly erasing intra-imperial concessions and benefits
for small nations.!!

In an interesting intra- to inter-imperial connection, the caricature in Figure 5 suggests
that the actions of small states and peoples against the Ottomans were orchestrated by
the Russian Empire or at least ended up aligning with the Russian Empire’s aims. The
satirical dimension of this image highlights how inter-imperial machinations can under-
mine intra-imperial struggles as the separate national movements of the Balkans become
instrumentalised for the same Russian inter-imperial aims.

From a Finnish perspective, it would be much more beneficial for small states and
nations to live under pacified, weakened, or, as the picture depicts, sleeping empires
rather than participate in or take sides in inter-imperial conflicts. In other words, as
we can interpret imagologically through the hidden strings orchestrating each individ-
ual nation’s actions, without Russian puppeteering the Balkan nations could have bet-
ter advanced their individual goals, while also remaining true to the idea of pursuing
separate endogenous national interests that was seen as the foundation of small nations’
right to autonomy. Weakening the Ottomans and strengthening Russia was not seen as
a favourable development for the small nations under the Russian Empire. In this vein,
many of the images I analysed find some of their satirical power in juxtaposing a universal

11 See, for example, Korhonen 2019, 2025a, 2025b, forthcoming.
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Fig. 3. (for caption see left)
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Figure 4. Tuulispaa, 8 November 1912.

‘Tuulispad’s War Map. As the war started: the Sultan of Turkey and the diplomat
Status Quo pity the united states of the Balkans. As the war continued: The united
states of the Balkans pity the Sultan of Turkey and the diplomat Status Quo.

TUULISPAA

TUULISPAAN SOTAKARTTA.

Kun sota alkoi: Kun sotaa jatkui: "
Turkin sulttaani ja diblomati Status Qvo siélivit Bal- Balkanin yhtyneet vallat saalivat Turkin sulttaania
kanin yhtyneitd valtoja. ja'diblomati ‘Status ‘Qvo'ta.

ENGLAND y & AMERICAIN €

| Fay PUOLI KUIVA < -KUIVA -

L (VALKONENETIKETT) Samp-anjain Kuningatar (KemAINEN ETIKET) s
N:o 45 — 10:s vuosik.
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Figure 5. Velikulta, 11 November 1912.

‘The faith of Turkey/the fur coat’ ‘Old man Balkan, Old man Balkan, was
a manly man. When he beat Christians for no reason, he knew his own
path. Now he’s an old man, now he’s an old man, a man completely gone.
Out of Europe, out of the whole world, he has possibly passed. Its fur coat, its
fur coat, who tore it apart? Small enemies, peoples of all kinds, whomever
they knew. Its fur coat, its fur coat, they tore up it once and for all, but they
were led by a giant, who was always thinking of his own profit.

Helsingiss#, marrask. 11 p:na 1912.
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understanding of the lot of small nations in a world of Great Powers against the particular
developments in the Balkans.

Continuing along similar lines with the four previous images, the caricature in Figure 6
made a mockery of the Great Powers’ efforts at peace. The visual satire portrays the small
state (Albania?) as the real hero against the disappointed Ottoman. Moreover, it portrays
the European powers as intervening with false intentions, as the real pack of robbers in
the Balkans, falsely presenting themselves as ‘doves of peace’ when in fact they are ravens
coming to claim the spoils of the conflict. The visual satire critiques how the Great Powers
positioned themselves as arbiters of peace, while, in reality, they were complicit in esca-
lating tensions and sided with different factions depending on their own interests. Their
supposed ‘peacekeeping;’ efforts were seen as a pretext for maintaining a balance of power
that favoured their inter-imperial geopolitical goals over the interests of the small nations
fighting for their rights.

The visual satire takes the side of small states against imperial diplomacy and spe-
cifically European powers, who are intervening only once it has become clear that the
sovereign Ottoman Empire would be on the losing side. Overall, the imperial politics
around the Balkan Wars were seen as a dangerous factor that undermined existing power
relations even when supporting the cause of small nations locally.

From the Finnish perspective the ambitions of the newly independent states were seen
as dangerous, in that by relinquishing older forms of imperial rule and often somewhat
autonomous intra-imperial politics, independence exposed the states to ruthless inter-im-
perial Great Power politics and interests as seen here as the arrival of the false ‘doves of
peace’ once the fighting has ended. It was considered easier to fight intra-imperial strug-
gles against the metropole in one empire, than it was to expose them to the full gamut of
inter-imperial power struggles. Finns themselves did not at this point seek independence
from Russia or imperial rule in general, but hoped for a peaceful and non-intervening
sovereign rule, kept at bay by the international system. In short, strong peripheral auton-
omy within sovereign imperial rule, enforced by the international system, was seen as the
most favourable solution for a small state.

This leads us logically to the caricature in Figure 7, which makes fun of what happened
to Bulgaria, Montenegro, Serbia, and Greece after they challenged the Ottomans. The
visual satire is a commentary on what followed from the Balkan nations victory over the
Ottoman Empire. It symbolises how empire has the last laugh despite the seeming initial
success of the small states. The Finnish perspective expressed here is one of irony and
criticism, pointing out the absurdity of the Balkan states’ behaviour and how their actions
ultimately led to further conflict. The visual satire reflects Finland’s awareness of the vol-
atility and dangers of shfiting intra-imperial struggles to the inter-imperial sphere. The
next caricature published just a day later follows this theme as well.

The caricature in Figure 8 brings the previous viewpoints on the Balkan Wars nicely
together and portrays political developments in the Balkans as a puppet show where
larger imperial powers (in this case again Russia) use small states for their own benefit.
Then, despite initial success, the end result will not be beneficial for the smaller actors, as
the caption clearly states.
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Figure 6. Fyren, 24 May 1913.
‘The “pack of robbers” of the Balkans, ‘The European doves of peace are coming’

Helsingfors, den 24 maj 1913.

Pris 25 penni.
ORGAN FOR SAMHALLSSATIR OCH HUMOR.

Balkans ,rofvarpack.
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Figure 7. Tuulispas, 11 July 1913.
‘War on the Balkan Peninsula. A play in two acts. First act. Second act.
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Figure 8. Velikulta, 12 July 1913.

Captions: ‘The latest stage in the puppet theatre of the Balkans’ “‘When the sick
man slept, his fur coat was ripped away, but then about its pieces, they got into a
fight. Now the sick man awakens and takes the fur coat back.—Oh, should those
who care also not awaken now? Why must the small live precariously for the
sake of the big? They can be thrown away, once a new play commences.

N:o 14 Heindk. 12 p. 1913

HULIVILI
HURJALLA
LUOANOLLAN |
REISUUN
OLEN PANT

Lo Vo rgen 1973,

Kun sairas mies se nukkui, Taas herdd sairas mieskin Miks" sorluin saavat pienet

niin {urkki revitiin, ja viepi turkin pois. vuoks® eldd suurten vaan?
vaan sillen rickaleista — Ab, eikd valittajiin -~ Ne nurkkaan joutaa, kunhan
sen riitaan johduttiin. mybs aika nousta ois ? vain leikki vaihdetaan.

DEWAR'S ~ White Label  WHISKY.
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As in Figure 5, the puppet show metaphor draws attention to how the smaller Balkan
states were used and discarded by the Great Powers, in this case Russia. The satire also
mocks the nationalism of smaller states when it becomes instrumentalised for the ends
of inter-imperial conflict. While Balkan nationalism was a significant force, this visual
satire suggests that the Great Powers undermined its significance on the imperial stage.
Additionally, the comedic elements—such as stealing Turkey’s fur coat-are more than just
humourous; they are a pointed commentary on the absurdity of the geopolitical struggles
of smaller states in the larger imperial game, fighting for tiny pieces of the Ottoman’s fur
coat without changing their actual lot and fate.

This questioning of international diplomacy of the Great Powers vis-a-vis smaller states
was a persistent trope in the satirical press of the Grand Duchy of Finland. A similar obse-
vation was made by Tobias Heinzelmann in his comprehensive study of the Balkan Crisis
from the perspective of the Ottoman satirical press, though with the crucial difference that
for the Ottoman press the small Balkan states themselves begin to lose meaning and the
satire turns its focus purely on the inter-imperial puppet show.!2 Heinzelmann writes that
‘The Balkans are no longer even the object of their dispute, but merely a tool’!*> Whereas
the Finnish gaze was to a larger extent anchored on the similarity of Finland with the
small Balkan states as the ‘stage’ of that puppet show and the satire focused on what would
happen to them afterwards.

The same difference is reflected in how the idea of nationalism is approached in the
visual satire. The Ottoman satirical press inclines towards taking at least Turkish nation-
alism seriously, finding its sources of satire elsewhere.!* Whereas the Finnish press con-
tinues to mock the idea of serious or real nationalism in contrast to the much more real
Great Power politics. In my analysis this difference highlights the contrast between satire
about international politics from the periphery versus the metropole.

The caricature in Figure 9 takes us to the First World War. While the Ottomans are no
longer portrayed as the last and lone defenders of the status quo, their role in the war is
compared positively against that of Germany. Ottoman wariness is understood in rela-
tion to Germany’s war-mongering, both stemming from futile imperial ambitions and
connecting the earlier Balkan Wars to the First World War. Indeed, in other visual satires
depicting only Germany, we can detect general criticism of Germany’s politics in the First
World War, even if Germany were to arrive to help the Finnish Whites in the civil war
in 1918. While censorship likely affected the fact that Finnish visual satire during WW1
focused on the Central Powers, this did not matter so much from the Finnish perspective,
which, as we have seen, liked to compare and connect the imperial ambitions and con-
flicts of all the Great Powers with each other, often highlighting general futility and hypoc-
racy over taking sides. In this tradition, during the war indirect criticism could address the
wider geopolitical situation without directly targeting the Russian Empire in the same way
as we see in the earlier images.

12 Heinzelmann 1999, 264.
13 ibid.
14 ibid., 272
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Figure 9. Velikulta, 12 October 1914.

‘During Autumn Rain. ‘Frans-Joseph: Listen Willy! These Autumn rains ended up
lasting longer than you predicted. My umbrella is nearly broken, and no clear skies
or salvation are in sight. Willy: Nothing in sight but that sick man, who always turns
away when I look at him. But let us hope, Frans, because it is good to ‘live in hope’
Frans-Joseph: If it keeps going like this, we will turn into sick men too.

N:o 20 Lokakuun 12 p:néd 1914,

HULIVILI
HURJALLA
LUONNOLLAN |
REISUUN
OLEN PANT

oS

’ - E)IE[N

ey

Frans-Jooseppi: — Kuulehan Ville! Nami sy herkesivatkin pit iksi kuin ennustit. Minun suojani on jo melkein
rikki, eiké vield nay poutaa eika pelastusta.

Ville: — Ei nily muita kuin tuo sairas mies, joka aina kidntyy pois kun hineen katson. Mutta toivotaan, Fransu, silld ,toi-
vossa on hyvi elsi®,

Frans-Jooseppi: — Mutta kylli tissd meistakin pian t4lld kurin sairaita miehid tulee,

Helsinki, P, Esplanadik. 39. 2 kerros. Huom.! I Iuokka. Uusi johto. Bamiaista klo 9—2, johon
RAVINTOLA Kkuuluu voileipipdytd ja useita limpimid ruokalajeja a 1: 25. Paivillistd klo 3—7, johon kuul. voileipé-
METROPOL OV | povts, liemiruoka, kala tai paisti ja kahvi 2 1: 50, useamp. lampimis ruokalajeja Korkeampiin hintoihin.

Tllallista klo 8—12, voileipapoyti ja useampia lampimii ruokalajeja & 1:25. Huom.! Teatteri-illallisia.
A la carte koko piivan. Huom.! Asken korjailtuja yksityishuoneita 1oytyy yleison kaytettavind. Useam-
pia huoneita pianoineen. Huom.! Isompia huoneustoja kokouksia ja seuroja varten. Huom. Auki koko vuoden ympdri. Tilauksia
puhelimella 13 66. Huom.! Uusi johto, ————— Kunnioituksella C. A. GRONHOLM ———— Huom.! Uusi johto.
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The caricature in Figure 10 suggests the need for reforming and reinvogorating the Otto-
man Empire, with the fez, coat, and crescent moon pointing to abandoned symbolic claims
for empire. Following its downfall, similar opinions could be read in the Finnish press,
regretting that the new Turkish republic had thrown away its claims to sovereign impe-
rial rule and opted for the route of an independent nation-state.!> Turkey, with its double
meaning, also referring to the fur coat (turkki) that we have seen the sultan wearing in the
previous images, is shown without its wearer and in need of a cleaning. Indeed, the downfall
of imperial rule was seen as a dangerous development in Finland that could compromise
the nation’s gains in autonomy and democracy, especially against Finland’s own imperial
metropole in Russia. Up until the very last moments, Finnish actors sought imperial realign-
ment rather than following the path of national sovereignty, which was considered to expose
a small nation to detrimental inter-imperial conflicts, as the previous images have shown.

Finally, the last caricature (Fig. 11) presents the supposed passivity of the Ottomans in
a more understandable light. The German and Austrian empires are shown as luring the
Ottomans into war through a ‘thousand and one lies] Against this comparison, the Sul-
tan’s inaction appears more reasonable and intelligent, not simply as the weakness of a
‘sick man. This again highlights dislike towards inter-imperial conflicts from the Finnish
non-sovereign perspective and reflects the larger Finnish critique seen in the earlier por-
trayals of how imperial powers use deception and manipulation to drag smaller states into
wars. The Ottoman passivity, in this context, becomes a form of strategic resistance and the
Sultan’s inaction might be seen as a deliberate choice to avoid the destructive consequences
of inter-imperial warfare.

3. Perceptions and Portrayals of the Ottomans in the Russian Empire

In the Russian Empire, of which the Grand Duchy of Finland was a part, the Ottomans
were a subject of intrigue, not the least because ‘Russia was more frequently at war with
the Ottoman Empire than with any other power !¢ Secondly, the Russian Empire itself
was subject to European Orientalism and sought modernisation in parallel to the Euro-
pean empires. The Ottomans therefore represented an important comparison of another
similar case.

Viktor Taki writes that

at some point, Russian accounts of the Ottoman Empire started to follow closely the
Western model of Orientalist description. While reproducing these tropes, Russian
authors made their own contribution to the growing currency of Orientalist discourse—
one that was distinct not so much because of Russia’s special historical relationship
to Asia as due to its persistent marginality within the symbolic geography of Europe.
Continued references by Westerners to Russia’s ‘semi-barbarous character’ were merely
one manifestation of this marginality.!”

15 Bavbek and Korhonen 2024.
16  Taki2011, 321.
17 ibid., 323.
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Figure 10. Velikulta, 19 November 1914.

‘Time for a major cleaning! I see! So I must still brush the old fur coat [turkki] too and
beat it clean. It might not survive the cleaning. But cleaned it must be.

1914 VELIKULTA Niro 23

: John Paischeff ; Huonekaluliike

Agros-yhtisn liikepalatsi

on Suomen suurin ja parhaiten lajiteltu huonekaluliike. Monipuolisin
varasto parhaita rautasénkyjd. Hinnat tunnustetusti huokeimmat.

Suursiivouksen aikana.

Y
Wi
W
3 \\\/{'!!'

el

Vai niin! Vai on vanha turkkikin piiskattava. Ei mahtane kestdd. Mutta piiskattavahan se on.

Valoa ja varjoa. ja tarttui hymyillen tyton katoen kiinni. lysta, poika kalsoi sivulleen ja huudahti:
S Niin, jos’ voisimmel sanoi kainosti Katso tuolla  rannalla’ on ruuhil

Lyuo, luoden kulsoensa maahan ja kes-  Mika suloinon sattuma, nyt voimmo siis

aista metsipolkun sy~ voilloen lehahti vieno puna. jarvenpinnalla  viiloltaeny nauttia  Kesi-

ihanasta ra Ho istuutuivat ja olivat
stain loistaen suloinen aikaa, kunnes poika la

tomin; Emmehiin me voi

asneti kotvan illan ihanuudes
iz S

nalla teljo
jonku
stivat

tuu o elaa crillamme, ommehan, ja samalla veti
(A sorsapari rau-  han Lylon bellavaroen lihemmaksi ilse-
an

nnellen nautti miellytt ansa. seensa kayda aiseman.
aolon lunnellaan Emmehan me voi, virkkol Lyl16, ja Miten ihana illal aannahti vihdoin
Ehki ensi falvoen mennessd voimme  unlautui kokonnan pojan syleilyyn. IyLio

oman kodin perustaa, lausui vihdoin poika Hetken kuluttua herkesivat he sylei- Aivan jumalallinen! paasti sanal

Tilatkaa ajoissa Welikullan Joulunumero!
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Figure 11. Fyren, 27 November 1914.
A thousand and one lies. Schecherazade told a new tale every night, one more beauti-
ful than the other, but the Sultan put off striking from one day to the other.

Nio 43—45. (Arg. 17.) Helsingfors den 27 november 1914. Pris 50 penni.
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ORGAN FOR SAMHALLSSATIR OCH HUMOR.
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.Schecherazade beritiade hvarje natt en ny saga, den ena vackrare an den andra, men sultanen
uppskodt dag frin dag att sla till*.
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Moving beyond this empire-to-empire comparison, a view from the periphery of the Rus-
sian Empire allows us to decentre the perceived and constructed dichotomies of imperial
and civilisationalist politics. In contrast to what Taki writes, a view from the Russian Empire
is in fact a composite view that includes the metropole and various peripheries. One can
only guess what Taki means by a ‘Russian account, as many marginalised or peripheral
groups participated in activities also in the metropole or published in Russian in the periph-
eries. And as I have shown here, at least one account from the Russian Empire did not abide
by Taki’s analysis. Taki’s methodologically problematic definition of his units of analysis is
unfortunately quite prevalent and tends to follow the imagined and metropole-centric con-
structions of Great Power politics instead of analysing and unpacking them.

While empires and their metropoles may have sought essentialised and monolithic
representations, in reality those political imageries actively occluded from sight a much
more composite structure of politics and worldviews based on a variety of intra- to
inter-imperial configurations. For metropolitan colonial powers, the interest was to iso-
late their intra-imperial rule from harmful comparisons and even possible alternatives, as
Deliana discusses regarding the Dutch East Indies and the colonial regime’s portrayals of
the Ottomans there.!8

Representing another such composite viewpoint discussed here, in the Grand Duchy
of Finland there was widespread interest in borderlands comparisons, that is, understand-
ing and analysing the world through cases outside metropolitan imperial rule. In this
regard, Finnish observers stood out from the metropolitan views in the Russian and other
imperial metropoles.

On the other hand, Finns followed Taki’s undefined generalisation of ‘the Russians’ in
that

another, no less important, aspect was a certain distance from the Western nations that
Russians maintained in their role as both ‘apprentices’ and ‘critics’ of European civili-
zation. Through their manipulation of Western Orientalist idioms, Russian observers
of the Ottoman Empire both asserted their membership in this civilization and ques-
tioned its meaning.!’

Especially through comparisons and complexifications, Finns sought a similar escape
from strict essentialised and monolithic dichotomies, such as European and non-Euro-
pean, civilised or barbaric. As we have seen, the Finns were more interested in compar-
isons of inter-imperial politics in general, especially in the context of their reality versus
their image and their relations to small states and nations.

As such, for the Finnish observers of the turn of the 20th century, the Ottoman empire
was not the oriental or Eastern ‘Other; but rather an imperial power equally implicated in
the oppressive politics of Great Powers against progressive local and autonomous move-
ments in smaller polities. In this role, the Ottoman Empire often represented a reference
point through which the ills of the wider system could be portrayed and inter-imperial
politics critically compared against intra-imperial politics.

18 Deliana 2024.
19  Taki 2011, 324.
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3.1. Finnish and European Portrayals of the Ottomans

The Ottoman Empire was commonly portrayed in European journals through what de
Smaele calls ‘the persistent power of Orientalist frames of reference, such as ‘latent Orien-
talism’ and the so-called Eastern Question.2°

In France, the construction of the Other sought

not only to explore Turkish other in a given context but it was also to construct cultural
differentiation, comprising of material characteristics such as their physical appear-
ances (fez, turban, gown, beard, angry and hunched look, etc.), and their abstract char-
acteristics (lack of intelligence, wisdom, and talent).?!

In the Finnish case similar physical characteristics and differentiation are applied to high-
light the hypocrisy of imperial relations and diplomacy, where the more powerful exploit
the weaker and in doing so reveal their true colours in the sense of becoming comparable
and similar to the Other.

In Britain, according to Odams, perceptions of the Ottoman were based on a more
general racialised civilisationalist logic:

Even in less negative accounts Turks were represented as a declining race, incapable
of attaining the standards of Modern civilisation. [...] Underpinning British ideas were
unequal relations of power. The overwhelmingly negative nature of representations
was part of the general change in perceptions towards the non-European world result-
ing from European expansion.??

For example, the British visual satire magazine Punch would repeatedly portray the
Ottoman Empire as a fat, older man scheming against or twisting the good intentions of
Europe portrayed as Lady Liberty. Alternatively, the Ottoman Empire was represented as
a young boy pupil scolded by Europe the teacher, again in the form of Lady Liberty. In
both cases, the images convey that the Ottoman Empire does not want to get on board
with the programme of civilisation that Europe is offering.?*

Importantly, according to Odams, the Eurocentric discourse where race, civilisation,
and progress combined into a global hierarchy developed only at the turn of the 20th
century. As such, the Finnish perspective offers an alternative way of portraying the Otto-
mans at the same time, before the First World War, and suggests that we should not take
the views of the Great Powers for granted and allow them to serve as the exclusive lens
through which we interpret events.

Odams continues, that in Britain ‘societies that were defined as “Oriental” were judged
in a comparative framework with Europe, which reinforced ideas about the superiority
of the latter! This framework was based on otherness of the non-European. Indeed, the

20 De Smaele 2017, 193-224; see also online abstract of the chapter. See also Tiryakioglu 2015.

21 Anazand Anaz 2021, 414.

22 Odams 1995, 272.

23 See for example Punch Magazine from these dates 23 April 1913, 30 July 1913, 4 June 1913, 14
January 1920, and 2 April 1913. Accessed at punch.co.uk on 18 December 2025.
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reason for portraying the Ottomans was not similar to the Finnish perspective. As an
imperial power, the Ottomans could be a reference point for the Grand Duchy in assess-
ing sovereign imperial politics as a whole. In other words, through the inclusion of the
Ottomans, the Finns could also question the reality and political motivation of empires’
portrayals of each other, beyond dichotomous divisions of European and the Other.

The Finnish were promoting an alternative framework of comparison. This framework
did not abandon ideas of progress or civilisation, but emphasised the role of small nations
as equal but oppressed seekers of progress who could also highlight the colonial and
inter-imperial underbelly of European metropolitan standards of progress. Effectively, as
the visual satires discussed in this paper tell us, the Finns attempted to bring nuance into
this comparative framework through two means. First, through comparisons of the impe-
rial powers between each other. Second, through comparisons of the treatment of empires
towards their intra-imperial minorities as well as comparisons of those minorities based
on their inter-imperial location and status, such as their treatment of the Balkan nations.
In short, the Finnish perspective sought to complicate various dichotomy-based com-
parisons upon which the more Eurocentric perceptions were based. Whereas the British
perception of the Ottomans during the same period was one where ‘[tJhe image of the
Turk as racially and religiously outside of Europe was the most significant and frequently
reiterated idea?*

The British perception, not unlike the French, sought to display racial and civilisational
hierarchies as essentialised and inherent-and as such pre-determined-to certain nations
and societies: ‘negative and often offensively racist language could only be justified by the
demotion of the Turk to the ‘anti-human specimen of humanity’ as the Liberal states-
man, Gladstone expressed it.?> As I argue elsewhere, the Finns themselves were looking
to move up the ladder of civilisational hierarchies and as such promoted a relational view,
where the position of a given society on the ladder of progress’ was to be understood and
analysed only through their position within global inter- and intra-imperial relations.?®
This meant that sovereign metropoles were not automatically more civilised. Their posi-
tion was also linked to intra-imperial relations, or their treatment of their peripheries and
colonies.

