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The popular image of a traditional pup
pet show, such as one might find in 19"
century prints of an open air Punch and
Judy play at Brighton Beach. a solo
Chinaman in a bag stage or perhaps the

gredt ouring marionette performances
of Tony Sarg’s company, is one of pup-
pets performing for an audience. The
puppeteers are. for the most part, hidden,
which makes it easier, presumably. for
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When Flesh Meets Wood

Editorial by Andrew Periale

onloakers to “suspend disbeliel.” 'm
quite certain that our collective memory
of & golden age of puppetry in which
there were humans in front of the stage
and puppets on staze and basra is litde

Ficure 1

more than a delusion fueled by a Kind of
romantic nostalgia. As my father says:
“They don’t make ‘em like that any
more...and they never did,”

Yes, there have been puppet shows of
that sort for a long time. and this model
is still with us in companies like The
Salzburg Marionettes, but if we expand

Imace rrom TrE FeAsT, AN INTIMATE TEMeest [pece 14]
AT PROSPERO'S BEHEST, ARIEL AND CALIBAN ACT OUT THE MEETING OF MiranDA anD FERDINAND.
proTo: MickreL Broswow.

our field of vision a bit, we find humans
and puppets sharing performance spaces
in a variety ol ways. This may seem
like a contemporary phenomenon, but
consider Dadaist performances ol nearly
g eentury ago or the visible three-muan
teams manipulating figures m |77
century Japan. In Mali, relationships

between musicians, puppets, puppeteers,
masked dancers and the public change
fluidly over the course of davlong cel-
ebrations. In the classie tragedies of 3
century BC Greece, oversized. masked
gods (essentially walk-around puppets)
mingled with human-scale actors and
chorus members.
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Furthermore, 1 think the whole
concept of the “willing suspension
of disbeliet™ has been oversold. 1'd
always thought this was a coinage
of Walt Disney to explain our en-
Joyment of his fantastical animated
films. In fact. it was first used by
Samuel Coleridge in 1817 to explain
a reader’s ability to enjoy literature
containing supernatural, or at least
romantie. elements. 1 prefer Philippe
Genty's take on this phenomenon,
namely, that the very young child’s
“preconscious” mind does not dis-
tinguish between illusion and real-
ity —the magician’s sleight of hand is
real magic. The “enlightened™ aduli
mind always knows that the vanishing
cigarette, for instance, is a rick. The
preconscious. animistic mind, though,
15 still present amid all that the adult
has learned about the world and its
physical laws, so there is no need 1o
suspend anything when enjoying a
puppet show: the viewer 15 simulta-
neously tricked and in on the trick,
and | believe it isthe tension inherent
in that paradox that contributes 1o our
enjoyment of puppetry.
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In this issue, we look at what
happens when humans meet puppets
on stage—as animators. collabora-
tors or fellow performers. and how
the human’s presence on stage does
not detract from our enjoyment of
the puppet but enhances it. Ronnie
Burkett is a potent example of the
visible soloist who is by turns god-
like puppeteer and a character sharing
the spotlight with marionettes that
he himsell is animating |Brandes,
page 4]. Penny Francis relates the
challenges of working with actors at

London’s Royal Central School of

Speech and Drama as they learned (o
project character through an object
[page 8], Dr. Paul Piris looks at “co-
presence™ in the solo performance
styles of Neville Tranter and Nicole
Mossoux [page22], a principle that
is also well illustrated by Carolyn
Roark’s Punch lecture [page 36]. We
have many more examples, each with
its own twist: The Trout Workshop's
“bearded, naked men.” Redmoon’s
The Feasr (an imtimate Tempest),
Spain’s Titeres Etcétera and much
more. Good reading, evervone!
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Finding Hope in Ronnie Burke(t's Theatre of Martonet(es

by awn Tracey Brandes

Canadian puppeteer Ronnie Burkeit’s Theatre of Muariongttes regularly boasts complex, large-scale
narratives and casts of charneters in the double digits. And yet. Burkeit's theatre 15 essentially a one-
man show. ' Since he founded the Theatre of Muarionettes m 1986, Burket has penned his own seripts.,
designed his own puppets. and stood alone pastaze amidst his large cast of exquisitely-cralted mari
onettes. - While o varety of designers and builders collaborate with Burkett behind the scenes. it is
ultimately his body that the audience encounters onstag
manipulates.” As is the rend in comemporary puppetry.’