Questions of European versus non-European thus mattered far less. As the visual sat-
ire analysed above shows, the Finns sought to make imperial powers comparable and
would not have wanted to give, for example, the Russians a free pass for oppression
simply because they were seen as a backward non-European empire. Similarly, compar-
isons of the empires to each other promoted the idea that progress and civilisation could
be achieved through multiple paths, which also meant that some paths could be more
benign and less oppressive, especially regarding the metropoles’ treatment of colonised
and minority peoples.

Finnish women’s activists, for example, ranked the British metropole much lower due
to the fact the despite its great resources it had not achieved full women’s suffrage, an

24 Odams 1995, 273.
25 ibid., 274.
26  Korhonen 2025b.
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idea and achievement that was seen as a universal standard of progress, not one specific
to any given race or country. For the Finns then, peoples and states could move both up
and down the civilisational ladder. The Ottomans were seen as moving down, but the
European Powers were equally seen as exploiting the misfortunes of the Ottomans and in
doing so denigrating themselves vis-a-vis others, like the Finnish and the Balkan states,
whereas, for the British, {[w]riters express the idea that the decline of the Ottoman Empire
was both natural and inevitable and presented this process as a vindication of the supe-
riority of European progress and civilisation?” The Finnish perspective offers an almost
opposite view to this.

4. Conclusions

How we understand historical perceptions and symbolic imageries of unequal relations
matters for today’s politics. As Aydin-Diizgit et al. suggest, anti-Western historical myths
in Turkey today are largely based on the similar dichotomous divisions that underpinned
the original Western orientalisms and their construction of the Other. They write that the
‘mythologization of late Ottoman Empire’s relations with European powers in the 19th
century mobilizes contemporary populist anti-Westernism in Turkey’?® A limited and
dichotomous idea of how Turkey was perceived hides from sight marginal and minority
positions just like that of the Finnish image of the Ottomans in the early 20th century. As
such, Turkey’s usage of history today, in focusing purely on European metropolitan ori-
entalist views of the Ottomans, does the same work as those orientalist views themselves
originally did in hiding from sight a more nuanced and complex understanding of the
Ottoman Empire’s place in international politics.
Aydin-Diizgit et al. continue,

the mythologized reduction of the historical process to an eternal struggle between the
binary dichotomies of friends versus enemies empowers populist leaders in unifying
their support bases in society around a national Self defined through a mythic history
and morally discrediting their opponents using the judgements of history.?

This was exactly the outlook on the self and the Other in international politics that the
Finnish political imagination tried to deconstruct and complexify by making fun of impe-
rial politics through comparing them to each other and to smaller nations.

In the case of the Ottoman Empire, the satirical press of the Grand Duchy of Fin-
land decentres the typical Eurocentric discourse and questions the legitimacy of impe-
rial power structures. Humour, irony, and visual exaggeration are used to complicate the
dichotomies of civilised vs barbaric and instead advocate for a relational understanding
of history and politics—one that takes into account the perspectives of smaller states, their
experiences within larger imperial systems, and the difference between non-sovereign

27 Odams 1995, 274.
28  Aydin-Diizgit et al. 2022a, 514.
29  ibid., 518.
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intra-imperial and sovereign inter-imperial politics. Such an approach remains relevant
in today’s political climate, where historical myths and simplified narratives often domi-
nate discourses and the international order, despite its rhetoric, is unable to guarantee the
sovereignty of small states against Great Power politics.

From the viewpoint of a small peripheral state, I contribute to and build on Aydin-
Diizgit et al’s work on complexifying our idea of historical perceptions and their con-
struction. For this particular purpose, visual satire is an excellent type of source material,
as I argue elsewhere regarding its capacity to reveal historical alternatives and to iden-
tify—as Aydin-Diizgit et al. also suggest-more polymorphous agencies of historical actors
against the monolithic agency of essentialised Europeans and their others.>

The analysis of visual satire across traditional comparison points can highlight the
importance of symbolic contestations in delimiting our understanding of historical nar-
ratives and developments. This is crucial in countering the kind of uses and abuses of
history that Aydin-Diizgit et al. point to in writing that ‘history is often invoked to cement
arepresentation of the Other as the eternal enemy in order to justify exclusion and antago-
nism. That is why stressing the historical variations in identity representations and images
[...] bears a high degree of contemporary political relevance’3!
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Caricatures as a Means of Communication in the Late Ottoman
Context: Rifgi’s Cairo in the 1920s, a Scene on the Tram

Abstract

The cartoonist Rifqi (died 1939?) began his career around 1919 in Istanbul. After the collapse of
the Ottoman Empire, he emigrated to Italy and later to Egypt to continue his work there. Little is
known about his biography, including his name. In Cairo, he quickly gained fame as the chief car-
toonist of the humour magazine Al-Fukaha, for which he worked from 1926 to 1933. His works can
often be described as ethnographic and artistically sophisticated. In addition to simple ‘humorous
themes, he was particularly interested in ‘modern technology’ and ‘society in transition’ The image
discussed here deals with the question of social emancipation in Egypt, with a particular focus on
the appearance of women in public life.!

Keywords: Rifqi, cartoonist, the 1920s in Cairo, public transport, women, Effendiyya

In this article, I examine a drawing by the cartoonist Rifq1 in which he addresses a com-
bination of themes that repeatedly preoccupied him. These are the concepts of ‘modern
road traffic’ and ‘interaction between the genders. To provide some context, I would first
like to describe the environment in which the cartoonist worked. Rifqi must have been an
unusual personality with a colourful biography; I will therefore first look at some of his
personal details before turning to the drawing itself.

Caricatures of the Middle East have only in recent years become the subject of Islamic
studies research.? Older studies, such as those by Gendzier (1966) and Marsot (1971),*
have obviously had less of an impact. The reason for this lack of interest can only be
guessed at; perhaps it has something to do with the fact that caricatures played only a
minor role in the general media discourse of the late 20th century. At least in Germany,
political caricature magazines such as Kladderadatsch and Simplizissimus ceased to play
a role after the Second World War; in addition, most caricature and humour magazines
from the Middle East were hardly known to Western researchers. It is only in relatively

1 Iwould like to express my sincere gratitude to Anna Kollatz and Veruschka Wagner for invit-
ing me to the Istanbul Caricature Event and encouraging me to submit my contribution to the
publication. I would also like to thank my reviewers for their extremely valuable literature ref-
erences and for kindly correcting some citation errors.

Elmas 2016, 21-2.

Zdafee 2020, 6, note 27, with reference to the work of Gendzier 1996, 16.

ibid., 7, note 31, with reference to the work of Marsot 1971, 2-15.

A good overview of the history of research, including literature on the subject of ‘caricature
research, can be found in Zdafee, 2020, 6, note 27, and pp. 7-8, with footnotes.
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recent years® that research has devoted itself to the topic of Middle Eastern caricatures on
a larger scale, because it has become clear that this medium, which for a long time was
considered a cultural fringe phenomenon in Islamic studies, actually offers very direct
access to the cultural history of the geopolitical area under investigation. Cartoons have
been produced throughout the Middle East since the 19th century and especially since
the 1920s. The main ‘hotspots’ of this scene were-besides Beirut-Istanbul and Cairo.”
Perhaps one can imagine the journalistic situation at that time as a kind of ‘start-up scene”:
driven by the enthusiasm of publishers, authors and readers on the one hand, with the
constant pressure of financial constraints and political repression on the other, and in any
case incredibly lively and experimental. The region was undergoing a dramatic period of
national and cultural self-discovery, confrontation with the colonial powers, and social
and economic development. The outcome of this process varied greatly. The declining
Ottoman Empire, for example, experienced a more authoritarian new beginning and
behaved differently from Egypt, where the discourse was more pragmatic and emancipa-
tory (and, of course, anti-British). What the two had in common was a population that
took a keen interest in current affairs and socio-political issues.

However, acceptance and use of the numerous classic newspaper formats were limited
by widespread illiteracy and poverty, which restricted their use. This created a gap for
humour magazines, which offered short texts and, above all, numerous caricatures. These
humour magazines were often small (Aydede and Ayine consisted of four pages, presum-
ably a DIN A3 sheet folded in the middle; Al-Fukaha was limited to 20 pages) and it can
be assumed that they were often displayed in public tea and coffee houses, where they
could be seen and explained or discussed by a large number of interested parties.® The
descriptions by El-Menshawi and Glaser,” Kollatz,!° Quiering,!! Wagner,!? and Zdafee!?
provide a good and easily understandable overview of the conditions at that time. In addi-
tion, the important collections of the Bonn-based ‘Translatio’ project, with its digitised
journal volumes from the Middle East and Near East dating back to 1860, have made
large image and text corpora available to interested researchers for the first time.'* Anna
Kollatz provides the following definition and rationale for the emergence of this new field
of research:

6  E.g. through the works of Baron 1989 and 2005; Kholoussy 2010 and Zdafee 2020.

Zdafee 2020, 6-7; Kollatz 2022a, 117-8; Wagner 2022, 129-30.

8  Kollatz 2022a, 127 above. Even the last sultan, Vahiettin, was a subscriber to Aydede, as its edi-
tor Refik Halit reported: Ceviker 1993, 3 (without pagination).

9  El-Menshawy and Glaser 2022..

10 Kollatz 2022a, 117-28 and Kollatz 2022b, 148-64.

11 Quiering 2022.

12 Wagner 2022, 129-30.

13 Zdafee 2022.

14  Access link: Universitits- und Landesbibliothek Bonn. URL: https://digitale-sammlungen.
ulb.uni-bonn.de/topic/view/3085789 (last accessed 19 February 2026); for general infor-
mation about the project: ‘Project Translatio. URL: https://en.wikipedia.org/wiki/Project_
Translatio (both last accessed on 27 July 2025).
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We assume that caricatures are a multi-graphic form of communication that condenses
the social discourse of their time through satirical exaggeration. It follows that these
representations can serve as ‘signposts’ for exploring the social, political and intellec-
tual discourse of their time...!°

She continues:

In principle, we encounter two types of caricatures here: Those that make us laugh
spontaneously, and those that leave us with question marks in our eyes... but this
should not obscure the fact that such a spontaneous impression of understanding may
also be based on a misunderstanding, or that a caricature may have other, deeper and
possibly coded meanings in addition to the superficial, easily understandable joke.!®

But the significance of caricatures is not only historical. Their special characteristics also
make them suitable for modern language and culture teaching. Another quote describes
the importance of the subject for modern research and teaching:

Caricatures are also well suited as an ‘introduction’ to the subject matter, as their
pointed presentation and relatively small amount of text make them accessible to inter-
ested parties, learners and students alike...!”

My first encounters with Arabic cartoons took place during my initial Arabic studies, when
I regularly translated from Egyptian daily newspapers. It was always the cartoons that cap-
tivated me first. They were visually much more appealing than the texts and often provided
direct access to specific topics of everyday life. In addition, the accompanying texts were
usually written in Egyptian dialect. If you wanted to get to the bottom of the punchline,
you had the pleasure of discovering the written everyday language on the one hand and, on
the other hand, the feeling of having come a little closer to the culture of the host country.
By participating in several seminars at the Institute for Islamic Studies at the University of
Heidelberg, my interest in the topic of ‘cartoons’ was rekindled. Among other things, we
discussed the caricatures of an artist who can be considered one of the most interesting rep-
resentatives of this group of works. He is known to us by the pseudonym ‘Rifqi; but we know
little more about him than that he began his career in Istanbul around 1919 and continued
it in Cairo after 1923. The little information we have about ‘RifqT’ comes from two sources:
In a small compilation on early cartoonists in Egypt, the Egyptian journalist ‘Abder-
Rahman Bakr reported what he had learned about ‘Ali Rifqt’ from his contemporaries: Ali
Rifqr’ grew up in Istanbul, had a professional background as a graduate of a military acad-
emy and surveyor, and emigrated after Atatiirk’s victory to work first in Italy and later in
Egypt.!® In Cairo, where he found a new home with his two brothers, he initially worked
as a technical draughtsman and then worked for the humour magazine Al-Fukaha until

15 Kollatz 2022a, 121.

16  ibid.

17 ibid.

18  Bakr 2017, 6, and, specifically on Rifq1, 23-4; another summary in Kollatz and Wagner 2025,
14-5.
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1933. During this time, he became dissatisfied with the editors’ increasingly ‘pro-Atatiirk’
stance-after all, this was precisely why he had turned his back on Turkey-and left the
newspaper to open a biscuit and pastry factory with his brothers. However, this project
failed, and he died not long afterwards as a relatively young man.

In the 1990s, Turkish cartoon expert Turgut Ceviker!® studied the work of the cartoon-
ist Ahmet Rifki” and published many of his works from 1921-1924 in a small anthology,
together with several chapters of commentary. In his edition, he reports or quotes sim-
ilar information about Rufki’s biography to that found in Bakr:2° The cartoonist named
‘Ahmet Rifk’?! came from upper-class circles, as his father had been Minister of Agricul-
ture. During the War of Independence, he worked as a military interrogation specialist for
the Istanbul government, an activity that earned him the additional name ‘traitor’ (Turk-
ish ‘hain’).?2 Towards the end of the war, he presumably left the country in September/
October 1922, lived in Italy for a while,?’ later worked in Cairo, and died there at a young
age. The main source for these statements is the memoirs of Rifqi’s former employer and
editor of the humour magazine ‘Aydede, Refik Halit Karay;?* however, Ceviker limits the
reliability of these statements from the outset.?®

We first encountered Ceviker’s edition of the early works of the cartoonist, whom he
refers to as Ahmet Rufki, in the spring of 20242¢ and, based on our knowledge at the time,
our first question had to be whether the identity of the cartoonist discussed here could be
determined with any certainty. According to Ceviker, Ahmet Rifki’ worked in Istanbul
from 1921 to 1923/24 for the magazines Tatli-Sert, Aydede, and Ziimriidiianka. In Egypt,
the name of the chief cartoonist of Al-Fukaha is given as “Ali Rifql] The situation was
further complicated by the fact that there is also a late Ottoman contemporary poet of the
same name (‘Ahmet Rifkr’) and with a similar biography. So at first we could not be sure
‘whether and, if so, how many’ people we were dealing with.

The identity of the late Ottoman writer Ahmet Rifki was quickly clarified: he is clearly a
separate person, with known dates of birth and death. The poet and theologian lived from

19 Ceviker 1993; Elmas 2016, 21; note 35 illustrates how much Ceviker has contributed to this
topic. Unfortunately, Heidelberg University Library does not hold any of Ceviker’s works. For
more on the author, see also Isik 2001-2004, vol. 1, 525.

20  Ceviker 1993, 1-2 (without pagination).

21  Ceviker uses the Turkish transcription with an 1 at the end.

22 Ongdren in Ceviker 1933, 11 (without pagination).

23 Itisnotentirely clear where exactly he stayed there. His own contribution from Ziimriidiianka,
published by Ceviker 1993, 14 (without pagination), refers to his new home in Naples. But
Refik Halit writes about San Remo, Kollatz and Wagner, 2025, 14-5.

24 Wasti 2019.

25  Ceviker 1993, 3 (without pagination). See also Kollatz and Wagner 2025, 14-5.

26  During the first Istanbul Cartoon Symposium in March 2024, Erdem Colak from Middle East
Technical University Ankara brought the publication to our attention. He immediately took
the trouble to find the small and now out-of-print publication for me in a second-hand book-
shop that happened to be nearby, so that I was able to hold it in my hands just a few hours
later; T am extremely grateful to him for his kindness.
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1881 to 1937 and died in exile in Greece.?” As for the two different first names of the car-
toonist in Istanbul and Cairo, closer inspection revealed that none of the signatures known
to me-neither in Turkey nor in Cairo-mention a first name at all. Colleagues have informed
me that ‘Rifqr’ or ‘Rufks’ is a kind of ‘common name’ in Turkey,?® and if it is correct that the
cartoonist came from upper-class Istanbul circles, he or his family may not have wanted to
see the family name constantly appearing in the context of caricatures. Therefore, I assume
for the time being that ‘Rifqr’ was a pseudonym. The main argument for accepting that both
names refer to one and the same person is the signature, which can be found in identical
form in both the Istanbul cartoons up to 1924 and in the works from the Egyptian period
from 1926 onwards. This signature is very distinctive: the initial letter r is placed as a hor-
izontal line below the other letters f-g-1. Some signatures appear to be more handwritten:

Figure 1. Aydede, no. 2, from 5 January 1922, title.
- - .

ol

Later, the letters become more stylised:

Figure 2. Aydede, no. 47, from 12 June 1922, 2.

In September 1922, they occasionally resemble graphic cut-outs that could be pasted in
(Fig. 3).2° The basic form did not change later during Rifqr’s time in Cairo (Fig. 4).
Further substantial evidence for the assumption of a single identity are the similarities
in the motifs: Ceviker’s collection of RifqT’s works from 1921 to 1924 shows a number of
image and text motifs, particularly in the subject areas of ‘Social Situation, Economy/Trans-
port’ and “Women: Fashion, Behaviour, Gender Relations, which we encounter again in
the Egyptian publications from 1926 onwards.® The cartoonist Rifql thus embodies two

27 Topguoglu 2001.

28  Conversation with Erdem Colak and Ilkim Okyar on 24 April 2025, during the 2nd Cartoon
Workshop’ in Heidelberg, April 2025.

29  Other examples are Aydede, no. 76, from 21 September 1922, title, and Aydede, no. 84, from 19
October 1922, title.

30 One example can be found in Kollatz and Wagner 2025, 10-1. Another is the topic of “Traf-
fic and Transport systems of the Future, cf. Ceviker 1993, 4, (from Ziimriidiianka, dated 22
November 1923) with the series ‘Egypt in the year 2000’ in Al-Fukaha, no. 2, 8 December
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Figure 3. Aydede, no. 74, from 14 September 1922, title page and detail, below.
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different cultures of the early 20th century: the Ottoman-Turkish and the Egyptian. His
work offers an insight into both the final years of Ottoman rule and the late 1920s in Egypt.3!
The Istanbul humour magazine Aydede and its editor Refik Halit (Karay) were among
the opponents of the Anatolian uprising, and after Mustafa Kemal (Atatiirk) finally seized
power, Refik Halit was officially exiled and had to leave the country.3? Under the presum-
ably very liberal working conditions of the early days in Istanbul-Aydede was published
on a small scale every two weeks during 1922-Rifqi produced a wide variety of car-
toons on political, cultural and general entertainment topics. His stance can basically be
described as ‘bourgeois-liberal’ and definitely opposed to the so-called ‘Anatolian upris-
ing, but just as important is his non-conformist view on all kinds of issues. The keyword
‘against’ (Kars1) in the title of Ceviker’s publication is certainly very aptly chosen for his
work and personality. A number of different illustrators worked for Aydede, lightening up
the editorial section with caricatures. The magazine existed for just under a year. Rifqi
made no secret of his criticism of Mustafa Kemal and his party members in his drawings;
nor did he refrain from mocking the representatives of the old Istanbul administration
and its media. This independence will not only have won him friends and may have been
the reason for his emigration. At the end of 1922, when the end of the sultanate was fore-
seeable, Rifqi left his homeland for good.>® After a short time in Italy, Rifqi moved on to
Egypt, where he came into contact with the publishers Imil and Sukri Zaydan from the
Dar-al Hilal Publishing House.** The two were planning to publish the humour magazine
Al-Fukaha.* Rifqi became the chief cartoonist of the new magazine and from then on
probably had to work under time pressure to ensure that the weekly issues were filled,
either by himself or by other artists. He also frequently created the front pages. This led
to a high degree of professionalisation in his work. The development of his own style is
his most impressive achievement. During his Istanbul phase, the range of his early art-
work was enormous and was characterised only by the absence of an individual signature
style. Rifqi had copied motifs and styles from other cartoonists, among other things.*® In
Egypt, Rifqi developed his own style in full-page, large-format images that make the cov-
ers of Al-Fukdha look as if adorned by paintings (Fig. 5 and 6). Other drawings resemble
sketches (Fig. 7 and 8), while others are rendered in an almost exaggerated style (Fig. 9
and 10). Others, on the other hand, are minimalistic (Fig. 11).

1926, 95 no. 3, 15 December 1926, 9, and specifically see the article by Anna Kollatz in this
volume. The special topic “The Victims of the Trams’ is another example: Ceviker 1993, 125
(from Aydede no. 15, 20 February 1922) vs. Al-Fukaha, 1 December 1926, 7.

31 Foravery helpful overview of this period, see Gingeras 2016, esp. 235-6. ‘Downfall and Repu-
diation’ and Demirel 2018.

32 Wasti 2019.

33  For the exact date, see Ceviker 1993, 3.

34  Ayalon 1995, 78.

35 Zdafee 2020, 34, 49, 75.

36 E.g.in Ceviker 1993, 200, where Rifqi draws a portrait of his colleague Ahmet Miinif Bey
‘in his own style; or in Aydede, no. 21 of 13 March 1922, where an unknown artist first formu-
lated the idea of the ‘tram as the scourge of humanity’ and thus may have been the inspiration
for RifkT’s frequent use of this motif.
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Figure 5. Al-Fukaha, no. 34, 20 July 1927, title page.

For the editors of Al-Fukaha, it was important that the new magazine have a broad impact,
and certain striking topics such as ‘modern society with all its extreme innovations’ were
perhaps better suited to this than others. The fact that this category also included the
so-called classics of humorous literature, such as Alcohol-intoxicated Men, ‘Angry Wives,
‘Emancipated Young Women, and ‘Destructive Technology/Modern Road Traffic’®” was
one of the working conditions that Rifqi had to (or wanted to) accept.

37 E.g. Kollatz and Wagner 2025, 26-7, 31 (left); generally on the subject of “Women in contem-
porary Egyptian caricature’ Zdafee 2020, 137-8.
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Figure 6. Al-Fukaha, no. 37; 10 August 1927, title page.

ol W TVl

AR Lo B Vo

|3

&;.3‘ u‘.\..J‘ 45',., o C,,Yl ‘quﬂJ Dol C[ﬁl
“ th—!a (&\Mﬁﬁ.wﬂ éL.cJ_,l e b e el 0353 wd._i_,”)cb] e

L

M i $ % g
T 4, % "'*& nd s

I would now like to turn to the image announced at the beginning, which deals with ‘mod-
ern road traffic’ and ‘gender interaction’ The full-page image is entitled ‘The Well-Behaved
Boy’ and appeared in February 1928 on the cover of Al-Fukdha (issue no. 64, Fig. 12).
The setting is a tram or trolleybus compartment in which there are 15 people of differ-
ent origins. Most of them are men from the Effendiyya class3® They are distinguished by
their red tarbis caps (fezzes), high-necked shirts, and formal European-style suits. The

38 Kollatz 2022a, 117-28, 125 with footnote 31, with reference to El-Menshawy and Gléaser
2022.
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Figure 9. Al-Fukaha, no. 1, 1 December 1926, 7.

centre of the picture is dominated by a young woman standing with a suitcase in her right
hand and an umbrella in her left; she is wearing modern high heels, and a bob cut covered
by a black cap. She is unveiled and wears a short, modern, formal, and inconspicuous dark
dress. She is unaccompanied, and the small suitcase in her hand reinforces the impression
that she is travelling alone. In the foreground on the left of the picture, a man in traditional
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Figure 11. Al-Fukaha, no. 27, 1 June 1927, 11.
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Egyptian clothing can be seen: he is wearing a red and white striped jallabiya, a long dark
robe over it, black shoes, and a small white turban on his head. He is clean-shaven and
has a small black moustache. His son sits on his knee wearing a miniature version of the
‘Effendi’ outfit: a small tarbus, striped shorts, tiny elegant slippers, and a sailor’s blouse.
In the background of the car, a second group of traditionally dressed passengers can be
seen: a woman wearing an ‘abdyah, a long dark coat that extends over her head. Her face
is almost completely covered by a white veil, only her eyes are visible. She is followed by
aman in a jallabiya® and white headdress. Finally, there is a young man on the left who
appears to be standing on the outside of the carriage; he seems to be calling out to some-
one else on the street.

Rifqi’s cartoons are usually easy to understand from the image alone, with the captions
serving mainly to reinforce the effect.*? In this case, however, the situation is different. It is

39  Wehr 1958, 116. A long, shirt-like garment worn by villagers; in the city, it is also worn by
domestic servants and sometimes by the middle class in private settings.
40  Some examples in Kollatz and Wagner 2025, 10, 12, 27, 31, 33, 35.
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Figure 12. Al-Fukaha, no. 64, 15 February 1928, title page.
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clear that there must have been some interaction between the Effendis, the father with his
son, and the young woman in the middle of the compartment. The men around the young
woman have their eyes fixed on her; some are grinning and are obviously amused by
something. The boy’s father looks frightened, his eyes are wide open, his feet are turned
inwards, and he seems to be clutching his son with both hands. The young woman herself
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Figure 13. Central figures from Figure 12.

—

is frozen, her eyes are also wide open, she is blushing, and the umbrella is falling from her
left hand. Her gaze is directed at the little boy. However, the actual content of the scene
remains unclear until one reads the caption. It says: ‘The well-behaved boy; and the text
itself reads:

“The boy sitting on his father’s lap (to the standing woman):
“Would you like to take my place?*! ($ > s (suaii J2is)™

41  Wehr 1958, 641, does not cite a 7th word stem of this verb so this is most likely a dialectal form.



https://doi.org/10.5771%2F2625-9842-2026-1
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

Caricatures as a Means of Communication in the Late Ottoman Context 91

From today’s perspective, the boy’s statement seems only moderately problematic. After
all, he is merely following the basic rules of etiquette, according to which children should
give up their seats to adults. One would therefore assume that he is simply parroting a
learned phrase without considering that he does not actually have a seat of his own to
offer. However, the strong reaction of the entire group, including the young woman and
his father, suggests that a different dynamic has been triggered here. I would like to try to
analyse this in the following. Let us consider the groups we see represented in the carriage
compartment:

— The Effendis. They are the majority in the car and they appear amused by the boy’s
remark and focus their attention on the young woman'’s reaction.

- The “Young Modern Women, represented here by a single individual. Her shocked
reaction and the fact that the Effendis stare at them mockingly show that their position
seems to be precarious.

- The traditionally dressed women, that is, wearing long robes and face veils, possibly
even accompanied by a man in public spaces; represented by the woman in the back,
whose face is at eye level with that of the young woman.

- The traditionally dressed country-people, whose typical clothing consists of the
jallabiya, along overcoat, sturdy shoes, and a small turban; the most conspicuous rep-
resentative is the boy’s father, another is the companion of the woman at the back left.

The first two groups will be briefly examined below.

The Effendis

This group has been described frequently.*? As members of a new social group that
formed in the late 19th century, they saw themselves as distinct from the traditional peas-
ant milieu. Their formal secular education and their roles in the renewal of the state led to
a general self-image as forward-looking, both politically and in their personal lives. Their
role models were the modern middle classes of Europe. However, all authors emphasise
that the Effendiyya was clearly stratified internally, ranging from lower-middle-class civil
servants in the state administration, who tended to embody a petty bourgeois milieu, to
leading journalists and state politicians. The Effendiyya also differed in their ideas about
the role of religion and thus also in their cultural demarcation from the West. Finally, the
economic situation played a significant role: in the years after the First World War, the
number of lower-level employees rose due to increased educational opportunities on the
one hand and reduced upward mobility opportunities on the other; many of them lived
on the poverty line during the economic crisis of the 1920s.#> For many of them it was
not possible to start a family in accordance with their social status because the material
demands of the bride’s family were beyond their means. The contemporary term for this
generally difficult situation faced by young men was ‘marriage crisis’ and seems to have

42 Ryzova, 2014. A brief and accurate overview can be found in Kholoussy 2010, 7, and further
in Beinin 2008, 309.
43 Ryzova 2014, 9-10.
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triggered a significant social debate.** Some of ‘our’ Effendis, who are seated around the
young woman may have found themselves in exactly the situation described by a well-
known journalist of the time a few years later:

You are the victims of this society, which... pays you a miserable salary... and forces you
to be an Effendi, to wear a fez and a suit... to ride the tram, read the newspaper and sit in
the coffee house... But if you, my brother, wore a galabija... you would find thousands...
who would love to marry you.*

The ‘Young Modern Women’

On the group of “Young Modern Women” much research has been done, investigating the
Egyptian women’s struggle for equality, access to education, and the demand to shape
their own lives.*® A key issue in this context was the partial veiling of the face, which was
worn particularly by middle- and upper-class women in cities. Many women’s rights activ-
ists had been rebelling against this since the beginning of the 20th century, and similar
public demonstrations had taken place long before Huda Shaarawi’s famous self-unveiling
at Cairo Central Station in 1923.47 A year later, Rifqi himself drew a cover page that made
his sympathies for the ‘unveiling’ side quite clear (Fig. 14).

Beyond this demonstrative gesture, there had been a public debate about women’s
equality since the end of the 19th century,*® and a key issue was the demand to be allowed
to pursue a career outside the home.*” Nabawiyya Musa, who was one of the first to assert
her right to an academic education as a teacher in around 1906, is perhaps the most prom-
inent example.>® In addition, the women’s rights movement was supported by a number
of associations, books, and newspapers,”! the most prominent voice of which from 1923
onwards was the Egyptian Feminist Union (EFU).52 Here, Huda Shaarawi, Nabawiyya
Musa, and Saiza Nabarawi published their demands for gender equality. In addition to
publishing such gender-specific topics, the leading women’s rights activists had entered
the political arena alongside men when they came together in 1920 in the Wafdist Wom-
en’s Central Committee (WWCC), thus linking the demand for political independence
from England with the women’s issue. Huda Shaarawi was also a leader here, and Safiya
Zaghlul was active as an ‘associate member’ of the Wafdist Women’s Central Committee.>?

44  Kholoussy 2010.

45  Kholousy 2010, 7, with reference to an article by Ahmad al-Sawi Muhammad in Al-Ahram, 11
May 1931.

46  Badran 1995, provides a very good overview of the topic.

47  E.g. by Nabawiyah Musa ca. 1909, Badran 1995, 58, 67, 69, with reference to Baron 1989.

48 E.g. by Zaynab Fawwaz in 1897, see Badran 1995, 65, and Bahithad al-Badiyah in 1911, see
Badran 1995, 69, and Qasim Amin in 1898, see Kholoussy 2010, 4.

49  Already represented in the late 19th century by Zaynab Fawwaz, see Badran 1995, 66.

50 Badran 1995, 39, 53-4.

51 E.g. Al-Mara al-Misriyya, see Kholoussy 2010, 4, or al-Fatah, 1892, see Beinin 2008, 312.

52 Badran 1995, 92-3.

53 ibid., 80-1.
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Figure 14. Al-Fukaha, no. 117, 19 February 1929, title page.
‘Mother and daughter: progress/development of the generations.
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‘Our’ young woman in the tram compartment in 1927 is thus symbolic of almost two
generations of struggle for women’s equality and can also claim to be a fellow fighter for
the cause of Egyptian national emancipation.>*

54  Beinin 2008, 314-5.
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Figure 15. Detail from Fig. 12, boy’s head.

Let us return to the little boy’s remark, which apparently had the potential to erupt the
emotionally charged atmosphere by making the men around the woman laugh. The sim-
plest explanation for this success is probably that the young woman provides a projection
screen for the erotic fantasies of this group of men. The boy’s remark puts these fantasies
into words with a slight shift (‘would you like to sit in my place/on my lap?’). The col-
lective amusement that ensues results from the realisation that apparently everyone has
just had a similar fantasy. This in turn strengthens the collective emotion and creates an
exclusive distinction between the men and the young woman. Indeed, one could even go
a step further in this analysis: On closer inspection, it is noticeable that the boy does not
actually look like a child-rather, he has the body proportions of an adult man, and this
also applies to his head with its receding hairline and sideburns (Fig. 15).

RifqT’s depictions of children are sometimes drawn in this way, but where he wants to
emphasise the difference between them and the grown-ups he follows the conventions,
namely with a larger head and childlike hairstyle (Fig. 16 and 17).

If we follow this line of reasoning, we have a young man who deliberately uses a dirty
joke to attack the young woman. Either way, the young woman has clearly noticed the
vulgarity of the ‘invitation. Rifql has made an artistic effort to emphasise the drama: the
interaction between the woman and the boy is underlined by falling lines from the top
right to the bottom left, formed by the arms and heads of the men standing around them
(Fig. 18): in this way, even those men who appear to be neutral spectators are drawn into
the story. The only other person who is as shocked as the young woman is the father hold-
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Figure 16. Al-Fukaha, no. 12, 16 February 1927, 4.

ing the boy on his lap: with wide eyes, feet turned inwards and hands clasped around the
boy, he shows how incapable he is of controlling the situation.

But the story does not end here. Rifqi has endeavoured to show that while the situation
is entertaining for the men, it is threatening for the woman. Changing the perspective
within the image from a frontal to a bird’s-eye view of the people involved, it becomes
clear how the young woman is surrounded by men (Figs. 19, 20). It is not difficult to
understand that for a single young woman to be surrounded by staring and grinning men
within a confined public space such as a tram or a bus, must have been just as intimidating
a hundred years ago as it is today. This threatening situation is also described in contem-
porary words:

As soon as a woman steps onto the street, she is bombarded with obscenities from all
sides, causing her to stumble over her skirt. Some of the mob may follow her, insulting
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Figure 17. Al-Fukaha, no. 18, 13 March 1927, 8.

her reputation in front of those who do not know her and addressing her directly-these
immoral people-without embarrassment or shame.>

If we match the conflicting parties against their socio-cultural backgrounds we may pos-
sibly gain yet another prespective. I would like to assume that the individual stories of the
two protagonists—boy and young woman-are quite different: the boy could be understood
as the son of a father who-judging by the quality of his clothing alone-is a settled man
from the countryside who has decided that his boy should receive a good education in the
capital.”® The boy already wears clothes similar to those of the other ‘Effendis’ on the tram,
and it can be assumed that his goal and that of those around him is that one day he too
should become a member of this community. The reaction of the men around him shows
that they are willing to consider him one of their own already; in any case, none of them
show any disapproval of his remark-rather, they seem to register that he is already capable
of reproducing their kind of humour.

55  Baron 1989, 370-86 (with further examples).
56  Ryzova 2014, 1, tells the story from the novel ‘The Saint’s Lamp’ (author Yahiya Haqqi), in
which a successful village craftsman sends his son to the city for training.
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Figure 18. Illustration of the ‘falling lines.

For the young woman, ‘background’ and ‘perspective’ appear less linear and more conflict-
ual. Margot Badran®” and Beth Baron®® have shown that the removal of the veil was part of a
long-running public debate until the late 1920s. While this particular discourse always oscil-

57  Badran 1995, 89-90.
58 Baron 1989.
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Figure 19. View of the men looking at the young woman.

Figure 20. Men looking at the young woman, bird’s-eye view.
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lated between the poles of ‘women’s right to self-determination; versus ‘distancing oneself
from Western moral corruption, clothing became the single most distinctive way of express-
ing modernity. Ultimately, this will have been a generational issue, as Rifq1 has illustrated
above in Fig. 14. But of course, the demand for self-determination included the right to edu-
cation, employment,® and physical health, all of which were among the earliest demands
of Egyptian womenss rights activists.®* They had to fight against numerous obstacles, from
government agencies®! to their own families.®? ‘Our’ main character probably belonged to
the small group of young women who not only received a liberal upbringing and education,
but also possibly pursued a career. In any case, this can be deduced from her appearance:
she is young, wears modern clothes, has short, only partially covered hair, carries a suitcase,
and is travelling alone. At that time, she was clearly still in the minority and a provocation
to traditionally minded people. The veiled and accompanied woman boarding the tram on
the left suggests that the traditional part of society probably still had a very different view
of women’s behaviour in public.%® Rifqi has produced a number of examples of how con-
servative groups imagined the consequences of this progress, primarily that the traditional
role of men would be dissolved and ridiculed.®* The young woman on the tram therefore
finds herself in a much more complex situation than the boy on his father’s lap: her social
and educational status cannot be taken for granted, nor can her right to an appearance that
corresponds to this status. All the Effendis involved reinforce the boy’s attitude with their
reaction, and the only one who seems horrified is his father. One can speculate as to why this
is the case: perhaps it was simply a device used by the cartoonist to highlight the outrageous-
ness of the son’s remark, or perhaps he also wanted to illustrate how morally questionable
the Effendiyya’s behaviour is: While on the one hand they proudly demand freedom and
equality on the basis of their superior education, on the other hand they pursue completely
different principles in their private lives.%>

Beyond this observation, there may have been yet another level of interpretation that
Rifqi had in mind. ‘Modern Egypt’ was repeatedly illustrated as the image of a young
woman, in the round, painted, or in drawings (Fig. 21).9° The motifs could be very differ-
ent, ranging from a woman from the countryside to a politician or a young urban woman.
In RifqT’s work, the allegory usually wears a flowing dress, often revealing her knees, her
face is unveiled, her hair partially covered. Her forehead is crowned with a small diadem
bearing three stars above a crescent moon.®” These represent the flag of the ‘Kingdom of

59  Badran 1995, 166-7.

60 ibid., 143-4. and 146.

61  For example, the account of the struggle Nabawiyya Musa had to wage for her right to educa-
tion, Badran 1995, 38-9.

62  ibid., 144, 148, 149.

63  Nabawiyya Musa described very vividly in her memoirs how severe this bullying behaviour by
her male classmates and students was: Badran 1995, 43.

64 E.g. Quiering 2022, 175, 178, figures. 2, 3 and 4.

65 Badran 1995, 171.

66  Baron 2005, 67, 71, 80, 215, 192-3.

67  Figure 21 and p. 22; see also Al-Fukaha, no. 8, 19 January 2027, title page.
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Figure 21. Al-Fukaha, no. 21, 20 April 1927, 7.

‘Foreign privileges, monopolistic companies, foreign criminals, cocaine, hashish, white
slavery-all these are malicious worms that feed on the blood of Egypt.
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Egypt’ (1922-1953).%8 The young woman always appears distinctly feminine, but depend-
ing on the theme of the drawing, she is depicted as fragile or combative and occasion-

68  Britannica, ‘Flag of Egypt. URL: https://www.britannica.com/topic/flag-of-Egypt (last
accessed 20 August 2025).
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Figure 22. Al-Fukaha, no. 34, 20 July 1927, 3.

“The celebrations in London.’ Caption: John Bull: “Do you like the dance, my dear?” Egypt
(while carefully watching out for the sharp nails): “The dance is nice, but God grant that
(our) heels remain intact.”
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ally even erotic, often in direct connection with ‘John Bull; the personification of British
imperialism.®

Although ‘our’ young woman in the tram is not explicitly depicted as an embodiment
of rising Egypt, the image motif itself, with its underlying themes, perhaps allows for a
comparison with another image that Rifqi had drawn almost a year earlier, in December
1926. It is titled ‘On the Road to Freedom’ and we see a ‘young Miss Egypt’ depicted as
a self-confident, aggressive, and fearless warrior in a chariot. She is racing along a path
towards the sun, which is inscribed with the word ‘Freedom. A number of different male
figures try to hinder her on her way: there are men wearing farbiis and suits, i.e. repre-
sentatives of the Effendiyya, men wearing turbans and long coats, i.e. representatives of
the clergy, and in the front right we see a representative of the imperial powers wearing
European clothing. They all try to hinder the young woman’s journey, either with staves
that they stick in the spokes or with stones that they have placed in her path. But the text
inscription shows that the combative chariot driver will not be stopped by this (Fig. 23).

It is noteworthy that the men try to dissuade the young woman from her path in two
ways: through physical obstacles such as ‘stones in her path’ and ‘holding the horse back;
as well as by putting sticks in the spokes and in addition also through ‘psychological
warfare’ by trying to ridicule her. The term ‘akas-ha’ could easily be translated with this
meaning.””

While the protagonist here remains completely unimpressed by the obstacles and
unequivocally explains to her opponents how she will prevail, the sad conclusion from
the ‘scene in the tram’ is completely opposite. Here we see that the Effendiyya class does
not show solidarity with women in their struggle for political and social participation, but
instead abuses the little power it has to humiliate women. In the final consequence this
means that by marginalising half the population, the future of the entire country is called
into question. As has been noted before, the boy’s father is only man who seems genuinely
shocked by his son’s remark. His respect for the young Egyptian woman’s integrity is
obvious, and perhaps Rifqi wanted to show a glimmer of hope here. If the new class of
Effendiyya was not prepared to understand how important respect and dignity were for
the future of their country, then perhaps there remained the hope that at least the tradi-
tional rural population, which since Rousseau at the latest has been credited with par-
ticular moral integrity, would possess the better moral compass for the path of Egyptian
society into the future.

69 ‘John Bull’ is often portrayed as a synonym for ‘Great Britain’/‘British imperialism’
throughout the Middle Eastern media. See Bower and Erikson 1976; Taylor 1992, 95, fn. 6.

70  Wehr 1958, 567, verb stem ‘akasa — in the 3rd stem with the meaning ‘to disturb, harass, tease;
etc.; imperative of the 3rd person singular with feminine ending.
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Figure 23. Al-Fukaha, no. 5, 29 December 1926, 3.

‘On the road to freedom

The reactionaries: “Stop the wheel of the cart, you — put stones in her way,
you-harass/annoy/tease her (\gS'\s)

and you-hold on to the horse’s tail.”

Egypt: ‘You deserve it, you who stand in my way, I will destroy you!’
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Abstract

This article examines caricatures printed in the Lebanese newspaper al-Ma‘rad (‘The Exhibition’),
published by Michel Zaccour (1896-1937) in Beirut from 1921 to 1936. Situating these images
within the socio-political dynamics of Lebanon under French mandate rule, it investigates how
caricatures operated within the intermedial microcosm of a predominantly ‘serious’ newspaper that
nonetheless relied heavily on visual humour. Drawing on approaches from Arab periodical studies
and visual history, the article characterises caricatures in al-Marad as ‘mediating agents’ and as
‘sites of contestation” within the quest for independence and intra-elite debates on the future of
Lebanon. It shows, first, that caricatures amplified the paper’s critique of social injustice, economic
exploitation, and political dysfunction, particularly in the late 1920s. Second, they reflected an elite
perspective on Lebanese society and helped construct the editor’s self-image as a heroic advocate
of press freedom and Lebanese interests. Third, in conflicts with French mandate authorities—espe-
cially through censorship trials—caricatures functioned simultaneously as weapons and as bones of
contention, provoking concrete reactions and shaping chains of action and counteraction.

Keywords: caricatures, periodical studies, Lebanese history, French mandate in the Levant, censor-
ship, social injustice

1. Introduction

In March 1926, the Beirut-based newspaper al-Ma‘rad (‘The Exhibition, 1921-1936) pub-
lished a caricature of an armoured knight on horseback piercing a sheet of paper with a
lance. Titled After the court ruling on al-Ma'rad, the image showed editor Michel Zaccour
(1896-1937) as the heroic knight, rallying with the caption: Al-Ma‘rad: To the appeal!!!
To the appeal!!’ The pierced sheet of paper symbolised the court order to shut down the
newspaper, a decision Zaccour was determined to contest as part of his broader struggle
against censorship during repeated closures between 1925 and 1927 (Fig. 1).

The caricature reveals the editor’s heroic self-image: he depicts himself as a lone knight
in shining armour struggling for his paper’s survival while also fighting for press free-
dom, independence, and social justice.? His paper thus was not solely a tool of reporting
and analysing current events but was intended to generate political and societal change.

1 ORCID: 0009-0001-5920-2593.
2 See Ayalon 1995, 131, for the intricate entanglements of the fights for national and individual
freedoms.
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Figure 1. Michel Zaccour as a knight in shining armour attacking the court decision to tem-
porarily close his newspaper, al-Ma‘rad (Al-Ma‘rad, no. 5457, 1926, 7). After the court ruling
on al-Ma‘rad. Al- Ma‘rad: To the appeal!!! To the appeal!!!’
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Furthermore, the image exemplifies that caricatures were (and are) not only humorous
commentary but sites of controversy and struggle. They exaggerate and essentialise to
challenge existing social and cultural norms as well as political and societal hierarchies.?
This potential for subversion made caricatures very popular in the Middle East, especially
in the 1920s/30s in the context of anti-colonial struggles.*

As caricatures continue to enjoy great popularity in the region, this article can draw on
arich body of existing scholarly literature. Researchers have particularly focused on Otto-
man, Turkish, and Egyptian caricatures emphasising their roles in anti-colonial struggles

3 On the specific qualities of caricatures see, for example, Achterberg 1998, 73; Coupe 1969, 85;
Gogek 1998, 2; Okyar 2023.
4 Kollatz 2022a, 122.
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and nation-building.> Research on caricatures in the Levant (or the Gulf) is much rarer
and is almost exclusively produced by journalists and artists from the region.® Further-
more, most existing scholarship focuses on explicitly humorous and/or satirical maga-
zines” or on specific topics tackled by caricatures published across several papers.® Less
attention has been paid to how caricatures function or act within a given superordinate
medium such as a (serious, non-satirical) newspaper or journal, TV channel, or web-
site. This article therefore focuses on al-Ma‘rad, one of the first periodicals to popularise
caricatures in Lebanon. Al-Ma‘rad is an ideal source for investigating caricatures within
a periodical or text-image interactions more broadly, as it was primarily intended as a
serious newspaper but nonetheless included at least one, often more, caricatures per issue,
as well as textual jokes, and generally presents itself as a paper that carefully combined
diverse textual and visual elements.’ In this mix of visual and textual, serious and humor-
ous elements it resembles the Syrian satire magazine Al-Mudhik al-mubki (‘The Weeping
Joker), 1925-1966), launched in 1925.

Based on the surviving issues of al-Ma'rad, this article investigates how caricatures as
an integral part of the paper became agents within an anti-colonial struggle. In doing
so, it particularly focuses on how caricatures and texts interacted and integrated into a
communicative whole to enhance the paper’s overall communicative impact, an approach
inspired by both Arab periodical studies and newer approaches in visual history.

Arab periodical studies reconceptualise periodicals (newspapers, journals, other seri-
alised print media) as more than vessels of discourses. They stress that periodicals are
active agents or actors in themselves that are deeply embedded in networks and social
practices. Through this embeddedness as well as their capacity to integrate diverse tex-
tual and pictorial elements into a communicative whole, periodicals influence intellec-
tual, cultural, and political transformation.!? In a similar way, proponents of visual history
emphasise that images not only document history but influence its course.!! Based on
this insight, Rof8ler has developed a sociological model to describe images and works of
art more generally as actors. He conceptualises works of art (such as caricatures) as part
of ‘chains or networks of action’ that influence how people understand and consequently
shape their realities: once produced by humans, a work of art (periodical, caricature)
becomes a ‘mediating agent, which exists independently from its creator. It circulates,
interacts with human readers/viewers, shapes their perceptions, and elicits reactions
from them through its ‘performative, theatrical, dramatic’ qualities. In this interaction

5  Awad 2020; El Saied 2019; Gogek 1998; Kollatz 2022a; Kollatz 2022b; Okyar 2023; Wagner

2022.

Anonymous 2022a; Al-Gauhiri and Bazzi 2023; Haddad 2023; Hammad 2024.

For example: Awad 2020.

For example: Okyar 2023.

Kahhalah 1925.

10 Albers 2023; Bentlage and Késter 2025; Collier 2015; Ernst and Scheiding, 2022; Glafl 2004;
Latham and Scholes 2006; Sheehi 2005; Winckler 2018.

11  Bredekamp 2021; Gerhard 2011.
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with humans, it gains an inherent capacity to effect change, which Rofiler terms ‘effective
power’ and ‘actorness’!?

Applying Rofller’s model to this case study, I define al-Ma‘rad and its caricatures as
mediating agents. Purposefully created by actors belonging to an emerging professional
middle class as instruments in their anti-colonial struggle, they became sites of contesta-
tion in debates over Lebanon’s future. As iconotexts within the intermedial microcosm of
a periodical and through their specific ‘performative quality’-that is, their exaggerating
and essentialising style—caricatures gained ‘effective power’ and ‘actorness, becoming bat-
tle cries for action against colonial exploitation and social injustice.