e, deftly breathing life imo the puppets he
Burkeit is always visible onstage. w greater
or lesser degrees. The virtuosity of Burkett's solo performances is part of the appeal of his theatre: the
eapid-tire shifts between characier voices, or the detailed mdividual gestures of ecach marienetie, are

outstanding in part because iUis Burket alone lending his voice and pulling the strings. The relationship

berween Burkett and his cast of minigtures is not an accidental byproduct of these productions: rather,
it 15 intrinsieally linked to the emotional power of Burkett’s theatre. In this article. 1 will draw on two
examples of Burkett's work that reveal this link in different ways: the 1998 production Soeet of Blood,
and Burken's most recent offering, Perny Plain (200137 Dwill argue that Burkeit's performance siyle
works in combination with the texts of his plays to produce o sense of community. both on the stage
and in the audience.
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Characterized by Burkett as "o big, sprawling. gothic prairic
epic” (O, in Morrow 3221 Streer of Blood deties succinet summar-
sation. Country bumpkin Edna Rural pricks her finger on her guilting
needle and sees Chnst's face i the blood on her guilt, Heradopted
som Eden, a self-defined gueer radical who has been bombing guy
haunts inan altempt W organize the queer community against the
crusading Christian Right, returns home to Turnip Comers. Alberta,
after receiving a letter supposedly fram his birth mother. He hopes
Lo discover that his real mother is Esmé Massengill. & Hollywood
icon and, unbeknownst 1o Eden and the rest of the town_ i vampire.
She and her entourage have come o own o perform o musical
and secretly collect ¢lean blood from the townsfolk, o venture that
the recently-returned Jesus Christ tries samewhat ineffectually o
discourage, Eden dies at the hands of Esmé. Esmé is vanguished
by Jesus, and Edna finally admits that her husband Stnley died of
ALDS after receiving infected blood during an operation. and that
he had unknowingly passed the disease on to her. Yet the show ends
with a dose of Edna’s infectious optimism as she chooses to leave
Turnip Cormers for the big city and triumphantly drives off into the
prairie horizon

Visually, the stage in this production was separated into three
actimg areas, roughly corresponding to the three main characters:
Eden, Edna and Esmé. The hackdrop of each playving area was deco
rated with a faded symbol connected 1o the character: 4 pink pride
triangle for Eden, a red cross for Edna. and a vellow star for Esme.
These panels could raise or lower to reveal new locations, such is
Edna’s living room. Three feel ahove the stage was an upper deck
from which Burket manipulated the lemg-strung marioneties. Maosi
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of the marioncttes were long-strung, meaning that Burkett could
operate them from a standing position on the bridge. but a handful
were short strung, allowing Burken o work the marionette on his
own level, The marionettes themselves stood approximately [wo feet

tall, adhering to o scale of 37 = 17, Their arms. legs.and feet wore
carved friom waood, while their heads, hands. and torsos were made
from paper clay. Their features were detatled but slightly carica-
tured, from Edna’s plump, matronly face to Esme’s vampiric sneer,
and their costumes were equally precise, An extensive network ol
strings and articulate
range of subtle motion.

In no place is Burkett's presence as a solo performer more telt

joints allowed the marioneties an impressive

than in the momemts when he invades the puppet world as one of
the characters in it In Sireer of Blood, Burkett performed a handful
of characters sans puppet. including the character of Jesus. Accord-
ing 10 Burkett, the choice w play Jesus himsell came well into the
creation of the prece, and was based largely on choosing “the casicst.
cheapest, most economical picce of vocabulary™ (Interview ), But it
also guve Burket! a way to avoid the iwonic image of Jesus: indeed,
Eden complains that he looks more like an “agimg club boy™ than
the “Sunday school™ Jesus he's accustomed to (Srreer 114). In Tact,
without the typical trappings of the icomc Jesus, Burkett's Jesus is
far more human than deity, more a part of the puppet-scale drama
than the mastermund pulling the strings. Although Burkelt's JTesus
physically loomed over his subjects. recalling the oft-cited metaphor
of human bemngs as puppets whose strings are pulled by a (oftentimes
uncaring) god. this incarnation of Jesus is Far from domineering!
he laments that “no one lives by my rules™ and. later, jukingly




PUFPRFRETRY

encourages Eden to “lighten up™ (Sareer 1143, He even articulates
the Tundamental qualities that he and Eden shire: =We have a lot in
commen.” he tells Eden. “Silent fathers and saintly mothers™ (Sreet
|14}, Thus, Burkett's Jesus emphasizes his similarities with other
characters rather than his dilferences.