The article traces these dynamics across five sections: After outlining the historical
context and characterising the set of actors behind periodical and caricatures in the first
two sections, it analyses how caricatures interacted with al-Ma‘rad’s textual elements as a
third step. In the fourth section it zooms in on a specific set of caricatures crucial to the
paper’s core agenda of promoting Lebanese independence and social justice to highlight
how their emotive and appellative character turned into communicative impact. The final
section then highlights caricatures as simultaneous bones of contention and weapons in a
conflict between local newspaper editor and colonial power. As they elicited very concrete
reactions from the colonial powers, caricatures in this section clearly emerge as key actors
within circular chains of action and (re-)action deeply embedded in the colonial realities
they were intended to change.

2. Periodicals and Caricatures amidst the Struggle for Lebanon’s Future

Al-Ma‘rad was published in Beirut between 1921 and 1936, during French mandate rule
over Lebanon and Syria, a period marked by the struggle for independence, widespread
poverty, and sharp socio-economic inequality. Periodicals reflected and intervened in
these struggles.

After World War I, the collapse of the Ottoman Empire and the 1920 San Remo confer-
ence placed former Arab provinces under British and French mandates. Officially framed
as transitional ‘tutelage’ towards independence, mandate rule in practice concentrated
power in French institutions, while local authorities were largely confined to a consul-
tative role.!® The war had caused large-scale poverty in both today’s Lebanon and Syria,
which peaked during the Great Famine (1915-1918) with 30-50% of the population starv-
ing to death in some areas.!

Despite this dire socio-economic situation, investments in trade and finance and new
educational opportunities helped to produce an emergent professional middle class of
engineers, doctors, lawyers, and journalists that challenged established elites. This new
upper class recognised the potential of journals and newspapers for influencing public

12 Rofller 2023, 237-41, 247.
13 Salibi 2003, 19; Traboulsi 2007, 88.
14  Abi-Rached and Diwan 2022, 8; Harris 1997, 40.
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opinion.’> Consequently, periodicals became important vehicles for the anti-colonial
struggle but also for the gradual development of a Lebanese national sentiment and the
articulation of competing political, social, and cultural visions of the country’s future.!® In
doing so, they contributed to the gradual consolidation of Greater Lebanon-an externally
delineated space-into a political and cultural unit increasingly invested with national
meaning.!”

Against this backdrop, the proliferation of periodicals in 1920s Lebanon is unsurpris-
ing.!® The collapse of the Ottoman Empire (1922) enabled the return of formerly exiled
intellectuals, and Beirut re-emerged as a vibrant centre of Arab journalism.!® Despite
continuing censorship and extremely insecure, often rapidly changing legal conditions,
‘political passion’ motivated a generation of often very young editors and journalists.?
They considered their periodicals as a service to the people and as leading the struggle for
independence. Periodicals frequently acted as mouthpieces for specific political agendas
and accompanied the formation of contemporary political parties. They thus became ‘an
indispensable actor in political mobilisation [...] and the restructuring of political life’ in
Lebanon as elsewhere in the region.?!

Humour and satire-especially caricatures-were central to these processes of
nation-building and mobilisation. Not only did they enable the circulation of political cri-
tique under the guise of entertainment, but they gave visible form to political and societal
dynamics and created idiotypic representations of group identities. From the 19th century
onwards, Ottoman/Turkish and Egyptian caricaturists, for example, often depicted the
nation as a female figure that embodied the nation’s virtues and/or its struggles against
foreign powers.?? Stylised representations of corrupt officials, of the ‘new woman, and of
downtrodden peasants became similar staples in caricatures?? reflecting debates in societ-
ies undergoing profound political, societal, and cultural transformations.

While Lebanese publishers, journalists, and artists seem to have discovered the power
of humour later than their Ottoman/Turkish and Egyptian colleagues, they made strides
to catch up during the first two decades of the twentieth century. The first Lebanese satir-

15  Abi-Rached and Diwan 2022, 4; Arsan and Schayegh 2015, 4; Traboulsi 2007, 92.

16  On newspapers as ‘platforms for the discussion of issues of national identity and culture [...]
see Ayalon 1995, 81. While he focuses on Egypt during the interwar period here, his observa-
tions are applicable to the entire region. On the power of print in creating national awareness
also see Okyar 2023, 7.

17 On the complexities of the evolution of a Lebanese national consciousness see Salibi 2003.

18  Ayalon 1995, 91; Méouchy 2002, n.p.

19  Méouchy 2002, n.p.

20  Ayalon 1995, 88-90, 118-9.

21  Méouchy 2002, n.p.

22 Awad 2020, 180; Brummett 1995, 434; Brummett 1998, 13, 25, 29. This is not only true for the
Middle East. Somers has shown that American editorial cartoons were crucial for the develop-
ment of national symbolism, Somers 1998, 2-3.

23 Awad 2020, 171-2; Brummett 1998.
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ical magazines had already been published prior to World War 1,24 and 12 out of 104 peri-
odicals that were launched in Beirut between 1918 and 1939 were humorous in nature,
making them the third largest category after magazines on literature, history, and culture
(22 titles) and magazines on religion (22 titles).2> Caricatures first appeared before the
Great War in Habbat (‘Galloping} n.d.), a horse-racing magazine, but they only became
a prominent art and media form in the 1920s. Four periodicals are usually credited with
their breakthrough: ad-Dabir (‘The Wasp, 1923-today), an-Nadim (‘Nadeem, n.d.),
al-Ahrar al-Musawwara (‘The Illustrated al-Ahrar, 1926-1927), and al-Ma‘rad.?¢

3. Michel Zaccour and Al-Ma‘rad: a Top-Down Approach to Reforming Lebanon

Periodicals are more than their textual content: they emerge from social networks (pub-
lishers, journalists, photographers, artists, readers, printers, typesetters, agents and ven-
dors, etc.),? are tied to specific institutions (postal offices, telegram services, publishing
houses, literary salons, etc.),?® and shape social practices (political and societal debate,
individual and public reading, letter writing, gifting subscriptions, etc.). Yet the archival
visibility of the many actors involved in the periodical’s production and consumption is
uneven. While Michel Zaccour’s biography is well documented,?® most other contributors
remain obscure. This silence itself suggests al-Ma‘rad as the product of a relatively small
elite circle, advancing a top-down vision of social change and a highly personalised model
of journalistic activism centred on its founder.

Zaccour was the paper’s decisive driving force. Most clearly, al-Ma'rad ceased publica-
tion immediately after his death, and early imprints list him as founder without mentioning
other key figures.® He authored many of the editorials and was among the most prolific con-
tributors: the compiled issues of May 1935, for instance, include nine articles by Zaccour,
nine by other named authors, and eight anonymous pieces.3! This strong position of the
founder-publisher-editor was typical of private publishing in the Middle East, especially in
its early phases in the second half of the 19th century. As launching a printing business and/
or a periodical was relatively easy and inexpensive, many papers were one-man enterprises.
Consequently, these owner-publisher-editors profoundly shaped ‘their’ periodicals political
agenda, societal messaging, content curation, and aesthetic design.>?

24  Himarat baladna (‘Our Country’s Donkey’, 1910), Himarat al-gabal (‘Donkey of the Moun-
tain) 1913), and Girab al-Kurdi (‘Haversack), 1914), see: Anonymous 2022a, n.p.; Hammid
2004, 79.

25  Méouchy 2002, n.p.

26 Al-Gauhiri and Bazzi 2023, n.p.; Haddad 2023, n.p.; Hammiid 2004, 79-80, Anonymous 2022.

27  On the new professions created by the print industry see Ayalon 2008, 563.

28  On the technical changes accompanying the print revolution see Gelvin and Green 2013.

29  Mostly thanks to the biography written by Naggar (Naggar 2010).

30 Title pages of al-Ma‘rad May 1921-November 1924.

31 This in addition to a conference report, five reprinted speeches held at a commemoration for
al-Mutanabbi, several poems, miscellaneous news, photographs and illustrations with expla-
nations, and advertisements. Al-Ma‘rad 1057-1067 (1935).

32 Ayalon 1995, 195-206, 223-4; Ayalon 2008, 564.
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At the same time, al-Ma'rad reflects the gradual institutionalisation of journalism in
the 1920s. Periodicals that were mid- to large-scale enterprises and thus able to hire paid
staff became more common.* This development was often contingent on outside fund-
ing, al-Ma‘rad for example was funded by Edmund Zaccour, the editor’s brother, a wealthy
émigré to Colombia,** which enabled Michel Zaccour to purchase his own printing press
from Leipzig, Germany.3®> Al-Ma'rad seems to have employed a photographer,3® and from
late 1924 the paper’s imprints mention Han Antin Bek as an administrator in charge of
advertisements.?” If additional staff (clerks, typesetters) existed, they remain invisible in the
sources. When Zaccour entered parliament in 1929, Misal Abu Sahla joined as director;8
although he occasionally contributed articles, he did not noticeably reshape the paper’s
curation.

Al-Ma'rad was produced by and for the emerging cosmopolitan (upper) middle class
described above. Zaccour came from a relatively well-off Christian family from Chiyah and
began studying law before joining the first generation of full-time professional journalists.*®
Contributors were likewise drawn from intellectual circles along the Syrian and Lebanese
coast and from diaspora communities.*® The advertising profile-luxury women’s fashion
and Rolls Royce cars—further indicates an affluent readership. In this sense, al-Ma‘rad
resembled many 1920s periodicals whose producers and readers belonged to relatively pros-
perous social strata combining Western models with local traditions.*! Nonetheless, Zac-
cour framed the paper as advocating for all Lebanese people, an agenda which also shaped
his political career.

Like many contemporary editors and journalists, Michel Zaccour saw his publishing as
patriotic activism. After an unsuccessful campaign in 1925, he entered parliament in 1929 as
representative of Mount Lebanon and was re-elected in 1934 as part of the Constitutional
Bloc established by his friend Béchara el-Khoury (prime minister in 1927-1928 and 1929;
Lebanon’s first president, 1943-1952). In March 1937 Zaccour was appointed minister of
the interior, consular secretary of state, and minister of education, but his ministerial career
ended with his premature death at 41.%2 In his publishing activities as well as his political
career he promoted Lebanese independence stressing the mandate’s transitory character,
lobbied against sectarian divisions, and advocated for more social justice.** Additionally,

33 Ayalon 1995, 195-206, 226.

34  Naggar 2010, 20-3, 29; Noun 2010, n.p.

35 Naggar 2010, 56-7.

36  Suggested by the large number of photos published in the paper.

37 Al-Ma'rad 11, 332-63 (1924), title page.

38 Al-Ma'rad 27,798-843 (1929), title page.

39 Naggar 2010, 18-21.

40  They for example include Badawi al-Gabal, a well-known Syrian (‘Alaw1) poet, as-Sa‘ir al-Qa-
rawi, an Arab Brazilian diaspora poet, and the Lebanese journalist and diplomate Gassan
Tuini.

41  Kollatz 2022b, 154-5.

42 Naggar 2010, 55, 57-8, 72-3, 97; Noun 2010, n.p.; Traboulsi 2007, 95.

43 Noun 2010, n.p.; Naggar 2010, 8-9, 38-41, 101-2.
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al-Ma'‘rad presented itself as a platform for freedom of opinion and speech and as a mediator
of plural political perspectives within intra-elite struggles over Lebanon’s future.*

Caricatures were an integral part of the paper’s make-up and crucial to the dissemination
of its political and social messages. Although Zaccour positioned al-Ma‘rad as a ‘serious’
publication rather than a primarily satirical one, almost every issue included at least one
caricature (often more) alongside textual jokes. While some caricatures were borrowed from
English and French magazines or the Egyptian satire magazine Kaskul,*> most were origi-
nal-an unusual feature that, together with the paper’s careful content curation, implies that
caricatures were likely commissioned specifically for al-Ma'rad. The commissioning process
and editor—artist interactions are not documented, but scholarship on Ottoman and Egyp-
tian caricatures suggests editorial control, with publication decisions tied to political mes-
saging ¢ and artists contributing to multiple papers as freelancers.” The scant information
available on al-Ma‘rad’s caricaturists suggest a similar picture.

While many caricatures were not signed—a usual procedure at the time, as the mes-
sage was considered to be more important than the person behind it*®-some contribut-
ing caricaturists can be identified. The diversity of their backgrounds?® reflects Beirut’s
cosmopolitan character and presents caricatures in al-Ma'rad as bringing together Euro-
pean-especially French, Ottoman, Greek and Lebanese-traditions and voices. Early car-
icatures published during the 1920s had been either drawn by the French artist Doctor
Farnago (no further information available)* or by ‘Ezzat Khursid (n.d.), a Lebanese man
of Turkish origins commonly regarded as the first Lebanese caricaturist. As he first served
as a police officer and then worked in the foreign ministry, he kept his artistic endeavours
secret.>! In 1927 an artist called Vasiliadis, who signed his caricatures in Greek letters,
began contributing to Zaccour’s paper.>? In the early 1930s two Lebanese artists joined the
paper: Ra’fat Buhairi®® and Mustafa Farukh.>* While little is known about Buhairi, the lat-
ter was a famous Lebanese artist, critic, and art teacher, whose works combined Ottoman
and European influences with popular Lebanese traditions. He contributed caricatures to
al-Ma‘rad, ad-Dabir, and an-Nadim.> The paper also printed caricatures with an illegible

44  Zaccour 1921, 1.

45  For example: Kaskul. 1923.

46 Awad 2020, 169-70.

47  Brummett 1998, 15.

48  Brummett 1995, 436.

49 A distinguishing feature from rival Lebanese satire magazine ad-Dabbir that primarily
employed Egyptian and Syrian artists (Anonymous 2022b).

50 The employment of foreign caricaturists was not unusual. Al-Kaskal for example first hired
the Spanish teacher Juan Sintes to draw caricatures for the magazine (Awad 2020, 167).

51  Al-Gauhiri and Bazzi 2023, n.p.; Hammid 2004, 79; Naggar 2010, 31.

52 For example: Al-Ma‘rad 1927, 7,575, 11, and al-Ma'rad, 1927, 7,617, 20.

53  For example: al-Ma'rad, 1931, 11,948, 21; 1934, Special Issue, 32.

54  His first contribution to al-Ma‘rad appears in 1932, 11,975, 19.

55  Al-Gauhiri and Bazzi 2023, n.p.; Hammid 2004, 79; Anonymous 2022b; Lebanese Artists.
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Arabic signature > as well as two artists with the French-sounding names HP Garisien®’
and Daniel Lapause®® for whom no further biographical data is available. The growing
number of identifiable contributors suggests the increasing popularity of caricature as a
genre, which is further illustrated by a reader of al-Ma'rad contributing as an amateur or
citizen caricaturists. In 1934 Blanche ‘Amuan (1912-2011) contributed an entire page of
humorous drawings depicting street life in Beirut.>®

Given that most caricatures remain unsigned and selection practices are undocu-
mented, no reliable statement can be made on how involved artists were in choosing the
topics or in shaping political messaging. Nonetheless, some identifiable caricaturists seem
to have had preferred topics. Both Kharsid and the unidentified Arab artist, for exam-
ple, focused on the mismanagement of political and public life in Lebanon. These likely
reflected challenges they encountered in their professional and everyday lives, which sug-
gests that at least some caricaturists influenced the paper’s messaging.

4. Effective Power through Iconotextuality and Intermediality

Since interventions by scholars like W. J. T. Mitchell and Roland Barthes have challenged
the historic divide between text and image, scholarship has increasingly shown that the
two do not operate as rivals but produce cultural meaning in their interplay.®® Instead of
adding to this literature and contributing general observations on caricatures as icono-
texts (media that combine image and text),! this section investigates caricatures as com-
ponents of a superordinate medium, the periodical in which they appeared. In doing so, it
demonstrates that caricatures at least partially gained their effective power through being
part of a periodical while also enhancing the periodical’s communicative impact.

Periodicals are inherently intermedial; they integrate diverse genres of text (editorials,
essays, reports, news, short stories, poems) and pictorial media (photographs, illustra-
tions, graphs, caricatures), and they often contain references pointing to other forms of
media beyond their pages (books, music, and later radio, movies, etc.). This as Walter
Armbrust notes, turned them into labyrinths of text and image that the reader had to
traverse.®? Curating a mix of media, genres, and topics into a communicative whole ren-
dered the periodical a special form of media that has the capacity to instigate debate and
potentially also societal transformation.

56  For example: Al-Ma‘rad 1927, 7.575, 2.

57  For example: Al-Ma‘rad 1929, 9,844, 6.

58 For example: Al-Ma‘rad 1935, 13,1077, 4.

59  ‘Amun 1934, 24. Blanche ‘Amun and Nina Helou were the first women in Lebanon to graduate
in law in 1931. Blanche ‘Amun then became a famous painter and book author. Fadel 2021.

60  Barthes 1983, Mitchell 2004.

61  This, while recognising the value of this research and agreeing with Gogek’s astute observa-
tion that the cartoon [or caricature] is a ‘significant social medium because of the multiplicity
of meanings and forms embedded within: it contains both a visuals and textual message on
political events presented through cultural symbols’ (Gogek 1998, 2).

62  Armbrust 2022, 88.



https://doi.org/10.5771%2F2625-9842-2026-1
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

Caricatures in the Newspaper al-Ma‘rad (“The Exhibition’) 115

Within this curated mix, the caricature’s iconotextuality was evident not only in cap-
tions within the imagery (headlines, explanations, dialogues), but also in interactions
with the periodicals other textual elements. Consequently, as Okyar argues, ‘[t]hese visual
forms [caricatures] combined with the text would invest in the consolidation of symbols
that helped construct an imaginary world of perceptions and ideas’%* Applying this to
Rofiler’s observations on image agency confirms caricatures as nodes within networks of
actors: authors and artists created texts and images, editors curated them into a coher-
ent world of shared ideas and values. As soon as published, caricatures became visual
embodiments of these ideas and values. They became mediating agents conveying shared
meanings to the readers/viewers in interaction with these readers but also in interaction
with the periodical’s other elements-pictorial and textual.

Cataloguing® the caricatures in the available issues of al-Ma‘rad with particular atten-
tion on caricature-text interplay, suggests that Zaccour (potentially in cooperation with
other editorial staff, contributing authors and artists) consciously mobilised the mediat-
ing potential created by this interplay. Caricatures in al-Ma'rad, especially when tackling
social injustice, the oppressive nature of the mandate system, or defects in the Lebanese
political system, frequently entered direct dialogue with adjacent articles, amplifying
arguments and steering readers towards specific perspectives. Texts and caricatures mutu-
ally reinforced their communicative impact turning the periodical as a whole into a site of
resistance with caricatures acting as visual vanguards of this resistance.

Tracing the trajectory of caricatures within al-Ma‘rad shows that early humorous illus-
trations of everyday life were increasingly replaced by biting political caricatures. The
first direct attacks on mandate rule and inner-Lebanese political affairs appeared in 1923
alongside several caricatures on international politics, particularly conflicts between

63  Okyar 2023, 27.

64  This quantitative analysis draws on two bound volumes that were posthumously compiled and
published by two friends of the periodical’s editor and are preserved in the library of the Zen-
trum Moderner Orient in Berlin. They reduced the original volume of the 1,106 issues, which
must have comprised 5,000-6,500 pages, to roughly 1,000 pages. Consequently, the following
analysis is based not on a complete set of the paper’s issues but on material pre-selected by two
editors who intended to honour their friend’s legacy. In the introduction to the bound volumes
they, however, stress their determination to not interfere with the content of articles or images
and to stay as true to the original as possible. A comparison with unbound original issues of the
paper archived in the library of the Orient-Institute Beirut and with 48 issues scanned and pub-
lished by the platform Sharekh Archive revealed that the bound volumes indeed are very close
to the make-up and text-to-caricature ratio of the originals. While total numbers thus differ from
the original, the overall curation of the paper and the topics tackled still reflect the original. I
first conducted a cursory review of all caricatures contained in the two bound volumes. Second,
I identified recurring topics and visual tropes, based on which I developed a thematic coding
framework. Third, I assigned each caricature to one or more of these topics, noting the frequency
and evolution of key themes over time. Finally, I examined each caricature’s placement in rela-
tion to surrounding textual elements to determine whether adjoining articles addressed the same
topic and how the caricatures interacted with or amplified the written content.
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France and Britain as well as the Greco-Turkish War (1919-1922).%5 These critical carica-
tures peaked in number in 1926-1929 and repeatedly addressed topics such as the unjust
mandate system, inept and corrupt local politicians, economic corruption, the hazards
of modern infrastructure, the exploitation of the Lebanese people, and the struggle for
press freedom (Fig. 2). This shift was catalysed by French atrocities during the suppres-
sion of the Syrian Revolt in 1925, which intensified anti-French sentiment, and by mount-
ing socio-economic pressures®® aggravated by the concession of monopolies on certain
commercial sectors to foreign companies.®” Reacting to these developments, caricatures
in al-Ma'rad abandoned light humour in favour of sharp, sometimes horrifying denunci-
ations of corruption, injustice, exploitation, and poverty.®8

These harsh, sometimes disturbing caricatures were the most tightly connected to the
paper’s textual elements. In the surviving issues, more than half of the caricatures addressing
injustice and the political inadequacy explicitly refer to matters discussed in articles on the
same or an adjoining page (Fig. 2b). This tight image-text connection is considerably less
pronounced in entertaining caricatures that address lighter, everyday topics indicating that
criticism of injustice, exploitation, and corruption were central to the periodical’s agenda
(Fig. 2b).

Such caricature-text interactions typically took two forms: caricatures reinforced spe-
cific points made in an article or subtly biased readers toward a particular perspective. Very
direct connections between an article and a caricature appear for instance in the paper’s
commentary on violent gang warfare in the Shouf district in 1923. Two short articles-Al-
Hukm al-‘urfi fi-I-Sif (‘Customary Law in the Shouf District’) and Wa-Irhamatahu ‘ala
al-masayif (‘God’s grace on the Summer Resorts’)-appear alongside a caricature and all
three elements are tied together by a frame. The second article, adopting a very cynical view
on the matter, comments: ‘Graves have become safer and better housing than the summer
resorts in the Shouf, Lebanon’ Beside it, a caricature presents a ‘panorama’ of the Shouf in
which two skeletons sit atop a gravestone, visually literalising the text’s grim irony (Fig. 3).%°

A more indirect strategy intended to bias the reader towards one side of the argument
becomes visible in the paper’s commentaries on modern transport, more specifically the
dangers of cars. In 1924, al-Ma‘rad published a largely neutral article on cars, discussing
the pros and cons of modern transport. The article nearly takes up an entire page and
only leaves room for two caricatures. The first, Bulis al-mufariq (‘Police of the Junction’),
shows a horrific car accident caused by a distracted police officer. The second, Wa-s-sa'b

65  For a detailed discussion of the Greco-Turkish War in Ottoman caricatures see Wagner 2022.

66  The common budget was introduced in 1921 for both Syria and Lebanon and a renamed bud-
get for the services of common interest followed in 1928. It was primarily financed by custom
tariffs and income generated by the tobacco monopoly. It was exclusively administered by
the mandate authorities and was primarily used to cover the mandate’s expenditures. Conse-
quently, it constituted a great burden on the local economy. Al-Saleh 2002; Abi-Rached and
Diwan 2022, 6.

67  Al-Saleh 2002; Edde 2021, 247; Traboulsi 2007, 89, 92.

68  Similar findings but pertaining to Egyptian satire magazines in Awad 2020, 171.

69 Anonymous 1923, 3.
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Figure 3. A horrifying caricature on vio-
lent conflicts in the Shouf district right
underneath two short articles on the con-
flict (Al-Ma‘rad, no. 3,204, 1923, 3).
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sakit (And the People are Silent’), shows passengers thrown about inside a tram after
sudden braking. Both caricatures are evidently intended to bias the reader by depicting
modern transport as sites of injury and institutional negligence (Fig. 4).”

Texts and caricatures in al-Ma‘rad clearly should not primarily be seen as independent
and isolated objects but as interacting, coordinated elements within the paper’s communi-
cation strategy. Caricatures boosted certain perspectives and opinions, guided the readers’
eyes, and became visual representations of its political and societal messaging. A com-
parable technique appears in the Egyptian satirical magazine al-Alam (Cairo, 1926/27),
founded by ‘Ali Fahmi Kamil (1870-1926). On one page, an illustration of a veiled woman
with a dramatically raised arm carries the caption ‘T am one of the victims of freedom-
Look at page 10, directing readers to an article detailing how a woman wounded in the
1919 protests confronted politicians about her suffering.”!

As iconotexts within the intermedial microcosm of the periodical, caricatures inter-
acted with adjoining textual elements to nudge readers/viewers towards the editor’s criti-
cism of social and political realities in Lebanon. In some instances, these nudges became
veritable battle cries.

5. Caricatures as Sites of Contestation and Battle Cries

Images transport worldviews. This is particularly true for caricatures, which exaggerate
and essentialise and thereby ultimately challenge societal and political norms. By map-
ping social dynamics and hierarchies, they create representations of ‘particular groups
and individuals [that] retain the power to leave their mark on the collective memory; feed-
ing back into political decision-making and the perpetuation or alternatively contestation
of these very hierarchies.”? Ottoman, Turkish, and Arab caricatures of the late 19th and
early 20th century were therefore preoccupied with foreign hegemony and rapid social
transformations that were often perceived as chaotic and threatening.”® In this preoccupa-
tion, they created representations of societal groups which reflected debates within newly
emerging nation-states striving for independence and a shared national consciousness
while also communicating a top-down elite view of society. Based on the Egyptian satire
magazines al-Kaskiil and al-Usbiiiya as-Siyasiya Sara Awad concludes that ...] the rep-
resentations in the images gave visibility to and positioned different actors in society: the
powerful corrupt government elite, the interfering foreign powers and the passive actors
of the citizen and the nation as an entity.”* Such representations identified the enemies
of the nation: foreign powers and corrupt officials. As Gerhard notes, distinctive enemy
imagery usually implied a call to action.”® Al-Ma'rad transformed this call to action into a
battle cry against injustice, exploitation, and poverty.

70  Anonymous 1924, 13.

71  Anonymous 1926a, 1926b.
72 Bredekamp 2021, 1-2.

73 Brummett 1995, 434.

74 Awad 2020, 185.

75  Gerhard 2011, 9.
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Figure 4. Two caricatures showing accidents involving means of modern trans-
port next to an article on cars (Al-Ma‘rad, no. 3,270, 13).

Upper left corner: ‘Police of the Junction: We saw a policeman looking at a
beautiful woman and forgetting his whistle. Two cars crashed, smashing the
passengers while the policeman remained entranced.

Lower right corner: And the people are silent — Every time the tramway passes
an earthquake happens and the passers-by see this distressing scene inside the
wagon-and despite that the people are silent-and the government is as well?!’
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One of the most striking examples of these ‘battle cry’ caricatures bore the title ‘Do
you see the mandate state?” and was published in early 1924. Against the backdrop of
an apocalyptic-seeming landscape interspersed with gravestones, it shows an emaciated
couple obviously close to starvation and clad in rags talking to an anthropomorphised
death. The caricature identifies death as ‘the tobacco monopoly company’ who is sitting
on a box bearing the label ‘the national wealth’ (Fig. 5). As several other caricatures in
al-Ma'rad, it addresses the monopolies on certain goods bestowed by the mandate govern-
ment on Western companies, especially tobacco, which significantly restricted local eco-
nomic development.”’® The horrifying imagery denounces this practice and is intended to
galvanise readers/viewers into action.

Similarly, the caricature ‘Additional Credits’ (1928) shows a chained skeleton represent-
ing the Lebanese people from whom three figures unsuccessfully try to extract even more
blood. One restrains the skeleton, while another identified as Dammaus’” futilely gathers
blood in a hat and laments ‘No blood remains within him... haram... oh he... haram’ A
third figure in traditional Lebanese clothes helps pump the skeleton’s blood through the
tube (Fig. 6). The caricature thus implicates local elites in the exploitation by the mandate
power and dramatizes the severe extraction of resources from the population.

These two caricatures feature the symbolic figures recurring throughout al-Ma‘rad:”8
exploitative ‘big money’ and the downtrodden Lebanese people. ‘Big money; that is, (for-
eign) companies or the exploitative mandate regime and its instruments, such as the over-
sized security apparatus or an inflated state budget, were typically depicted as extremely
obese, engorged by the resources they had taken from the Lebanese people.”” By contrast,
the Lebanese were represented as a destitute male figure (or a couple), emaciated, ragged,
and near starvation. Their downward gazes and slumped postures underlined helpless-
ness vis-a-vis corruption and structural exploitation.3°

This way of depicting the Lebanese people reflected not only widespread poverty but
also the specific contours of Lebanese decolonisation and nation building. In contrast to
Egypt and Turkey, Lebanon was constituted by foreign intervention; ‘Lebanese’ as a broad
identification only became common in the 1940s.8! Unifying national symbols or figures
as the female personifications in Egyptian or Turkish caricature were not yet part of
al-Ma‘rad’s repertoire. Moreover, as sectarian tension was a constant danger, al-Ma'‘rad’s
caricatures steered away from questions of (ethnic and sectarian) identity and sought to

76  Al-Saleh 2002.

77  Sibl Dammiis was a Lebanese poet and participated in drafting the Lebanese constitution.
Reindl 2025, n.p.

78  Additional recurring figures in al-Ma'rad include the teahouse discussant of current develop-
ments, the inept politician (usually depicted as a half-bald rather small man) and the ‘modern
woman, that is a woman who defies traditional gender norms, has a job, goes into politics, and
wears Western clothes.

79  Similarly, in al-Kaskil and as-Siyasa al-Usbuyya, greedy government officials were depicted
as extremely overweight (Awad 2020, 171).

80  On the importance of analysing the posture of figures in caricatures see Achterberg 1998, 123.

81  Salibi2003, 71.
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Figure 5. A destitute and emaciated couple representing the Lebanese people in
front of an anthropomorphised death representing foreign companies who held the
monopoly on tobacco (Al-Ma‘rad, no. 3,270, 1923-1924, 2).

‘Do you see the mandate state? - When a burdensome presence settles on the land
of a people, the inhabitants have no choice but to leave. (Arabic proverb)
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Figure 6. A horrifying caricature depicting the exploitation and plight of the Lebanese people
(Al-Ma‘rad, no. 7,554, 1928, 5).

‘Additional Funds

No blood remains within him... haram... oh he... haram.

LAY ShslazsY)

foster a sense of belonging by depicting Lebanese unity through shared suffering and
shared enemies: big money, foreign powers, and corrupt or inept political elites.
Furthermore, without negating genuine commitment to furthering social justice, these
caricatures clearly represented a ‘top-down vision of society’$? They constituted sites of
contestation between local elites and colonial powers and were intended to mobilise local

82  The use of the term is inspired by Awad 2020, 186.
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elites into action on behalf of the people. While the masses/the poor are featured in many
of the paper’s caricatures, they are drawn as types rather than individuals, embodying
deprivation and victimhood. Similarly, in Egyptian caricatures, the masses or farmers
were depicted as helpless, bent forward, and poorly clothed. The caricaturists showed
them as passive, as expecting others to take care of them, as having no agency of their
own.®? While this negative edge is not discernible in al-Ma‘rad, it clearly frames the people
as in need of saving and directs its battle cry primarily at educated elites, who are more
often represented as recognisable individuals and as agents of action.

A key saviour figure emerges in the heroic journalist or editor, depicted as active, for-
ward-looking, and angled upward-an explicit counter-image to the bowed and starving
Lebanese. This is most visible in a caricature from late 1926 that shows the editors of three
major Beirut newspapers—al-Ma'rad, al-Ahrar, and I'Orient du Jour—climbing a steplad-
der towards God while two government officials unsuccessfully try to hinder their ascent
(Fig. 7). Editors appear as the mouthpieces and advocates of the people, as determined
fighters against censorship, injustice, and social problems. They even bring their com-
plaints directly to God, a motif that also appeared in an earlier caricature printed in 1924
entitled “There is nothing left except the door of the Merciful’ It shows a journalist inter-
viewing God about a new law (Fig. 8). Such imagery reflects the self-understanding of
newspaper makers as a nationalist vanguard employing their papers as drivers of change
towards a better future.

Beyond reflecting this self-view, caricatures in al-Ma‘rad were also a material docu-
mentation and extension of the editor’s political views and activism. Most caricatures
decrying social injustice and political dysfunctionality in Lebanon appeared in 1926-
1929 (Fig. 2), years that were not only characterised by severe political and economic
conditions but also coincided with two decisive markers in the editor’s political career, his
first, unsuccessful campaign in 1925 and his election to parliament in 1929. Denouncing
social injustice in Lebanon, creating the figures of oversized big money, the emaciated
Lebanese people, and the heroic editor/journalist, as well as ridiculing the dysfunction-
ality of the Lebanese political system thus also served to present Michel Zaccour as an
advocate of the people and a fighter for Lebanese interests.

6. Prompting Reaction, Provoking the Reader: Caricatures as Weapons

‘[TThe fact-creating, performative image act is as effective today as the use of weapons
themselves’® This framework captures the spirit of a cluster of caricatures published in
al-Ma‘rad in the late 1920s which fought against press censorship. They provoked reac-
tions (censorship) from the French authorities, who were readers even if unwanted ones.
Those reactions in turn prompted counteractions by the editor and collaborating artists,
often in the form of further caricatures, making Rofler’s ‘chain of actors’ circular. The
mandate authorities’ response furthermore suggests that they feared caricatures’ capacity
to mobilise Lebanese readers—apparently more than they feared al-Marad’s texts alone.

83  Awad 2020, 176, 186.
84  Gerhard 2011, 10.
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Figure 7. Editors/journalists bringing their complaints before God
(Al-Ma‘rad, no. 6,523, 1926, 1).

Leave us, at least we convey our complaints about the current situation
to God, we have no one else left who listens. Turn back promptly and
publish another decree that forbids the sons of Lebanon from communi-
cating with the merciful Lord. The three climbing figures are identified
as the editors of al-Ma'rad, al-Ahrar’, and I'Orient du Jour by the posters
they are carrying. The poster attached to the table the trident-wielding
government officials are standing on, reads: ‘Oh custodian!”
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Figure 8. Editors/journalists bringing their complaints before God (Al-Ma‘rad, no. 4,299,
1924, 3).

‘There is nothing left but the door of the Merciful. The journalist: He has just arrived in
heaven to meet God and to ask him for the new licences for his paper do you say, oh Lord,
about this new law that was unjustly passed by the Lebanese parliament?’

God: Do not fear, my children, the journalists, I will soon retaliate for you against these
members of parliament when they are dangling between my hands, but do not forget to
write something nice about what you saw here in heaven... and about me.
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The years 1925 and 1926 were marked by a conflict between Michel Zaccour and Léon
de Cayla, the then French governor of Lebanon. Zaccour published several articles crit-
icising de Cayla’s tightening of press censorship, neglect of border security, and conduct
towards the Lebanese population and eventually called for his resignation. The campaign
escalated through caricatures,® which resulted in a threefold conflict: a personal feud
between the governor and the editor, embedded in a broader struggle over press freedom,
itself part of the wider contest between mandate power and local society.®® While Zac-
cour’s articles earned him reprimands, the caricatures resulted in court procedures, fines,
and temporary closures of al-Ma‘rad.

85 Naggar 2010, 43-7.
86  On the inextricable link between the battles for press freedom and for national independence
see Ayalon 1995, 131.
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Figure 9. De Cayla in bishop’s robes, the caricature that triggered the conflict between de
Cayla and Michel Zaccour (Al-Ma‘rad, no. 5,425, 1925, 8).

‘From governorship to bishopric
Monsieur Cayla and the director of his official newspaper ‘Y.G. after the Lebanese Consti-

tution has been passed.
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The first round of conflict was triggered by a caricature showing de Cayla dressed in bish-
op’s robes while the editor of the newspaper Y. G (n.d.),%” which is dubbed de Cayla’s
official newspaper by the caricature, kneels in front of him swinging incense (Fig. 9). The

87  Unfortunately, no further information could be retrieved concerning this paper.
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image primarily targeted pro-mandate newspapers rather than de Cayla himself, yet the
governor treated it as an affront, seeking to shut the paper down and impose an exorbitant
fine. The case went to court and in a David-versus-Goliath moment Michel Zaccour won.
His supporters demonstrated in front of the court, and he managed to rally 50 Lebanese
lawyers who attended the trial in support of his case. Consequently, al-Ma‘rad contin-
ued to operate, the editor did not have to pay a fine, and de Cayla had to bear the legal
expenses.® Zaccour’s victory became headline news in several Arab and European peri-
odicals, but in the long run it did not endear him to the governor and the French mandate
authorities.

The second round was soon ushered in by al-Ma‘rad reprinting a caricature from the
French newspaper Mont Blanc which showed Gaston Domergue (President of France,
1924-1931), Aristide Briand (French Prime Minister, 1910-1929), and Edouard Herriot
(Chamber of Deputies of France, 1925-1926) in bishop robes. Its caption ended with the
challenge: ‘And what is Monsieur Cayla’s opinion of this picture?’ (Fig. 10). The reprint
exposed a colonial double standard: ridicule of statesmen was tolerated in France yet
denied to Lebanese papers under the mandate.?” De Cayla retaliated by removing one
judge from the first trial and demoting another, a gesture that underlined the limits of
local institutional autonomy. He then sued again, demanding 1,000 francs in damages.
This time he won: the court sentenced Zaccour to one month in prison and a fine of 50
lira. After protests and an appeal presided over by Béchara el-Khoury, the final ruling
reduced the penalty to a fine of 75 lira, without imprisonment.®

Especially in the months between the second and third ruling Michel Zaccour used
caricatures to lobby his case. Caricatures criticised censorship and the editor’s opponents
and glorified the editor as the defender of press freedom. In early 1925, for instance,
al-Ma‘rad printed a caricature showing a defeated-looking representative of the press (not
the editor) in a pillory labelled ‘Press Law’ Paper and ink sit uselessly above his immobil-
ised hands. In its admission of helplessness and victimhood the caricature constitutes an
exception to the general publication strategy of al-Ma‘rad, which glorified the press and
Michel Zaccour as fighters for the people’s interests.

This glorification is epitomised in the caricature discussed at the beginning of this arti-
cle, which shows the editor as a knight in shining armour fighting for the survival of his
paper (Fig. 1). Other caricatures are less dramatic but similarly heroic. One shows Zac-
cour striding forward while floating among censor’s scissors, surrounded yet untouched
(Fig. 12). Another presents him in a courtroom: under the headline ‘Enthusiastic Defence
and an Imagined Reward’ he bangs his fist on the table, sparks flying, while rows of chairs
behind him stand empty after lawyers have withdrawn (Fig. 13). Even as his support dis-
appears, the editor remains the lone steadfast hero in the face of adversity.

88  Naggar 2010, 47-9.

89  The caricature thus exposed the practice of what Homi Bhabha called mimicry, the colonial
stance towards colonised people that viewed them as ‘almost the same, but not quite’ (italics in
original, Bhabha 1984, 126).

90  Naggar 2010, 49-52.
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Figure 10. A caricature reprinted from a French newspaper show-
ing prominent French politicians in bishop robes. (Al-Ma‘ad,
no. 5,457, 1926, 14).

‘Three bishops, not one

On the occasion of Monsieur Cayla suing us for publishing a
humorous illustration showing him in bishop’s robes, we take this
picture from the last issue of Mont Blanc that shows Domergue,
President of France, Briand, the French Prime Minister, and Her-
riot, President of the Chamber of Deputies of France in bishop’s
robes. And what is Monsieur Cayla’s opinion of this picture?’
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Figure 11. A journalist in a pillory representing the limitations imposed on editors, publish-
ers and journalists by the new press law (Al-Ma‘rad, no. 5,396, 1925, 1).
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This caricature campaign did not immediately generate a favourable legal outcome, but
it earned Zaccour the reputation of an ardent defender of Lebanese interests and press
freedom. Even though tensions eased in 1926 when de Jouvenel replaced Sarrail as High
Commissioner and de Cayla resigned, the paper’s critical articles and biting caricatures
remained contentious. In September 1926 and March 1927 al-Ma‘rad was suspended
again.®! True to form, Michel Zaccour reacted to these shutdowns by publishing the cari-
cature Al-Ma'rad Suspendu (‘Al-Ma‘rad Hanged’) showing him hanging from the gallows
(Fig. 14). The notoriety generated by these conflicts may even have contributed to his
election as the parliamentary representative of Mount Lebanon in 1929, which marked
the beginning of a steep political career cut short only by his premature death. Interest-
ingly, after 1929 the number of caricatures published in al-Ma‘rad, especially of those

91  Naggar 2010, 52-4.
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Figure 12. Al-Ma‘rad, no. 5,457, 1926, 14.
‘Al-Ma‘rad To the censor: At least, open up a path for us so we can walk in peace’
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Figure 13. Al-Ma‘rad, no. 5457, 1926, 13.

‘Enthusiastic Defence and an Imagined Reward — A scene from the trial of al-Ma'rad’s edi-
tor after he and the lawyers had withdrawn from the hearing and their [the lawyers’] seats
remained empty.

=
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criticising the political system, dropped sharply, giving way again to more entertaining
caricatures on lighter topics (Fig. 2).

In his conflict with the French and in his attempt to launch a political career Michel
Zaccour employed caricatures in a familiar mode, that of the subaltern targeting the polit-
ical powerful.”? Caricatures were both the bone of contention and the weapon in his fights

92  Freedman 2012, 87.
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Figure 14. After al-Ma‘rad had been suspended twice: in 1926 and 1927. Drawing of Michel
Zaccour representing his paper suspended’ from the gallows (Al-Ma‘rad, no. 6,549, 1927, 1).
Al-Ma‘rad Hanged — ‘Azmi: Forgive me, this is all I can do for you, my friend.
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with the mandate regime. As mediating agents, they became the visual-material exten-
sion of the editor’s will to act, challenged the limitations imposed on him, and glorified
him as well as other representatives of the press as vanguards of the struggle for freedom.
If al-Ma‘rad were a motor, caricatures would be its pistons, transforming critique into
momentum by condensing political asymmetries and social injustice into provocative,
reaction-generating images.

7. Conclusion

Caricatures held a significant space and function within al-Ma‘rad as and gained special
force through their interplay with textual elements, that is adjoining articles, and through
their embeddedness in the paper’s overall political agenda and communicative strategy.
Depending on the topic, caricatures entertained, highlighted specific aspects, or amplified
messages and narratives. They illustrated, ridiculed, denounced, and occasionally horri-
fied. In doing so, they enhanced the paper’s criticism of the dysfunctionality of the Leba-
nese political system as well as social injustice and the exploitation of the Lebanese people
by foreign companies and the mandate regime. Additionally, both the drastic imagery and
the condensed emphatic messages gave al-Ma‘rad an appellative character, which fur-
thered and amplified the paper’s socio-political agendas and heightened its potential to
challenge authorities and galvanise readers into action. This way caricatures became sites
of contest and struggle challenging existing hierarchies and power asymmetries.

In specific conflict scenarios such as the feud between Michel Zaccour and Léon de
Cayla, caricatures became weapons. They were used to strengthen the editor’s position
by glorifying him, by attacking his opponents, and by tying the specific conflict to bigger
issues, namely freedom of the press and the injustice of the mandate regime. Beyond fur-
thering the editor’s interests in this specific feud, caricatures also helped link different top-
ics and messages transported by the paper, making its message(s) more coherent. In this
way, they provided the paper with a more communicative character; caricatures reacted
to current developments, commented and challenged the paper’s adversaries as well as its
readers to react and act. These findings confirm that caricatures in al-Ma‘rad functioned
not merely as humorous commentary but were active visual agents that shaped how read-
ers understood, contested, and acted upon political realities. In the context of al-Ma‘rad
caricatures undeniably had effective power highlighting the medium’s significance not just
as a source for the reconstruction but as actors and drivers of historical developments.
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on ‘Science Fiction’ and Technology from the Beginning of the 20th
Century

Abstract

The contribution deals with caricatures that depict and thematise ideas about the future and com-
pares examples from Istanbul and Cairo. Both Ottoman-Turkish and Egyptian journals contain
manifold examples of caricatures that could be characterised as playing with ‘science fiction’ topics
and deal with visions of the future. Examples from a series of 14 depictions by the caricaturist ‘Ali
Rifqi in the Egyptian satire journal al-Fukaha are compared to individual caricatures from various
Ottoman satirical magazines from the first quarter of the 20th century. Similar to the general con-
tent of the respective magazines, many of the caricatures to be analysed deal with the modernisation
of mobility, which is grotesquely exaggerated (e.g. flying travellers, flying trains). In this context,
existing contemporary problems are also addressed to some extent, such as the traffic on the streets
of Cairo and Istanbul, which was already challenging at that time. Another thematic strand is the
innovations in science, also making reference either to utopian (or dystopian) technologies or to
the changes in the world view brought about by modern science. So, what do the caricatures reveal
with regard to contemporary concepts and critique of ‘progress’ and ‘modernity’? Beyond all the
fictitious and futuristic content, are there elements referring to contemporary society of that time?
And do the caricatures really address the future?

Keywords: future visions, science, modernisation, Cairo and Istanbul, first quarter of the 20th
century

1. Introduction

The 19th century was a century characterised by the idea of progress, which went hand in
hand with a certain fascination, if not obsession, with new technologies. The invention of
steam-powered trains and ships, aeroplanes, and many more machines led people across
the globe to dream into a future shaped and mostly bettered by technologies. On the
other hand, the social impact of the Industrial Revolution also led writers and illustrators
to create more critical, even dystopian outlooks into the future, outlooks fed from their
observations in their present time. This ambiguous fascination found its expression in
many different domains of cultural practices, such as in theatrical (sometimes variété-
like) shows of Galvanism or science-inspired literature. Mary Wollstonecraft Shelley’s
novel Frankenstein or the Modern Prometheus, first published 1818, is often held up as the
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first piece of 19th-century science-fiction literature,! introducing the figure of the ‘mad
scientist.? Authors like Shelley, Jules Verne, and H. G. Wells left deep footprints in the
genre right in the same period as when the caricatures discussed in this article were pub-
lished. In this contribution, we will refer to 19th- and early 20th- century science fiction
as a genre that left its mark not only on literature but also on popular art, cartoon, and
caricature. While the genre developed quickly in Europe, the United States, and South
Asia,? it seems to have had a slower start in the Middle East.*

The London World’s Fair of 1851 marked the beginning of a series of international
universal exhibitions that served to showcase the achievements of industrialisation by
presenting newly invented machines and devices. The developments continued, with
international and national events aiming to make the various countries more competitive
in this sector. The international press picked up on these developments and discussions,
and emerging national states or countries under direct or indirect colonial influence
were equally interested in participating in this field, which was perceived as the motor
of modernity. For example, the Ottoman Empire was represented at London World’s fair,
and the ‘Egyptian Street’ built several years later for the Paris World’s Fair in 1889 stands
witness to this day to the crooked colonial gaze that shaped representations of ‘Oriental’
countries at the time. Despite the inequality baked into approaches, both individuals and
political figures from Middle Eastern countries were highly interested in the fairs and
travelled to see them.> Many of these individual travellers, both from the Ottoman Empire
and Egypt, may be characterised as belonging to an emerging new middle layer of society,
for which the Egyptian press and literature coined the name effendiya.® It is the same soci-
etal layer that gave birth to journalism, both in daily newspapers and (satirical) magazines
in the two regions.” In the Ottoman Empire, it was the bureaucratic elite whose interest

1 Most thoroughly detailed by Aldiss 1973. We use the broad definition of the science fiction
genre proposed by Bruce Sterling, who describes science fiction as ‘a form of fiction that deals
principally with the impact of actual or imagined science upon society or individuals’ He
characterises it as a ‘modern genre, pointing to the coining of the term ‘science fiction’ by
American publisher Hugo Gernsback in the 1920s and further detailing the impact of the
Industrial Revolution as a major influence on science fiction writers. See Sterling 2025.