In addition o Jesus, Burkett played o second character in Sireer
of Blood without the aid of a puppet: Stanley Rural, Eden's homao
phobic-father, With this characier, Burkett emphasized the diminu-
tive siee ol his puppets in relation to his own body. Ina (Tashback
sequence., Stanley (Burkett) catches a young Eden puppet dressing
up i his mother’s wedding dress. Burkett “grabs the strings of the
marionette and violently pulls the puppet of young Eden up o las
level™ (Streer 1181, In contrast (o the tender treatment Burkett usu-
ally affords his minkture charges. this moment of violence stood
out as what Natfented Pose theatre reviewer Robert Cushman called
“the most ternfying embodiment of parental oppression | have ever
seen on a stage” ("Compelling™), Burketl-as-Stanley capured the
larger-than-life power of Stanley n the eyes of young Eden. Bui
this is not the only moment when Stanley took w the stage. When
Edda told the story about the day she found ot she could not have
children, Burkent once again performed Stanley. this time climb-
g down from the bridge 1 join the Edna puppet on stage level.
Burkett continued to narrate the story in BEdna’s voice. but hung the
.56 the marionette

marionette controls on a steel rod at bridge leve
remained upright without Burkett's mtervention. As he marrated
the lashback in Edna's voice, he physicalized her deseription of
Stanley. tenderly tying a maniature apron around the marionetle’s
waist, miming leeding her bacon and eggs, and finally ending in
tableau embrace of the small puppet (Steeet 102-3),

As i the case of Jesus, this moment humamees Stanley. Mare
importantly. it highlights the fluidity with which Burkett slips be-
tween characters. He is at once Edna (voiee) and Stanley (body 1
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the two distinet characters simulaneously find expression through
the single puppeteer. While this interaction between Stanley and
young Fdna spotlighis this concept, the fluidity of character was
present throughout the production. Even when Burken was not the
focus of the scene. he was not operating in darkness: the audience
wis always aware that these character voices are emitted from the
same mouth, and that the same hands move the various charscters
from above. There is a commonality that unites this otherwise ragtag
cast of characters, and it is made visible by Burkett's omnipresence
in this production.

This sense of commaonality within difference can be described
using theatre scholur Jill Dolan’s term “utopian performative.”
which refers o “small but profound moments in which performance
calls the attention of the audience in a way that lifts everyone
slightly above the present, intea hopetul feeling of what the world
might be like il every moment of our lives were as emotionally
voluminous, generous, sestherically siriking, and intersubjectively
mtense™ (5)." Dolan sees a power in the kinds of performances she
deseribes — those that touch spectators in such o way that promotes
community, hope, and love, and evokes a change in the spectator
that stays with them long after they leave the theatre. This can hap-
e in a variety of ways for Dolan, but the mode thit most conneets
with Burkett is the monopolylogue. i term coined by performance
scholar Michael Peterson o describe the performance of multiple

churacters by u single actor: Dolan argues thar performances of
this genre are uniguely capable of enacting what she calls “revised
humanism™ (20
mngs without ignoring specificities of gender. sexuality. mce. e,
or relyimg om a transcendental universality which inevitably leads
it it means o be human, Dolan’s
humanism is, instead, “contextual, sitwational, and specific™ (22),
seeking out simularities between people while remaining vigilamly

an interest in whit connects us as human be-

to problematic hicrarchies of w

FLurrer, Seanxy ann La
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aware of the limitations of a rotalizing humanity. The monop-
olviogue, by channeling multiple charaeters through a single
performer, “can stage various cultural identities on the same
body in ways that highlight difference but also perhaps point
toward commonalities among people™ (6T )