2 We do not want to engage in a deeper discussion of the genesis of science fiction as a literary

genre. While a part of the scholarly community has identified early forms of science fiction as

early as with the Epic of Gilgamesh, many others date the rise of the genre to the 19th century
and read 17th- and 18th-century texts such as New Atlantis by Bacon 1627 as, in a way, pro-
to-science-fiction texts, especially regarding their engagement with utopian (and dystopian,
like Shelley 1826) outlooks on the world as shaped by humankind. Considering the novel, see

Cowan 2011, 407-21.

As studied by our colleague Hans Harder; see, i.a., Harder 2001, 105-19.

4 The question as to why the genre did not develop in the Middle East in parallel with this trend
cannot yet be answered. Research on this topic is still pending.

5  On travelogues from the Middle East to Europe, see Newman and al-Tahtawl 2012; Wagner
2016; Agai and Conermann 2013. On the development of engagement with “Western’ technol-
ogy and lifestyle and the rise of criticism against it, see, e.g., Hourani 1962.

6  See Ryzova 2014; Eppel 2009, 535-9.

7 See Ryzova 2014; Zdafee 2019, esp. chapter 2.
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in magazines in the second half of the 19th century that paved the way for a new era of
political newspapers and opinion journalism. Increasing criticism of the government and
propaganda for regime change prompted the Ottoman government to tighten its control
over the press through laws and regulations, giving rise to the Ottoman press in exile.
After the Young Turk Revolution of 1908, the suppressed desire for publications erupted
in a veritable press boom, especially in Istanbul.® Even before the 1908 revolution, the
editors of the most important satirical magazines were in opposition to Sultan Abdiilha-
mid’s regime. Before they began working for satirical magazines, many of the authors and
illustrators had already had careers in the military or as civil servants, and many of them
had connections abroad.’

Progress and technical innovations were thus, rather unsurprisingly, among the hot
topics to which the Ottoman and Egyptian press devoted itself in the late 19th and early
20th centuries. The satirical press in particular favoured these kinds of topics. The turn of
the century saw a boom in satirical magazines. In particular, the years 1908/9 and the early
1920s in the Ottoman Empire and, shortly thereafter, the late 1920s and 30s in Egypt saw
the publication of numerous humorous publications. While many caricatures dedicated
to technical progress express astonishment or admiration and play with the sensation of
being overwhelmed by technical progress, others combine an admiring gaze at technical
innovations with a certain scepticism towards their own country’s ability to participate
in this progress. This ambiguous stance may be explained by tendencies towards self-ori-
entalisation, that is, the internalisation of Western Orientalist ideas and critique by indi-
viduals from the region.!? A telling example may be found in the first caricature discussed
below, which ascribes the incredible amount of new technology presented as the work of
an American scholar; thus perpetuating the idea of Western technological superiority.
However, in its satirical exaggeration, the self-orientalising aspect of the caricature might
also work as an implicit critique of the West.

In this article, we will discuss the question as to whether and in what ways the carica-
tures of the time reveal threads of societal discourse with regard to contemporary concepts
and critique of ‘progress’ and ‘modernity” in Egypt and the Ottoman Empire. Veruschka
Wagner opens with Ottoman caricatures from the beginning of the 20th century, while
Anna Kollatz compares them to Arab caricatures from late-1920s Cairo. Together we start
our comparative reading from the hypothesis that, beyond all the fictitious and futuris-
tic content characteristic for science fiction, the caricatures contain elements referring to
the contemporary society of that time. Do the caricatures really address the future exclu-
sively? Or is the science fiction content a narrative device for addressing issues in the
contemporary, for criticising the society and politics of the day?

8  Baykal 2019, 42.

9  Heinzelmann 1999, 90.

10  For a theoretical approach to the concept, see Tombul and Sar1 2021, especially Chapter 3,
by Andrade. Regarding the realm of caricature, orientalising strategies in the context of con-
structing a national self are discussed by Okyar 2023.
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2. Caricatures on Technology and Questionable Progress

The topic of technological innovations is addressed in a caricature printed in the satirical
magazine Giileryiiz (‘Laughing Face’) in October 1921. During the Turkish War of Inde-
pendence (1919-1923), Giileryiiz was Istanbul’s most influential humoristic magazine.!!
In the caricature shown in Figure 1, technological progress and the latest achievements
of the rapidly developing 19th century are depicted in their combined function. Several
new devices that had entered our world at that time, such as the camera, gramophone,
and telephone, are connected in such a way that a burglar is overpowered by them upon
breaking into a home. This technological system was intended to protect residents from
burglary, as explained in the text underneath the depiction:

After this kind of invention by an American scholar, we will now be able to sit com-
fortably in our homes. Because as soon as the burglar tampering with your door steps
inside, he will be confronted with a new moving system of electrical devices. All at the
same time, the hammer will land on his head, the pincer will grab his arm, the camera
will take his picture, the water pump will spray him with water, and the gramophone
will notify the police by telephone. All these events will happen all at once.

Woe to the thieves from now on!

The scene resembles a gallery of new inventions. Various devices are presented to us taken
out of their context. Overwhelmed by so many new developments, the question of the
usability of one invention or the other arises. In this caricature, the various devices are not
only combined with each other, but are also misused for other purposes, namely to keep
burglars away. The caricature mocks the function of the devices and questions technolog-
ical progress as a whole, while at the same time addressing the problem of burglary, which
seems to have been acute at the time.

Figure 2 shows an earlier caricature, which also deals with the innovations in technology.

One of the newest achievements of the time was the discovery of X-rays. This cari-
cature from Karagoz (‘Dark Eye’), one of the longest-lived and most successful Turkish
satirical magazines,'? shows an X-ray machine in the hands of the two protagonists of the

11 Giileryiiz was a satirical magazine published between 1921 and 1923 and was characterised by
its colourful illustrations, especially on its cover pages. The magazine appeared in Istanbul on a
weekly basis with a total of 122 editions. Its publisher and founder, Sedat Simavi (1896-1952),
was a Turkish journalist, political caricaturist, writer, and film director. In terms of content, it
mainly dealt with the Turkish War of Liberation and supported the national resistance move-
ment led by Mustafa Kemal Atatiirk against the Allied occupation after the First World War. As
an opposing voice and supporter of the Turkish government (thus in opposition to the inde-
pendence movement), the politico-humorous journal Aydede was founded in 1922. However,
Giileryiiz also devoted attention to other topics, such as social changes, modernisation, and
emancipation. For the magazine’s role during the War of Independence, see Diimen 2019.

12 Karagoz (‘Dark Eye’) (1908-1955) mainly focused on domestic and foreign policy issues. It was
initially published twice a week and later once weekly, each with four pages. It played an import-
ant role in conveying political content and shaping public perception. Its main characters are
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Figure 1. Protection against burglars (Gileryliz, 17 October 1921, 5). The speech
bubble in the top left-hand corner says: ‘Hello! Hello! Police!

After this kind of invention by an American scholar, we will now be able to sit com-
fortably in our homes. Because as soon as the burglar tampering with your door steps
inside, he will be confronted with a new moving system of electrical devices. All at the
same time, the hammer will land on his head, the pincer will grab his arm, the cam-
era will take his picture, the water pump will spray him with water, and the gram-
ophone will notify the police by telephone. All these events will happen all at once.
Woe to the thieves from now on!
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Figure 2. X-rays for better transparency (Karagoz, 12 July 1909).

‘~ Oh Karagoz... so many pieces of jewelry... so many valuable items.

- You see the use of X-rays... It’s not for nothing that he didn’t allow them in Istanbul.
Oh, if only I could use it on his brain just once to find out what’s going on in there.

- That isn’t necessary... it’s obvious.
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magazine, Karag6z and Hacivat, who are known from traditional Ottoman shadow the-
atre. They are using the machine to examine Sultan Abdiilhamid II (r. 1876-1909). The
image projected onto the screen shows numerous pieces of jewelry and precious objects
that are hidden inside Abdiilhamid’s body.

The dialogue under the illustration between Hacivat and Karag6z reads as follows:

- Oh Karaggz... so many pieces of jewelry... so many valuable items.

- You see the use of X-rays... It’s not for nothing that he didn’t allow them in Istanbul.
Oh, if only I could use it on his brain just once to find out what’s going on in there.

- That isn’t necessary... it’s obvious.

Karagdz and Hacivat, two protagonists from traditional Ottoman shadow theatre, who always
engage in dialogue about daily life or the current political situation. They appear in the carica-
tures as observers or participants. See Okyar 2023, esp. 32, and Heinzelmann 1999, esp. 51-67.
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In Karagoz, the two protagonists usually address everyday issues in dialogues, in which
Karagoz explains something to Hacivat.!® This caricature by Mehmed Baha,!* refers to
an incident shortly after Sultan Abdiilhamid IT was deposed in 1909. Allegedly, during
the search of Sultan’s palace after his deposition, nothing of value was found, causing
both irritation and amusement at the same time. The circumstances that nothing of value
was allegedly found is picked up on in this depiction!® and linked to a new technological
achievement. These kinds of combinations are typical of caricatures, in which two current
events or topics are often linked together to create a humorous effect.

The Sultan was taken up as a central figure in many magazines in the Ottoman Empire,
as well as in other countries and regions, and appeared in numerous caricatures, espe-
cially towards the end of his reign. He is depicted in different ways: sometimes as partic-
ularly cruel to his people, but also as a weak ruler (‘sick man of Europe’),'¢ while he was
sometimes also portrayed as a lazy sultan addicted to his desires. His large nose is partic-
ularly noticeable in these depictions and was often targeted by caricaturists. This allegedly
bothered the Sultan so much that he had the word ‘nose’ censored.!”

The Egyptian caricature in was printed in 1927 as part 10 of a science fiction series by
the caricaturist ‘Al Rifqi (Ahmet Ruifki).!® His sci-fi caricature series Misr fi sanat alfayn
(‘Egypt in the Year 2000’) was published in the first year of Al-Fukaha,' in the first 14
issues. The caricatures usually were printed on page 9, covering half a page of the maga-
zine. They did not stand in any thematic connection to articles, jokes, or other caricatures
around them. The series does not seem to follow any particular thematic order or ‘plot.
Instead, caricatures covering a number of topics were published in a seemingly random
order, with technology-related content making up the largest part of the series. We find
one of Rifqt’s favourite topics—modern’?° traffic and transportation-along with ‘modern’

13 Heinzelmann 1999, 53.

14 Mehmed Baha and Halid Naci were the two main illustrators for the journal at the time when
the Karagoz caricatures shown here appeared. Heinzelmann 1999, 60, 67.

15  Atik 2014, 98.

16  Giilbudak 2022, 561-97; Alkan 2018. For further information on the perception of the Otto-
man Empire as a sick man within the Orientalism debate, see Asli Cirakman 2005.

17 Kiper-Biisch and Rona 2008.

18  On him, see Eberhard Dziobek’s contribution in this volume.

19  The magazine Al-Fukaha (‘The Joke’ or ‘Humour’) was published weekly in Cairo from 1926-
1933 by the publishing house Dar al-Hilal (‘Half-moon Press’). This very influential press had
been founded by the Lebanese intellectual Jurji Zaidan (1861-1914), a university classmate of
Yaqub Sarruf (1852-1927), the founder of the magazine Al-Mugqtataf (‘The Elite} 1876). Jurji
came to Cairo in the early 1890s and started publishing the monthly Al-Hilal (“The Crescent’),
which exists to this day. After his death in 1914, his sons Emile and Shukri took over both the
magazine and the press. Pro-Wafd nationalists like their father, they started to expand the
scope of the press in the 1920s by adding more magazines. One of them is the satirical maga-
zine Al-Fukaha, for which they hired ‘Ali Rifqi as the chief caricaturist.

20 I use ‘modern’ in this context to indicate the sources’ assessment of technologies or develop-
ments regarded as relatively new additions to the caricaturist’s time that seem to stem from
some sort of (questionable, as shall be discussed below) ‘progress’
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Figure 3. Al-Fukaha, 2 February 1927, 11.
‘Egypt in the Year 2000 — A Series of Dream Visions — [no.] 10: Necromancy in Criminal
Investigation.

N TS R P A

communication technologies of various kinds. Some caricatures also hint at the impact
that ‘modernisation’ may have on daily life or the environment in general. Such influ-
ences include totally changed habits in everyday life or the effect that things or habits that
appeared totally normal to his 1920s readers may become extraordinary in the future.
These factors make the series perfect for a miniature case study on how this individual
caricaturist dealt with the great concepts of tamaddun, ‘progress, and ‘modernity; in the
caricaturist’s time and in his imagination of future.?!

The caricature ‘Necromancy in Criminal Investigation’ (Fig. 3), which represents a
court hearing, shows a use of technology in a way similar to the Karagéz caricature above
in Figure 2. However, in the Egyptian example, the technology employed resembles a Oui-
ja-board and might thus be described as a rather esoteric form of ‘modern’ technology.
The judges on the left keep their fingers pressed on a contraption that is wired to the floor.
This seems to allow them to conjure up the ghost of a victim-probably of a murder case-
who points decidedly to the chief judge in the middle of the judge’s table. Bystanders in

21  All Egyptian caricatures discussed in this article belong to this series.

- [
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the back react with astonishment and shock; even the judges seem stupefied by the ghost’s
‘statement. Different interpretations of this rather enigmatic caricature come to mind: at
first glance, it seems to showcase a somewhat creepy modern achievement that could be of
great assistance in criminal investigations.?? However, is this ‘technology’ to be considered
reliable? The reaction of the judges and the witnesses in the background may be read as
shock, because a seemingly unlikely truth is being revealed, namely that the chief judge is
a murderer, or, alternatively, the shocked reaction may point to the absurd statement this
form of ‘modern technology’ produces, similar in its absurdity to some fantasies produced
by artificial intelligence programmes in our own times. Could the fact that the chief judge
sports a beard also lead one to read the caricature as a critique of the old, religion-based
gadi-system? Could the ghost’s accusatory pointing finger even stand for a general cri-
tique of the judiciary system? The caricature leaves us—and may have also intentionally left
its contemporary recipients—with a certain ambiguity regarding the ‘modern technology’
and the courtroom scene, thereby allowing room for the recipient to engage with both
topics. Apart from the thematic side of this caricature, the representation of the courtroom
scene in Egypt of the year 2000 deserves our attention. Other than the ghostly apparition,
neither the interior or the figures depicted show any difference to the way ‘Ali Rifqi and
his colleagues would have drawn their contemporary effendiya Egyptians and their sur-
roundings.?> Whether this continuity of appearance from the caricaturist’s present to the
imagined distant future is a deliberately used stylistic device or just coincidental, we shall
keep it in mind as an indication that the caricaturist may have been sceptical about the
transformational potential of ‘modernity’ in terms of social structures.

3. Sketches of the Future

Traffic and transportation are a key topic when it comes to visions of the future. Influ-
enced by technical innovations and the increasing number of vehicles, people have to
come to terms with new living conditions. Istanbul and Cairo are the focus of the carica-
tures, which provide similarities in the depictions of the future (or contemporary) traffic
situation. However, a certain ambiguity vis-a-vis living conditions in the future can be
observed in caricatures dealing with traffic. Imaginations of future (and at times futuris-
tic) traffic in the metropoles of the day, including fantastic means of transportation, often
depart from present-day observations and fears. For example, the growing number of
motorised vehicles in the cities is often represented as a dangerous and life-threatening
change to traditional ways of travel, as well as to everyday life.?* Interestingly, however, the

22 Onaside note, let us point to a 1994 murder case in Australia, in which a Ouija board was used
to identify the culprit. See Dulaney and Carrick 2018.

23 See, e.g., Ryzova 2014; Zdafee 2019.

24 Such as Rifqr’s depictions of car and tram traffic as discussed in Eberhard Dziobek’s article in
this volume. See also Rifql’s caricatures no. 2 and 4 Al-Fukaha, 8 December 1926, 9, and 22
December 1926, 9, from the series Misr fi sanat alfayn, that show fantastic sci-fi technologies
to prevent accidents, such as cars and trams made from rubber or a train able to fly over road
crossings.
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depiction of the people stands in stark contrast to these future visions of transportation,
as they do not change and seem to remain the same in appearance. The contemporary
readers thus saw images of themselves transported into a highly technologised, fantastic
future. This contrast between the known present and the imagined future creates a certain
ambiguity that is typical for these kinds of caricatures. It avoids unambiguous interpreta-
tion through its complex composition. Caricatures playing with ambiguity address vari-
ous aspects in parallel by alluding to them directly or indirectly. In this case, they purport
to address the future but are actually dealing with the present.

Figure 4, the scene depicted on the cover of the 27th issue of the second series of the
satirical magazine Geveze (‘Chatterer/chatty’), fills the entire page of the issue and, like
almost all caricatures and articles in Geveze, is unsigned. The scene shows a chaotic traf-
fic situation in Istanbul’s Cemberlitas district on the European side. The district can be
recognised by the column on the right of the caricature, the Cemberlitag or Constantine
Column. On the right, we can see a single pedestrian trying to escape while various vehi-
cles drive in a criss-cross fashion. The caption indicates that this is not a depiction of a
current situation, but a vision of the future, where numerous vehicles endanger the lives
of pedestrians. The subtitle proclaims:

If cars, automobiles, motorcycles, bicycles, and other means of transportation were
to increase in Istanbul, then this would be the order and the comfort of walking and
moving around in the streets and avenues.

Means of transportation are portrayed as frightening and viewed very critically. Numer-
ous caricatures depict trams in particular as hazardous to one’s life and often compare
them to the effects of war.2® ‘If the present is already perceived as so dramatic, what will
the future look like?’ seems to be a question on people’s minds, not only in Istanbul but
also in other cities such as Cairo.

The caricature in Figure 5, published as part 8 of the Egyptian sci-fi series, comments on
a development in urban traffic culture that ‘Ali Rifqi reflected critically in other caricatures
as well: in his own time, he observes pedestrians being driven off the roads of Cairo, as a
result of aggressive car and tram drivers and the danger they posed.?” In a future with aston-
ishingly civilised traffic, he imagines the pedestrian to be a rare breed, marvelled upon by
his contemporaries and even filmed out of a car, maybe for the local news. The ‘normal’ of

25  Geveze appeared in two series in 1908 and 1909, with a total of 115 issues, initially as a daily
newspaper and later twice weekly. It was published in Istanbul, with Kirkor Faik as its editor.
In addition to news and caricatures, the magazine included various formats such as letters,
poems, essays, anecdotes, and advertisements. For more information on form and content of
the magazine, see Civalioglu and Celik, 2017.

26 E.g. Rifqi’s depiction of trams getting into conflict with donkey drivers or carriages for Aydede,
16 October 1922, 2, and Al-Fukaha, 23 March 1927, cover. Both caricatures elaborate upon the
same joke, showing the traditional vehicle as obstructing the tram’s way. See Kollatz and Wag-
ner 2025, 10-1.

27  See above, note 8. The first tramline had opened in Cairo in 1896; the tramway network grew
fast. In the late 1920s, when Rifql worked for al-Fukaha magazine, the tram thus was a still
relatively new, but normal sight in Cairo.
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Figure 4. Geveze, 18 February 1909.

If cars, automobiles, motorcycles, bicycles, and other means of transportation were to
increase in Istanbul, then this would be the order and the comfort of walking and moving
around in the streets and avenues.

G245l Sl 03 July 3= 03735 Gl g S UE WLyt Misy « Jhgge s bageyol o JalT i
Sy gt sy ()

the caricaturist’s time is expected to become the rare and marvellous in the future. Yet again,
most of the cars, as well as the clothing of all the figures, look very 1920s effendiya, with the
men donning fezzes and either a European suit (marking them as effendi) or gallabiya attire
(marking them as more traditional, yet well-off people from the countryside, or lower-class
workers or servants in this picture). The only woman depicted here sports a moderate 1920s
outfit with a cap on her shortly cropped hairstyle but wearing a traditional black coat over
her (probably European-style) dress. The caricaturist seems to imagine a future in which
this urban middle class, to which he himself belongs, as do his editors and the main intended
audience of the magazines he publishes in, continues to exist in the same way as in his own
present time. While fantastic aviation machines, cars, and trains have changed the traffic
considerably, the social reality of Cairo remains stable in his imagination. This does not
stop at the clothing; it also includes gender and class relations. The technological fantasies
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Figure 5. Al-Fukaha, 19 January 1927, 3.
‘Egypt in the Year 2000 — A Series of Dream Visions - [no.] 8: A strange creature that people
look at in wonder from their aeroplanes and cars: A pedestrian.

represented by sci-fi motives thus seem to be restricted to the sphere of technology and out-
ward changes in everyday life, while social and societal structures remain unaffected. This
strengthens the observation regarding the contemporary clothing of figures made above.
On a funny side note, we should acknowledge the flying news agent in the upper left part
of the caricature, who is advertising the latest issue of Al-Fukaha magazine. The caricaturist
expected his satirical magazine to continue into this distant, marvellous future—and on this
point he was wrong, for publication of the magazine was stopped, and the publication fused
with another of Dar al-Hilal's magazines already in 1930.

Fabulous airborne vehicles that are visibly inspired by light aeroplanes of the time,
Zeppelin airships, and the like, can be found in the Ottoman sphere as well.

The caricature published in the bilingual Kalem (‘Pen’) entitled ‘Mahmud Sadik Bey’e’
(‘For Mahmud Sadik Bey’) (Fig. 6), a journalist who also wrote for the Kalem and many
other newspapers and magazines,?® bears the caption “Turkey in 50 years’ (in Ottoman

28  Kalem was published weekly between 1908 and 1911 by Salah Cimcoz and Celal Esad in both
Ottoman Turkish and French. The two parts differed in their content. Pseudonyms were used
for most of the contributions. Heinzelmann 1999, 68.
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Figure 6. Kalem, 1908, 8.
‘For Mahmud Sadik Bey. Turkey in 50 years.
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Turkish) and “Turkey of tomorrow’ (in French). The magazine Kalem’s caricatures cover
a much broader spectrum than those in Karagéz. In addition to ‘classic’ political carica-
tures, meaning drawings commenting on a political event or situation, the publication
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also included elements such as portrait caricatures and humorous little picture stories, for
example. Furthermore, Kalem’s caricatures are strongly influenced by European models.?

The caricature here shows a typical vision of the future in which air vehicles predom-
inate as a means of transportation. The shopping street depicted may be the busy Istiklal
Street in Istanbul’s Beyoglu district, which is lined with high-rise buildings and shops to
the left and right and still has today a historic tram that runs up and down. A woman in a
chador flies an aeroplane, while other aircraft, such as a Zeppelin, are also on the move.
A policeman tries to regulate the air traffic, while a passer-by appears to be waiting for an
‘air cab’ The caricature is signed L. Andres. However, it is not known who is behind the
name.0

Kalem published satirical commentaries on current political and cultural events, in
both texts and depictions. This caricature can be interpreted as a criticism of both mod-
ernisation and the current traffic situation in the city. The residents are confronted with
trams, cars, and other vehicles. The question that these kinds of caricatures deal with is
what it will be like in the future if traffic is already overwhelming people at the moment.
Ideas about the time to come can appear partly as a solution, but partly as a exacerbation
of the current problem. The situation in this caricature here is transferred to what lies
ahead, where the problem seems to be an overcrowded airspace instead of traffic conges-
tion on the ground. The fact that all the signage is in French can also be interpreted as a
criticism of the Westernisation efforts of the time.

In a way similar to Figure 6, the 14th caricature of the Egyptian series, shown in Fig-
ure 7, takes up a theme we might describe as the future characterised as a world upside-
down. Here, we see the people of the distant future, notably still wearing 1920s clothing.
The attire of the fully veiled woman in the front and a lady in the back, wearing just a cap,
a fashionably short dress, and high heels are pointing to persisting differences between
‘traditional’ and ‘modern’ citizens. But while societal and gender roles stay stable, the zoo
illustrates the reversal of norms. In this distant future, people admire a donkey, a horse,
and a cow as curiosities, while ‘modern technology’ not represented in the picture but
only in the blurb is said to have become the new normal. In a way, this depiction pre-
dicted the idea of farm animal parks quite accurately. However, this must have seemed as
ridiculous to the contemporary observer as declaring some 2000s everyday vehicle to be a
valuable old-timer may seem to us today.

In another Egyptian version of city aerial traffic, shown in Figure 8, ‘Ali Rifqi plays with
an imagination of future traffic control. The dichotomy between futuristic air traffic and
a city, society, and everyday customs of the 1920s becomes even more clear in this carica-
ture. We have a scene of the rooftops of a city, presumably Cairo, that has modern build-
ings as well as a mosque, while most of the buildings are not decidedly marked as ‘modern’
or futuristic vs ‘traditional’ Many planes are flying around, steered by effendis, marked
again by their fezzes. Some of the roofs have been equipped with landing cushions, as in

29  Heinzelmann 1999, 70.

30 The same signature can be found under other drawings, including in other magazines. Ref-
erence to this from Okyar 2023, 155; and Heinzelmann 1999, 74. However, it could also be a
pseudonym.
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Figure 7. Al-Fukaha, 2 March 1927, 7.

‘Egypt in the Year 2000 — A Series of Dream Visions — [no.] 14: As machines have taken over
from the animals and donkeys, horses, and oxen have become rare [and] people go to the
zoo to see them.

the foreground, or even around the mosque’s cupola to the right. In the middle, we find an
aircraft hospital, which has some sort of landing funnel installed on the roof. Two figures
are placed between the roofs of the city and the sky dominated by the different aircraft.
Both a policeman giving traffic directions and a person blowing a horn and holding a
flag float atop a cluster of balloons. These balloons have nothing in common with a mon-
golfiere’! or a Zeppelin airship. Instead, the balloon floating ‘technique’ depicted here is
clearly a comical way of parodying ‘modern’ technology, even more clearly making fun of
the future technologies than the landing cushions or mattresses on the rooftops.
Similarly, the first caricature of the series Misr fi sanat alfayn (Fig. 9) shows a monkey
man of the future, flying through the streets of Cairo in a MacGyver-style, tattered hot
air balloon, singing an old folklore song and showing off his monkey who in turn is kept

31 The first hot air balloon documented in Cairo was flown by the two Frenchmen Nico-
las-Jacques Conté and Gaspard Monge over Azbakiyya as early as 1798. As many caricatures
since the 1870 show, hot air balloons and Zeppelin airships were well known at the time.
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Figure 8. Al-Fukaha, 15 December 1926, 9.

‘Egypt in the Year 2000 — A Series of Dream Visions - [no.] 3: Air traffic control’

The text on the building in the middle reads mustashfa al-tayyarat (‘aircraft hospital’), the
cylinder on top of it is marked as the (emergency) entrance with the note isqat huna (‘land/
enter here’).

afloat in the air by three balloons. This comical way of depicting flying apparatuses could
be read as a parody on ‘technological progress’ itself, as well as at a specific ‘Egyptian’ way
of trying to achieve it: The lower-class monkey man, similar to the chronically underpaid
police officer of the distant future in Figure 8, is imagined to be still lower-class and relying
on home-made, probably unreliable solutions.3? In this way, both the air traffic control and
the monkey man caricature add to a characterisation of Egypt that represents it as a country
not entirely capable of solving problems in a ‘modern, technologically refined way.*?

32 The police officer especially is a figure subjected to mockery in Rifql’s and many other carica-
tures of the time, as shown by, e.g., caricatures for children. See Zdafee forthcoming.

33 Atelling example is RifqT’s caricature on the Egyptian way of dealing with street flooding after
heavy rain, see Al-Fukaha, 22 December 1926, 5, in which the caricaturist mocks the fantastic,
yet impractical measures Cairo citizens plan to take to keep themselves safe on a rainy day, due
to the fact that they do not trust the city’s safety measures.
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Figure 9. Al-Fukaha, I December 1926, 9.
‘Egypt in the Year 2000 — A Series of Dream Visions — [no.] 1: The monkey man:
Bachelor’s sleep, my boy... greet your elders, my boy!”

* The rhyme is an old traditional song used by monkey men in Egypt.
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4. Science Fiction Explicitly Criticising the Present Time

Following the easing of press conditions in the Ottoman Empire after 1908, a new draft
for the press law was drawn up in 1911, which was intended to restrict freedom of expres-
sion and freedom of the press. Karagoz and Hacivat express their displeasure concerning
upcoming repressions in the caricature in Figure 10, as they also do in many others. In the
drawing, Karagoz and Hacivat, who are trying to print with the printing press they set
up on a flying aeroplane in the skies of Istanbul, are able to keep their distance from the
laws ‘below. The aeroplane bears the inscription ‘Karagdz matbuasr’ (Karagéz Printing
House). We also see a multitude of pigeons holding copies of the Karagoz in their beaks
and perhaps distributing them, this reminding one of how leaflets were distributed in
wartime. The dialogue underneath reads as follows:

Hacivat, you have to get used to it, brother, you have to get used to it! From now on,
not only the military will use aeroplanes. When the new printing law comes into force,
we will publish our newspapers here. Go on, put the paper under the roller, go on!...

In the same manner as in both the Egyptian and Ottoman caricatures in this contribu-
tion, in this caricature, progress and new technologies are presented as a way out of the
current situation. With the help of aeroplanes, the press wants to escape the restrictions
they are confronted with. This caricature uses future achievements as an-albeit absurd—
solution to current problems. In doing so, it criticises current events and developments in
the country. As early as 1877, when censorship was introduced, journalists and publicists
addressed the issue and criticised the severe restrictions on caricatures. Some individuals
were severely punished for publishing a caricature critical of censorship, such as Teodor
Kasap, who was given a prison sentence for publishing Karagoz and Hacivat caricatures
mocking censorship.

The satirical magazine Geveze focused on the everyday living situation in Istanbul. For
example, the magazine criticised the inadequate street cleaning, the operation of street-
cars, the regularity of ferry connections, and the handling of financial support for people
living in residential areas destroyed by fires.>® The newspaper was also particularly con-
cerned with transportation and traffic, as we already saw in Figure 4. A particularly large
number of caricatures on visions of the future therefore deal with these topics.

According to Brummett, the Ottoman satirists used flying machines as a symbol of
modernity par excellence, contrasting the traditional and the old. ‘In the cartoon space
the flying machine was employed to illustrate the obsolescence of the old ways and the
inevitability of a machine-based future*® The caricature in Figure 11 from Geveze®’ crit-
icises the current situation, in this case the state of the Galata Bridge, by accessing future

34  Bostanci 2020, 68.

35 Civalioglu and Celik 2017, 28-42.

36  Brummett 2000, 138.

37  Geveze (‘Chatterer/chatty’) was published for the first time on 15 August 1908 in Istanbul. Ini-
tially daily, later twice weekly, a total of 115 issues were published until it was discontinued in
June 1909. It is one of the many satirical magazines published after 1908.
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Figure 10. Karag6z, 15 November 1911.

‘Hacivat, you have to get used to it, brother, you have to get used to it! From now on, not only
the military will use aeroplanes. When the new printing law comes into force, we will publish
our newspapers here. Go on, put the paper under the roller, go on!.]

4 wd «),]v . ,,—«,.Ildhls,/ 6»@*.\.\. Wl,y o J‘».)\m $P e

ST

ideas. “When the bridge is completely submerged, air transportation will be used, reads
the caption. The Galata Bridge at that time was a wooden structure that connected the
two European parts of Istanbul, which are separated by the Golden Horn. It was of enor-
mous importance for traffic and transportation, and its dilapidated condition was widely
discussed in the press. The Istanbul administration was accused of not fulfilling its duties
and not taking care of the bridge.3®

As in the previous caricature, a vision of the future is presented as a solution to current
problems. Air vehicles are offered as an option that could be used to circumvent problem-
atic conditions on the ground. This strategy is used to express criticism against authorities
who make decisions that entail social or cultural restrictions.

38  See footnote in Brummett 2000, 138.
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Figure 11. Geveze, 1909.
‘When the bridge is completely submerged, air transportation will be used.
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Not only visions of the future, but also visions of the present are addressed in satirical
magazines using typical science fiction motifs. “This is how I imagine Istanbul, since I
haven’t received a letter for a long time, reads the caption under the right-hand side of
the two panels in Figure 12. Next to the tram, the symbol of modernity, flying objects, the
symbols of the future, are depicted in a modern district with tall buildings. The means
of transportation include a hot air balloon from which people can travel by cable car
to the places they want to go. But there are also fantastic inventions on display, such as
seats with a spring underneath that transport people from place to place starting from a
‘jumping station’ (on the left of the picture). Tables refer to the metro, the post office, the
police station, the fire station, and many other places. The caption suggests that this is the
imagination of the city and its development of a person who lives abroad and has not been
in Istanbul for a long time. The caricature is signed by Ahmet Rifk, the alias of ‘Al1 Rifq,
who is believed to have been living in Italy at the time.?® The idea or presentation of the
scenes is very similar to the visions of the future presented in other depictions. Whether
imagining the current situation from the perspective of someone abroad or envisioning
the future, both variants are directly related to the current situation. The depictions are
therefore based on contrasts and comparisons, regardless of whether both parts of con-
trast or comparison are presented explicitly or not.

39 For Rifki/Rifqi see Ceviker, 1997, 64-70, as well as the contribution by Eberhard Dziobek in
this issue.
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Figure 12. Ztumriidiianka, 12 November 1923, 1. Caricaturist: Rifku.
Right side: “This is how I imagine Istanbul, since I haven’t received a letter for a long time.
Leftside: ‘Since I received letters and newspapers this week, I learned about the real situation.
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In Figure 12, the two elements to be compared or contrasted are juxtaposed. Below the
second panel on the left we read: ‘Since I received letters and newspapers this week, I
learned about the real situation! The panel shows an impoverished district with crum-
bling wooden houses and holes in the ground. The people in the picture are poorly
dressed. The paperboy is hawking the two daily newspapers Tkdam and Aksam. There
are no aeroplanes or futuristic objects flying in the air, only birds and classic kites. While
in the right-hand panel a person arriving by cable car is distributing the pension (‘Hasan
Efendi, I've brought your December salary, please reach out’), the elderly gentleman lean-
ing out of the window in the left-hand picture asks the paperboy whether the payments
have arrived yet. The lack of payment is an indication and criticism of the economic state
in which the country and society find themselves.

The fictional narrator imagines Istanbul as a wealthy and prosperous city that has
gained progress through technology. However, the given reality provides a completely
different picture, with an impoverished population in poor living conditions.

Addressing ‘modern’ technologies as a transformative influence on the earth, this
last caricature from Rifqr’s Egyptian Sci-fi Series (Fig. 13) seems almost prophetic from
today’s point of view. With its relatively reduced visual language, this caricature at first
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Figure 13. Al-Fukaha, 16 February 1927, 5.
‘Egypt in the Year 2000 — A Series of Dream Visions — [no.] 12: Cairo’s skyscraper buildings
disrupted the earth’s balance, tilting it and changing its axis of rotation.
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glance opens a space of ambiguity that is only narrowed by the blurb. It brings the insan-
ity, or unpredictability, of ‘modernity’ and ‘progress’ to the readers of Al-Fukaha in a cos-
mic allegory that first seems to ask the question as to whether Cairo, the umm al-dunya
(‘mother of the world, a common epithet of the city till today), is the transformative power
changing the world. Or has this transformation been brought about by the skyscrapers,
the architectural emblems of ‘modernity’? Once the earth is unhinged as a whole, would
this apply to the many small ‘orbits’ of life existing on it? Would that mean that, from
RifqT’s perspective, all the changes he and his contemporaries are witnessing, would nec-
essarily lead to making a complete mess of the earth by the year 2000? Or could there
be a pinch of positivity in the caricature as well: The old ways having been overcome, a
new order is established, with Cairo being a deciding factor in the world’s development?
Al-Qahira umm al-dunya, Cairo as the centre of progress or development, be it towards
a brighter future or into a gloomy soulless ‘modernity’? Read together with the blurb, the
caricature once again betrays Rifql’s scepticism vis-a-vis the booming belief in ‘progress
towards modernity’ that dominated many discourses of the time, both in Egypt and the
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(post)-Ottoman world and globally. Using the skyscrapers as a pars pro toto, it suggests
that ‘modern’ achievements will certainly change the way of life in Egypt and beyond to a
great extent, disrupting the time-honoured balance of the planet, which stands, as it were,
as a ‘toto pro pars for the issues that moved Rifql’s and his contemporaries’ thoughts.
Both the drawing of the planet drifting out of its orbit and the blurb that describes the
effect of the ‘modern’ buildings as ‘disruptive’ (fa-akhtala) reinforce a certain negative
stance towards progress on a larger scale. The benefits of the quick changes already being
induced by technology and ‘modernisation’ or being propagated by the progressive mid-
dle classes (like the effendiya in Egypt) during the 1920s are thus questioned by foretelling
their long-term effects on the planet.

5. Conclusion

The common themes presented in Ottoman and Egyptian caricatures on visions of the
future and science fiction motifs are notable. The similarities in the depiction of future
vehicles are particularly remarkable, as both in the Ottoman and in the Egyptian carica-
tures, and both on the ground and in the air, vehicles known at the time are intermingled
with fantastic contraptions. It should not go unmentioned that the Istanbul and Cairo
caricature scenes were not at all developing separately or unaware of each other. Notably,
the caricaturist Rifqi, who published the Cairo ‘sci-fi’ series analysed in this article, had his
roots in the Istanbul scene and published in Giileryiiz, among other publications, before
he left Istanbul after the end of the Ottoman sultanate.*?

However, a certain ambiguity can be seen in the contrast between the depiction of peo-
ple and that of vehicles. While the vehicles appear utopian in some cases and are subject
to major changes over time, the people shown in the depictions of the future do not differ
from those in the present in either the Ottoman and the Egyptian examples. In terms of
their outward appearance, their behaviour and tasks, people in the depictions of the future
are similar to everyday life as it would have been experienced by our caricaturists. While
technology changes in their visions of the future, everything else seems to remain the same.
On the one hand, the caricatures poke fun at technological achievements and question their
function and benefits. On the other hand, they provide visions of the future that stand in
contrast to the people depicted, who remain in their 1920s social behaviour. This can also
be interpreted as a criticism of current society and living conditions. In the everyday reality
of the caricaturists’ lives, technology promoted progress and modernity. Rapid development
gave people the feeling that the world was turning faster than they were. Technologies of the
future therefore also served as markers of progress and change in the caricatures. On the
other hand, the fantastic exaggeration of specific elements of technology was also used to
criticise change and question the benefits of innovations and progress.

The question is to what extent the caricatures were actually targeting the future ver-
sus addressing the current situation of the caricaturists and their audiences. The traffic
problem seems to have been of great concern to the residents of the metropoles Istan-

40  See contribution by Dziobek in this volume.
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bul and Cairo. The exaggerated comparison between caricaturists’ present situation and
their imagination of future transformations clearly illustrates their criticism of the present
and, at least in the Egyptian case, betrays elements of self-orientalisation when doubting
the capability of Egyptian society to fully embrace technologisation (as in the air traffic
and monkey man examples). However, especially the Ottoman caricatures in this article
also show that the topic of technology or traffic was often combined with some second,
unrelated topic of the time. One example is the combination of the achievement of X-ray
technology with a critique of the situation under the reign of Abdiilhamid II. Other cases
would be the first caricature on new technology and the burglary problem in Istanbul and
the one on press censorship in Karagoz. This unexpected combination of topics seems to
be a technique used to astonish people, instill laughter, and criticise the current times all
at once, thus constituting a technique to enhance the function of caricatures.
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Nine years after the defense of his doctoral dissertation, Astrology in the Service of Empire:
Knowledge, Prognostication, and Politics at the Ottoman Court, 1450s-1550s (University
of Chicago), Ahmet Tung Sen treats the reader to Forgotten Experts. Far more than a cos-
metic revision of his dissertation, he has substantially rethought and refined his study,
producing a sophisticated socio-cultural history of Ottoman astrologers as historical
actors. The book examines questions of identity, patronage, legitimacy, knowledge trans-
mission, and the cultural meanings of astrology, as well as its intersections—always precar-
ious, sometimes explosive-with religion, power, and shifting forms of epistemic authority.

The introduction (pp. 1-38) immediately captures the reader’s attention by juxtapos-
ing two dramatic events, separated by only three decades, that epitomize the fluctuating
fortunes of Ottoman astrologers in the long sixteenth century. The first is the laying of
the foundation stone of the Siileymaniye, timed according to calculations by the court
astrologer and performed by none other than seyhiilislam Ebussuud Efendi. The second
is the destruction of a court-sponsored observatory, authorized by a fatwa issued by one
of Ebussuud’s own students during the reign of Murad III. These two events establish the
central tension of the book and invite the reader to follow Ottoman astrologers as they
alternately gained access to the inner court or hastily sought the nearest exit. Sen proves
an able guide throughout.

Tempting as it is to interpret this second event as evidence of ‘scientific decline’ or
‘the triumph of orthodoxy, Sen cautions against such narratives. The precarious posi-
tion of astrology, he argues, was not an aberration but intrinsic to the discipline itself. Its
fortunes rose and fell alongside shifting configurations of epistemic authority, changing
priorities among decision-makers, and competition with other forms of ‘expertise’ One
of the book’s major conceptual contributions lies in its refusal to rely on broad and often
misleading categories such as ‘occult’ or ‘esoteric’ sciences. Instead, the author proposes
‘expertise’ as a more productive analytical lens—one that functions not merely as a heuris-
tic tool but as a historically meaningful category for Ottoman actors themselves. While the
Ottoman polity was hardly a full-blown meritocracy, expertise nevertheless mattered and
could serve as a basis for authority, advancement, and patronage.

The book is also situated within broader historiographical debates in the history of
science. Astrologers, despite their grounding in the astral sciences, have long been mar-
ginalized in the history of Ottoman science, just as Ottoman science itself has often been
excluded from global narratives of late medieval and early modern scientific knowledge.
Sen carefully traces the genealogy of this exclusion while noting that recent scholarship
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has begun to redress it. Ottoman astrology, however, remains doubly marginalized-both
within Ottoman studies and within the history of science. Forgotten Experts represents a
significant step toward correcting this imbalance. As Sen states explicitly, the book does
not merely seek to add an Ottoman chapter to overwhelmingly Eurocentric narratives or
to reiterate arguments about the importance of the ‘occult’ in premodern history. Instead,
inspired by Martin Mulsow’s Prekdres Wissen, it asks how astrology survived despite per-
sistent epistemic, institutional, and cultural vulnerabilities, including the absence of for-
mal educational structures and sustained critiques of its legitimacy.

Chapter 1 (pp. 39-78), ‘Munajjims’ Expertise, addresses the conceptual and termi-
nological challenges posed by the figure of the miineccim. Translating the term as either
‘astrologer’ or ‘astronomer’ proves inadequate, as it obscures the hybrid nature of the
expertise involved. A miineccim combined mathematical and natural sciences with knowl-
edge of the unseen, straddling multiple epistemic domains for which modern English
lacks an equivalent umbrella term. Rather than resorting to cumbersome paraphrases,
Sen judiciously leaves the term untranslated. This choice captures the breadth of the cat-
egory while also delineating its limits: pure astronomers and magicians, for example, fall
outside the scope of the book.

The inherently precarious nature of the miineccim’s expertise had important spatial
and social consequences. As this form of knowledge could never be fully institutional-
ized within the madrasa system, its transmission depended on informal master—pupil
relationships and ad hoc patronage rather than on stable curricular structures. While
courts emerged as the primary sites of both practice and training, with aspiring miinec-
cims apprenticed to established court astrologers, such courtly patronage remained
highly personalized and contingent. Even where offices such as that of the chief muvakkit
provided a measure of continuity, astrology relied largely on the ‘fond attachment’ of
individual patrons, producing constant fluctuations in the miineccims’ remuneration, tex-
tual production, and professional opportunities. The court thus functioned as a partial
substitute for the madrasa, offering resources without conferring the stability of formal
institutionalization.

The epistemic ambivalence of the miineccim’s position was furthermore mirrored in
practitioners’ own reflections on their craft. Many acknowledged the speculative nature
of their ahkam and emphasized the probabilistic character of their judgments, signaling
an acute awareness of the limits of experiential knowledge and celestial observation. At
the same time, most maintained that celestial configurations offered meaningful clues to
terrestrial events. Significantly, they typically framed celestial influences as subordinate
to divine will. This stance might be read merely as a defensive response to accusations of
astral determinism-often voiced by Sufi or juridical critics-but $en suggests that it may
instead reflect a genuine cosmology in which celestial causation operated within, rather
than against, divine sovereignty.

Having laid out the broader historiographical debates and the challenges posed by the
figure of the miineccim, the book’s next four chapters follow the logic of a social history
of astrology, oscillating between moments of prominence and marginalization, while also
being shaped by the highly uneven visibility of astrologers in the sources. This history
unfolds alongside political chronology but does not map neatly onto the reigns of individ-
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ual sultans. Instead, Sen foregrounds astrologers and their changing conditions of prac-
tice, thereby decentering dynastic narratives.

Chapter 2 (pp. 79-112), ‘Persianate Foundations, marks the beginning of the book’s
social history proper. Focusing on ‘Abdurrahman and Khitabi, the author reconstructs
their careers from a body of sources that is not so much sparse in quantity as limited in its
suitability for writing social history. These fragmentary references are supplemented with
rare ego-documents embedded in unexpected genres, allowing Sen to produce remark-
ably textured biographies despite the qualitative constraints of the material. Close read-
ings of ‘Abdurrahman’s surviving takvim and Khitabi’s horoscope for Mehmed IT’s birth
introduce readers to key astrological genres and constitute welcome excursions into the
more technical aspects of the profession. Both figures operated within a strongly Persi-
anate intellectual milieu. Their careers underscore astrology’s formative, Persianate phase
before its later Ottomanization.

Chapter 3 (pp. 113-52), ‘Heavenly Patronage, shifts attention from astrologers to their
patrons, particularly Bayezid II. By his reign, the court astrologer had begun to resemble
a formal office, reflecting broader processes of institutionalization that-less often recog-
nized-were already under way. Bayezid IT’s self-fashioning as a philosopher-king fostered
sustained patronage of astrology, replacing earlier ad hoc arrangements. Sen situates
Bayezid IT’s interests within a wider intellectual context, exploring possible models such
as Ulugh Beg and examining links between astrology and contemporary messianic cur-
rents. He convincingly shows, however, that apocalyptic or millenarian themes are largely
absent from astrologers’ writings under Bayezid II.

In Chapter 4 (pp. 153-87), ‘Fortunes Turned, the reader is taken into the reign of
Siileyman I. Most surprisingly, astrology’s prominence declined despite the sultan’s well-
known penchant for the ‘occult’ Siileyman appears to have favored lettrism over the tech-
nical expertise of astrologers, with the result that miineccims increasingly receded from
the center of courtly life. The poet-astrologer Riyazi emerges as the most visible figure of
this period, largely because his literary reputation secured him a place in biographical
dictionaries. Riyazi’s works reveal mounting frustration over the lack of recognition for
astral expertise, and his unsuccessful attempts to secure patronage illustrate the narrow-
ing avenues available to astrologers.

The final chapter (pp. 188-224), ‘Occult Rivalries, examines the array of divinatory
experts with whom the miineccims competed for authority and patronage: bibliomancers,
geomancers, physiognomists, lettrists, and mystics, all offering alternative modes of prog-
nostication. During and after Siileyman’s reign, these figures increasingly overshadowed
astrologers, often adopting bolder and more prophetic tones, while astrologers continued
to emphasize probabilistic judgment. As the narrative moves into the late sixteenth cen-
tury, the reader reaches the dramatic events evoked in the introduction: the construction
of the Siileymaniye, whose auspicious timing was determined by Riyazi, demonstrating
that astrology retained practical relevance even as its prestige waned; and the construc-
tion and subsequent destruction of Taqi al-Din’s observatory under Murad III. Rather
than framing its demolition as a simple clash between religion and science, $en shows
that opposition came largely from Halveti mystics, revealing a struggle among competing
forms of ‘occult’ expertise first and foremost. Figures such as the lettrist-cum-geomancer
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Haydar, whose confident and prophetic pronouncements contrasted sharply with astro-
logical caution, exemplify these dynamics.