Indeed. the text of Sereet of Blood consistently reminds
the nudience of the surprising connections between seemingly
opposite chargcters, theme exemplified in the relationship be-
tween Edna and Eden. Edna Rural is the gquintessential prairie
matriarch. able o “succinetly embod| y ] all the comradictions
of the provincial charneter™ (Morrow, 319, Eden actively dis-
tances himself from his mother and childhood home. changing
his last name 10 Urbane, moving w the big city, and searching
for his birth mother, But Edna and Eden both maryel over
Esmé's fantastic costumes. Eden says that he spent much of
his time watching Esmé’s movies admiring her clothes, gush-
ing that. “Even playing a spinster from Bumfuck LLS.A., she
looked fabulons!™ (Srreer 11, Meanwhile, Fdna reminisces
about the homemade wedding dress {ushioned after Esmé’s
in the movie Passport for Love, adimitting that =1 was still just
lumpy Edna. But when 1 puton that dress, well, didn™t T just
feel like a princess™ (Sireer 33). The dress represents romance
and femininity for Edna. reinforcing her sexuvality much m
the same way that it does Eden’s. In the hands of Burketl, the
differences between Edna and Eden, while still pronounced,
seem o fade in comparison to their shared origms, shared
manipulator, and shared humanity.

The sense of community deseribed by Dolan and sought
after by Burkett does not end al the proscenium arch; rather,
it extends into the audience. When a show is going well,
Burkett savs. the audience will begin breathing for the pup-
pet and. in turn, breathing wgeether: “On those nights where
people are willing to just dive in [sic] and start breathing for
the characters because 've whispered something, or held my
breath, so they start breathing in unison for a nanosecond.
Then you have them™ (Interview), Ideally, says Burkett, the
audience transforms into “that thing in the dark which is one
thing” (Interview ) —that is. individuality gives way to ascense
of community in the shared experience of one of Burkelt's
performances. 1L is not my intent 1o argue that the sense of
community evoked by Burketl is unigue to his puppetry
alone, However, | do contend that the text ol Sireet of Blood
and Burkett’s mode of performance complement each other,
and that the characters’ discoveries about their own imtercon-
nectedness is mirrored in the experience of watching the play
from the audience,

Pare 2 of this arnicle, in which the author discusses Borkett's
fertest weirk — Penny Pluin— may be formed om antre webysite, along
with el the foometes and eited sonrees.,

www.unima-usa.org/

Dawn Tracey Brandes is a Ph.D. candidate at North-
western University. Her dissertation considers the
philosophy of consciousness as it finds expression in
contemporary puppet theatre.
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(ontacting Puppets

by Penny Franeis

The Master’s course | taught at the (now Royul) Central
School of Speech and Drama in London mixed various theatre
disciplines. The students were required o collaborate in order
to mihe pieces of devised theatre with the accent as much on
visual expression as textual. Our aim was o produce practitio-
ners who would be at home ina modern professional context,
ready o contribute to the contemporary and avant-girde
theatre landscape. The students came with a range of profes-
sional expertise. from the recently graduated 1o moderately
experienced pros. There were scenic and sound designers.
directors, dramaturgs, writers, producers, performers and
(for the first time i a British Higher Education programme)
puppeteers. The collaboration made for exciting work and
some expansion of individual choices. with a few writers
finding a preference tor lighting design. designers finding a
talem for performing, and actors very occasionally finding
another “home™ in puppetry, For all the stedents except the
puppetecrs, puppetry was the spicy stranger. an unknown
territory for which most declared o fascination. a wish 1o
learn more. At the end of a4 year almost every one of them,
whitever their preferred discipline, left with a knowledge of
the dramatic purpose and potential of the ant form. Through
workshops. a few walks, contacts with top professionals and
preparation of the devised shows, they gained. willy nilly.
a familiarity with it which. I believe, had wide and positive
repercussions in the outside world,

IFany ol them struggled with the puppetry. it was the
actors. By “actors” I mean the students with o background in
seript-learning und interpretation. with a talent for character-
ization by means of their own body and personality, Other
kinds of performers whose background lay in dance or mask or
mime did not have the same problem, for ohvious reasons.

Most actors caome to the stage determined to manipulate
their own physical form and sensitivities in the service of a
character, They are themselves their resouree. To hand them
i puppet with a built-in character and appearance differem
or even alien 1o their own, and to ask them to neutralize this
“pwn,” to get under the sk, as it were, of the object in their
hand and o project a persona onto that object and thence out
wy an sudience.owell, iUy o lon o ask and for mest actors
very ditficult. [t goes against the grain.