In his conclusion (pp. 225-38), Sen returns once more to the observatory’s destruc-
tion and resists its use as a symbol-whether of scientific decline or of astrology’s waning.
Astrology, after all, persisted well into the twentieth century, producing annual sultanic
takvims replete with prognostications. What was at stake, he suggests, was not astrology
per se but competition over limited resources for defining legitimate knowledge and for
advising political authority. He further raises the possibility that increasing bureaucrati-
zation and centralization may have constrained innovation.

With an impressive list of archival sources from seven repositories and unpublished
manuscripts from seventeen institutions (pp. 281-86), Forgotten Experts comes to a close
as a lucid and compelling narrative that balances close reading of complex sources with
broader historiographical reflection. Sen consistently resists settling on a catch-all term or
a simplistic binary explanatory framework. Instead, he convincingly calls for a nuanced
understanding of a plural epistemic landscape in which astrology operated side by side
with other traditions. In doing so, he fills a major gap in Ottoman and global histories of
science and sets a new standard for the study of astrology as a social practice.

Even so, it is the reviewer’s duty to raise a few points that merit further reflection.
Most notably, Forgotten Experts explains with great clarity why astrology mattered rather
than how it worked. From one perspective, this choice is entirely justified. Detailed expla-
nations of astrological technique would risk opening a Pandora’s box and diverting atten-
tion from the book’s central concerns. Yet the relative scarcity of sustained engagement
with astrological sources as technical texts remains noticeable, and readers are offered
only fleeting glimpses into the inner workings of astrological practice. Some additional
signposting or brief methodological asides might have helped non-specialists better grasp
the hybrid nature of the astrologer’s expertise. Ironically, this choice also underscores the
book’s originality, as much existing scholarship on astrology has done precisely the oppo-
site, focusing narrowly on technicalities for a highly specialized readership. With Sen,
we learn considerably more about the man Mirim Celebi than about what it entailed, in
practice, for him to comment on Ulugh Beg’s zij—and that is, all things considered, a very
good thing.

A second point concerns competitive diversity within astrology itself. Sen skillfully
portrays clashes between astrologers, geomancers, and other experts as struggles between
distinct epistemic strands, each claiming privileged access to the future. Less pronounced,
however, is the extent to which similar forms of competition also existed within these
traditions. Astrologers not only offered multiple interpretations of the same celestial con-
figurations—a point Sen duly notes-but also, at times, interpreted different kinds of signs
within a single work. Ottoman takvims, for example, did not rely exclusively on astral
observation but occasionally juxtaposed stellar divination with alternative prognostic
frameworks, invoking fictitious entities such as $iikiir Yildizi or the Ricaliil-Gayb. This
juxtaposition produces an embarras du choix, making it difficult for the reader to decide
which form of divination to follow-an issue that remains largely underexplored and per-
haps ultimately unanswerable.
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Finally, the book’s focus on the ‘long sixteenth century; culminating in the dramatic
destruction of Taqi al-Din’s observatory, provides a compelling narrative arc but carries
certain risks. Although Sen repeatedly emphasizes the persistence of astrology both before
and after this period, readers unfamiliar with the broader chronology may nonetheless
come away with the impression of a lasting marginalization of astrology after the sixteenth
century, or of a marginal or largely absent Ottoman astrology prior to its Persianate infu-
sion by ‘Abdurrahman and Co. These reflections, however, should be understood less as
criticisms than as openings for further research.
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Change takes many forms and shapes, most obviously differing with regards to intensity
(degree), impact (longevity), and time (duration): How encompassing is it, how much does
it alter specific people, groups, or even structures, and how quickly does it take effect? What
does it mean if space—and the social implications attached to it-are altered, as borders are
rewritten and social space newly defined? If space (territory) is newly conceptionalized,
how do its populations react to this change and what does it mean in terms of belonging,
social interaction, and collective identity? Referring to what is roughly termed ‘the Edirne
region, Jacob Daniels draws on these questions to discuss the impact of nation building and
border formation on the local (Jewish) population in the late Ottoman and early Republican
context.

Borders and borderland form the conceptual core of what is an in-depth, much-encom-
passing portrayal of mobility patterns, social structures, individual and collective agency,
as well as policies of demographic engineering. Picking up on the relatively recent schol-
arly interest in Ottoman/Turkish border studies (e.g., Borders, Boundaries and Belonging
in Post-Ottoman Space in the Interwar Period, edited by Ebru Boyar and Kate Fleet, 2023),
Daniels zooms in on the (spatially shifting) region where first the young state Bulgaria and
later also Greece abutted the shrunken European part of the Ottoman Empire. It is this
transformation of the Edirne region from an integral part of the Ottoman Empire to a vio-
lence-ridden province at the margins of the Turkish nation state which serves as the back-
drop of the many anecdotes, life stories, local events, and discourses that are so meticulously
retold in the light of a minority’s struggle for economic, social, and physical survival.

By doing so, this title is a further invaluable contribution to the recently sparked and
hopefully ongoing discussion on Ottoman and post-Ottoman borderlands, borderland
mobility, mentality/identity, and migration policies: among them Ella Fratantuonos Gov-
erning Migration in the Late Ottoman Empire (2024), Vladimir Hamed-Troyansky’s Empire
of Refugees (2024), and Regime’s of Mobility (2022) by Jordi Tejel and Ramazzan Hakki
Oztan as well as a wide selection of articles (e.g., the special issue ‘Borders, Belonging, and
Refugee Memory since the Greco-Turkish War and Population Exchange’ forwarded by
William Stroebel and Kristina Gedgadaité in 2022) which explore mobility and networks in
borderland regions from various angles.

The Jews of Edirne approaches individual lives, activities, and mobility patterns with
equal depth and insight. Building on a rich tapestry of biographical accounts, private cor-
respondence, newspapers, and diaries among other sources, Daniel successfully creates a
multi-facetted prism through which the reader may perceive the effect of the borderland on
individual and collective life in Edirne: the disruption of trans-border relations with sud-
denly turned-Bulgarian-state communities and business contacts, the equally sudden lim-
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itation of personal trans-border mobility, the gradual dissolvement of a decidedly Ottoman
identity, the growing tension that erupted into ethnic violence during times of (perceived)
external or internal threats, and the eventual evolvement of an ethnically homogeneous,
Muslim-dominated borderland that left little room for ethnic or cultural diversity.

Starting off with an insightful discussion of the borderland concept and its on-site real-
ization in Edirne, Daniel turns to Jewish life and identity in Edirne in five chronologically
aligned chapters. Chapter 1 sets the stage by presenting Edirne’s local, demographic, eco-
nomic, historical, spatial, and cultural specificities, and especially highlights the Ottoman
legacy that continued to shape local, especially Jewish, trans-national networks and per-
spectives. By reflecting on space, identity, and growing nationalism, Daniels masterfully
traces how the Jewish community of Edirne became a target of antisemitic/anti-minority
outlashes which marked the last decades of the Ottoman Empire. Following up on this,
chapter 2 zooms in on local media discourse, intercommunal relations, and intra-communal
conflict, thus portraying how Jewish communities in the Edirne region reacted to political,
social, and spatial developments in the first years after the Young Turk revolution. During
what Daniel terms a phase of ‘political experimentation’ (p. 89), the Jews of Edirne are
portrayed as meandering between self-assertion, revolutionary spirit, Zionism, and Otto-
man(ist) conceptions of communal identities. Moving on to the years 1913-1918, chapter
3 emphasizes the traditional perspectives inherent in the Jewish community’s mental maps
and self-identification. Arguing that ‘the border meant one thing to the Jews and another
to almost everyone else; (p. 121), Daniels shows that the Jews of Edirne largely maintained
their trans-regional (and thus trans-national) outlook and solidarity, while Christians and
Muslims were much more directly affected by ethnic cleansing and thus connotated the
border very differently. While shrinking in size due to economic migration as a result of dis-
rupted trans-regional business ties, the remaining Jewish community kept its distinctively
Ottoman identity and networks-a truly exceptional phenomenon in the region and part
of what makes Daniels’ choice of focus so intriguing. Chapter 4 covers the period of Greek
occupation which again forced the local community to navigate the pitfalls of a region where
power could change hands quickly. Manoeuvring between the Greek state’s expectations,
religion-based forms of antisemitism, and general instability, the community was torn on the
question how to react to and survive this volatile situation. Once again foregrounding indi-
vidual perspectives, Daniels gives vivid examples of Jewish (including female) agency while
individuals engaged with Ottomanism, Zionism, and Hellenism to varying degrees—which
underlines that state allegiance and communal nationalism could still co-exist in the eyes of
the respective authorities (p. 148). Chapter 5 begins with the year 1923 and briefly revisits
the many spatial and contextual changes marking the transition from the Ottoman Empire
to the Republic of Turkey, including an altered concept of allegiance to the nation state
which now demanded ‘that obedience to the nation should surpass all other attachments.!
With the pogrom of Thrace (1934) as its anchor point, this chapter sets out to contextualize
this outburst of antisemitic violence, thereby discussing the role of Ottoman legacies, eco-
nomic specificities of the region, and the ingrained suspicion against borderland minorities.
What is most interesting about this chapter, however, is that it presents the pogrom both as

1 Malesevi¢, Sini$a. 2013. Nation States and Nationalisms. Cambridge, UK: Polity Press, 112.
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a result of the Ottoman past and a blueprint for future anti-minority outlashes in Turkey. In
view of what was to come, Daniels argues, the pogrom of Thrace was both ‘a culmination
of developments that had begun in the Ottoman era and a rehearsal for subsequent acts of
displacement and dispossession’ (pp. 175-76) of minorities.

Aiming to ‘probe the many shades of Jewish experience’ (p. 181) in the Edirne region,
The Jews of Edirne constitutes a masterful account of the lives, activities, adaption and sur-
vival strategies of the local community/communities which leaves little room for criticism.
Well-written, analytic, and based on a wonderfully diverse source corpus, this book offers
fascinating insights into an understudied topic whose marginality in academic discourse
used to mirror the spatial frame of the equally marginalized borderland it is set in. By shin-
ing a light on this region and its people, Daniels has succeeded in expanding the limits of
academic research, and contributed to the fruitful discussion evolving around borderlands,
mobility, and identity which has powerfully emerged in the last decade especially.
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The study of Ottoman divan poetry has long balanced its aesthetic complexity with its
social and historical significance. Challenging Conventions: Love, Lovers, and Beloveds in
Early Modern Ottoman Poetry, edited by Christiane Czygan and Hatice Aynur, emphasizes
the latter, highlighting the genre’s dynamism, subversive potential, and deep engagement
with sociopolitical and spiritual currents. Stemming from a 2022 workshop, the volume
brings together established and emerging scholars to explore the multifaceted concept of
‘isk across poets, genres, and contexts from the 15th to 18th centuries. ‘If Islamic spiritual-
ity could be distilled into a single word, that word would undoubtedly be love. This edited
volume takes that insight as its point of departure. Its central goal is to examine the many
layers of love sk in early modern Ottoman poetry-not as a fixed trope, but as a vibrant
and evolving force that engages with, mirrors, and at times challenges the sociopolitical,
spiritual, and ontological structures of its era. The volume directly addresses a gap in
the field: although sk is a pervasive theme, it has received comparatively little attention
in international scholarship, with foundational works such as Walter G. Andrews and
Mehmet Kalpakli's The Age of Beloveds being rare exceptions. By bringing together both
established and emerging scholars, the editors assemble a cohesive collection that truly
‘challenges conventions’ in its subject matter as well as in its methodological outlook.

The book is organized thematically into five sections-Social Configurations, Ontologi-
cal Configurations, Spiritual Configurations, Beyond Lyrical Conventions, and New Sourc-
es—a structure that effectively leads the reader through the intricate layers of meaning
woven into the poetic representations of love. To provide a comprehensive review, I will
first summarize each chapter’s focus and contribution before turning to an assessment of
the volume’s strengths and shortcomings.

Social Configurations

In their foundational chapter, ‘Love, Gender, and Self-Presentation in the World of Early
Modern Ottoman Court Poetry, Mehmet Kalpakli and Walter G. Andrews explore how
gender and audience shape selthood in Ottoman court poetry. Through comparative close
readings of gazels by Necati (d. 1509) and Mihri Hatan (d. after 1512)-especially poems
with parallel refrains such as bu gice (‘tonight’) and gecen gice (‘last night’)-they show
how similar poetic conventions produce markedly different effects. NecatT’s ostensibly

1 Research Associate, Institute for Habsburg and Balkan Studies (IHB), Austrian Academy of
Sciences (OAW), Austria, Nilab.saeedi@oeaw.ac.at; ORCID: 0000-0001-7729-9563.
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occasional poems ultimately aim for universality, crafted for public, male-centered liter-
ary spaces and aligned with aspirations for lasting fame and patronage. Mihri’s poems, by
contrast, are more direct, narrative, and tied to specific private moments, often respond-
ing to or subtly subverting male poetic models. The chapter’s key contribution is its clear
demonstration of a distinct ‘woman’s voice’ and ‘harem court’ aesthetic, challenging the
long-standing view that female poets merely imitated men.

Christiane Czygan’s chapter “The Dual Impact of Madness in Sultan Siileyman’s Third
Divan (1554) examines the paradox of Sultan Siileyman (d.1566)-writing as Muhibbi-
adopting the poetic persona of the love-maddened mecniin, despite the political neces-
sity of projecting mental stability. Combining historical analysis of Ottoman ideas about
insanity with close readings from Muhibbt’s Third Divan, and situating the mecniin motif
within medical and mystical discourses, she uncovers a sharp divide between the sul-
tan’s political and poetic selves. In poetry, Muhibbi could safely embrace ‘madness’ to
fashion himself as the ideal lover, a move that ultimately reinforced his mystical image as
the insan-1 kamil (Perfect Man). Czygan thus demonstrates how poetry offered even the
empire’s ruler a protected space for controlled, transgressive self-expression.

Ontological Configurations

Victoria Rowe Holbrook’s wide-ranging chapter “The Separation of Goodness and Beauty:
Plato, Galip, Lacan’ traces the philosophical genealogy of beauty, arguing that a decisive
split occurred when Plato’s kalon-the unity of beauty and goodness-was translated into
Latin and divided into separate concepts. She contends that Arabic, Persian, and Turkish
intellectual traditions preserved the original Platonic unity. Through a conceptual history
that moves from Plato’s Symposium to the Quran and hadith, and finally to Seyh Galib’s
(d. 1799) Hiisn ti ‘Ask, she concludes with a critique of Jacques Lacan, whose redefinition
of love she sees as a product of this historical rupture. Holbrook ultimately shows that
Galib’s work embodies an unbroken Islamic Platonic tradition in which beauty, love, and
goodness remain inseparable, guiding the soul toward divine truth.

Fatih Altug’s chapter ‘Narratives of Devotion and Transformation: Procedural Dynam-
ics of Love, Truth, and Subjectivity in Nergist's Mesakk ul-‘Ussak and Nihalistan’ redirects
attention from poetry to prose by examining two story collections of the 17th-century
writer Nergisi (d. 1635) to show how love functions as a transformative event that pro-
duces a new subjectivity. Drawing on Alain Badiou’s concepts of the ‘event, ‘fidelity; and
‘truth procedures, Altug argues that love in Nergist’s narratives is not simply an emotion
but a disruptive force that breaks apart the lover’s former identity. The protagonist’s stead-
fast fidelity to this event—despite social rejection and personal suffering-becomes the very
process through which an ‘amorous subject’ is formed. The chapter stands out for its
deft use of modern continental philosophy to reinterpret early modern Ottoman prose,
reframing literary love as a disciplined, truth-generating practice.
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Spiritual Configurations

Sadik Yazar’s chapter ‘On the Tidal State of Love: The Representation of Telvin in Turk-
ish Sufi Poetry’ examines the Sufi concept of telvin-the state of spiritual fluctuation that
precedes the steadiness of temkin—and its subtle expression in the poetry of Yanus Emre
(d. 1320?) and Egrefoglu Rami (d. 1469-14707). Combining theoretical discussions of
telvin from classical Sufi manuals with close readings of selected poems, Yazar identi-
fies the linguistic and thematic signals of this unstable spiritual condition. He shows that
poets like Yanus Emre evoke ftelvin through oppositional phrases (‘at one moment... at
another’) and recurring motifs of lost reason and waning patience, effectively dramatizing
this unstable spiritual state.

Betiil Sinan Nizam’s chapter ‘Displaying Competence through Love: A Typology of
Lovers in Kasides with the Redif sk’ examines the often-overlooked presence of sk in
kaside, a genre typically devoted to panegyric. She shows how mystic poets skillfully inte-
grated themes of divine and passionate love into praise for patrons, creating a distinct
typology of lovers within this formal structure. The chapter highlights the fluidity of Otto-
man poetic genres and demonstrates how poets balanced worldly ambitions with spiritual
ideals, revealing that sk was pervasive enough to shape even the most public and politi-
cally oriented poetry.

Beyond Lyrical Conventions

Giilsah Tagkin’s chapter ‘Power is Speaking: What Does The Beloved Tell about Love?’
challenges the conventional portrayal of the beloved as a silent, passive figure in Ottoman
poetry. By analyzing poems where the beloved speaks directly, she examines the resulting
changes in power dynamics and expressive possibilities. Tagkin shows that granting the
beloved a voice not only disrupts a central gazel convention but also allows the poetry to
explore complex rulership dynamics, transgressive love, and more nuanced psychological
depth.

Benedek Péri’s chapter ‘Love Poetry with or without Love? Classical Ottoman Amorous
Gazels in the Early 16th Century’ challenges the modern view that Ottoman poetry was
primarily driven by emotional resonance, arguing instead that intellectual and rhetorical
mastery were central. Drawing on historical biographical dictionaries and contemporary
literary critiques, he shows how the interplay of Turkic and Persian influences highlights
that poets were chiefly valued for their technical skill and erudition. Péri’s findings reca-
librate the field, emphasizing the early modern ‘horizon of expectations;, where poetic
excellence was judged not by emotion but by mastery of convention, intertextual skill,
and linguistic virtuosity.

New Sources

Hatice Aynur’s chapter ‘In the Quest for a Lyrical Persona: Love in Tatavlali MahremT's
‘Gazels’ presents a newly discovered copy of the divan of Tatavlali Mahremi (d.1535), a
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16th-century poet, introducing a previously overlooked voice to scholarship. Through
careful textual analysis, she explores Mahremfs treatment of the distinction between
earthly and divine love and his unique rhetorical strategies. The chapter both recovers
an important source and deepens our understanding of Ottoman poetic conventions,
expanding the known literary canon.

Edith Giilgin Ambros’s chapter ‘Ottoman Catechism (1lm-i Hal) Goes Popular: Love,
the Girl, and the Jew’ studies and translates the 14th-century folktale Kiz Destant, analyz-
ing it as a didactic narrative that supported Islamization in Anatolia. Combining historical
and literary analysis, she treats the tale as a reflection of socioreligious change in rural
society. Ambros broadens the volume’s scope beyond elite literature, showing how themes
like love and conversion circulated through popular culture.

Evaluation of the Volume

Challenging Conventions: Love, Lovers, and Beloveds in Early Modern Ottoman Poetry,
stemming from a 2022 workshop, opens with an introduction that masterfully frames
the project. It traces the etymology and theological debates surrounding sk and outlines
the volume’s three guiding assumptions: that poetry engages with sociopolitical norms,
that 9sk appears in unexpected forms, and that madness provides a critical lens for inter-
preting 16th-century poetry. This clear and sophisticated theoretical framing sets a high
standard for the chapters that follow. The volume is not merely a collection of essays but
a carefully curated, thematically structured dialogue. Its five sections—Social, Ontological,
Spiritual Configurations, Beyond Lyrical Conventions, and New Sources—allow readers to
trace how sk operates across courtly, mystical, and literary realms. The volume succeeds
in transforming Ottoman love poetry into a dynamic field of social, political, and spiritual
contestation.

The volume’s first half is especially strong, with chapters by Kalpakl: and Andrews,
Czygan, Holbrook, and Altug offering original, compelling arguments likely to influence
future scholarship. Kalpakli and Andrews’” opening chapter is a masterful reading of Otto-
man poetry in its social and performative context. Czygan compellingly shows Sultan
Siileyman using the mecniin persona to craft the ‘perfect lover’ (insan-1 kamil), with her
analysis of the ‘chain’ trope particularly striking. Altug’s application of Badiou’s philoso-
phy to NergisT’s prose offers a refreshing theoretical lens.

However, the volume has notable shortcomings. Despite its focus on love, lovers, and
beloveds, it surprisingly lacks critical engagement with the pervasive homoeroticism cen-
tral to the classical gazel tradition. Apart from the Kalpakli and Andrews chapter, which
examines gendered voice, the beloved -typically portrayed as a young male-is largely
treated as an unexamined, almost invisible convention. This omission represents a missed
opportunity to ‘challenge conventions, as promised by the editors, since it avoids engag-
ing with the substantial scholarly discourse on homoerotic dynamics, a fundamental and
complex aspect of Ottoman poetry. A more thorough interrogation of these dynamics
would have enriched the volume’s analysis of lovers, beloveds, and the intricate power
relations embedded in the literary culture.
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The Spiritual Configurations section is notably weaker and less cohesive than pre-
ceding sections. Yazar’s chapter on felvin largely presents exposition of the Sufi concept
rather than critical literary analysis. While it provides a competent survey of the theoret-
ical background, it lacks the argument-driven, textually grounded approach that char-
acterizes the strongest contributions in the volume, resulting in a dip in analytical rigor
and disrupting the tone established in the Social and Ontological Configurations sections.
Although the chapter offers valuable context for understanding mystical frameworks
of love, it does not fully integrate this conceptual foundation into sustained literary or
historical analysis. Similarly, the New Sources section only partially fulfills its promise.
Aynur’s study of the newly discovered divan of Tatavlali Mahremi is a strong piece of
philological scholarship, clearly distinguishing between earthly and divine love and fitting
seamlessly with the focus on high literary traditions. By contrast, Ambros’s presentation
of the folktale Kiz Destani, while offering useful insight into popular religious culture
and Islamization in Anatolia, feels tangential to the volume’s core focus on lyrical sk in
elite literature. Its inclusion seems appended rather than integral, undermining thematic
cohesion and raising questions about the editorial rationale for what constitutes a relevant
‘new source. Taken together, these weaknesses—the uneven treatment of homoeroticism,
the less critical and cohesive Spiritual Configurations section, and the partial fulfillment
of the New Sources promise-highlight areas where the volume could have more fully
realized its ambitious aims. While these issues do not negate the collection’s substantial
strengths, they underscore the limits of its analytical reach and the challenges of balancing
thematic breadth with sustained critical depth. A minor limitation, acknowledged by the
editors, is the volume’s focus on Islamic traditions, leaving non-Islamic Ottoman literary
interactions largely unexplored. Additionally, the sophisticated theoretical frameworks
employed (e.g., Badiou, Lacan) may pose challenges for readers unfamiliar with contem-
porary critical theory.

Challenging Conventions: Love, Lovers, and Beloveds in Early Modern Ottoman Poetry
is a significant, interdisciplinary contribution to Ottoman literary studies. Far from a
collection of discrete essays, it forms a cohesive argument demonstrating that sk was a
central, dynamic, and versatile force in early modern Ottoman culture-socially, spiritu-
ally, and intellectually. Standout chapters by Kalpakli and Andrews, Czygan, and Altug
reveal love as a medium for gendered self-fashioning, political transgression, ontological
exploration, and the forging of new subjectivities, while Nizam highlights its rhetorical
sophistication. The volume’ interdisciplinary synthesis, building on foundational works
like The Age of Beloveds, shifts focus from the social history of literature to the intellectual
and aesthetic history embedded within it. While chapters employing Badiou and Lacan
may challenge readers unfamiliar with contemporary theory, and the focus on Islamic
traditions leaves non-Islamic literary interactions underexplored, these reflect its defined
scope rather than flaws. Ultimately, the book reinterprets Ottoman poetry, challenges con-
ventions, and opens exciting new avenues for research, making it essential reading for
scholars of literature, history, and mysticism.
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