Some of the actors proved to be natural puppeteers, and
found enjoyment in picking up the practice figures, finding o
voice for it and playing with ideas for a scenario, Some of them
could nat forget themselves: their puppet died in their hands
as they communicated with their own face and voice with the
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other characters on the stuge. Some gazed Hisedly at the back
ol the puppet. fiercely willing themselves “inte” the creature
that was too obviously o barrier o their personal freedom of
expression. The poor puppet was in both cases lifeless,

We, the tutors. encouraged the actors to improve their
animation and manipulation skills through various exercises.,
experments and workshops with objects. from newspaper 1o
rope o sticks, and also with Hgurative puppets. One foom of
encouragement wis through insisting that 1o be able 1o per-
torm and operate convinemgly with an inanimate object was
to add another talent o their ov or resume, improving their
versatility and their chances of employment ina frightening)y
overcrowded profession. In today’s theatre productions pup-
petry is far more common. and the competent actor-puppeteer
not easy to Find.

The search is not so much for the Uber-marionette as
deseribed by Edward Gordon Craig. but for the iiber-per-
former, the super-actor. Now that the puppet operators are
ustally visihle with their characters, they must be at home
omstage, able w neutralize their native personality in favour
of the puppet’s. More than that . they may be required o play
a separite character who interacts with their pupper and with
other characters in the show, Even more than that. they may
be asked o operate more than one puppet character with o
different physicality and voice.

The super-performer par excellence is the Canadian Ron-
nie Burkett, who. acting alone. produces pliays with at least o
dozen puppet characters, all with a distinctive voiee and gait
He 15 able to switch between his own persona and that of each
character with astonishing ease. (He's a good example of the
art that conceals art, by the way.)

There are lessons for the actor in the munipulation of o
puppet: stillness is one, the use of gesture only when the ges-
ture adds to the understanding of a character is another, The
ult of a head, the placing of a hand, the carmage of a body
and the speed of its moves about the stage are all signifiers of
its “mentality.” Control is key: concentrated work and long
rehearsals pay good dividends.

My conviction is that o good actor who s also a good
puppeteer is one above the crowd. a rare bird.

Among her many accomplishments, Penny Francis
has been a puppetry consultant and tutor at The Roy-
al Central School of Speech and Drama, London, and
is author of Puppetry: A Reader in Theatre Practice.
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*Faeries casts a spell because its
fusion of people and puppets defily
parallels the Huid hlend of real and
make-believe in a child’s imagination”

- The Guardian

From Blind Summit Theatre's production ol Faeres.
One of the founders of this company was an MA

student at The Royal Central School
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BEARDED, NAKED MEN
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The Puppeteers of the O1d Trout Puppet Workshop

by David Lane

A the houselights dim, the sound of chythmic stomping cuts through
the darkness—slow to start, and then increasing in tempo, like a
tail-train ganing ground in the distanee. A light fades up. 1o reveal
the source —rounding the corner of the two story set come four
bearded men, each ina cowl. army surplus boots and sporting clas-
sic-red long johns. the kind you might find voursel§ wearing had you
sneaked mnto achicken coop at night on a farm in 1930 — Steinbeck
long johns — Pa Ingalls long johns — the undeniable dead opposite of
a navy blue turtleneck. The tour figures. moving in rapid synchro-
nization pow, are...well, who!.. who could they be? Yes, friends.
they are indeed: The Puppeteers,

This was the first public sighting of the Old Trout Puppet Work-
shop during their inaugural performance at One Yellow Rabbit’s
High Performance Rodeo in Calgary, in 2000, In his Globe and
Meil review of the show, Martin Morrow described the troupe as
“looking hke across between the Flying Wallendas and the Fabulous
Furry Freak Brothers.”' The Wallendas were a German circus troupe
dating back to the 19308 and the Freak Brothers were the central
churacters in i late 1960s, underground comie strip drawn by Gilbert
Shelwn. Orginally from Texas. Shelon’s comic was published by
i press in Berkley and was known for the musadventures of & pair
of pot-smoking. hairy men, Thes collision of the strange has been a
persona that has remained a part of Old Trout performances in one
form or another over the course of their thirteen-yeur history,

The puppeteers in an Old Trout show are not hidden — like the
paper and ink that express the thoughts of the writer. they are the
symbhalist, poet-scribes wielding puppet-quills in place of conven
tiemal narrative instruments. Each show begins with a prologue ol
sorts, in which the puppeteers are often presented to the audience
sans puppets, usually dressed in a pair of long johns. and usually a
haluclava of some sort which covers the ears and gives them a sort
of haly look, somewhat medieval, butat the same time reminiscent
of chilly Canadian children waiting tor their school bus in the dead
of January.

OF course, their costumes sometimes contain nods 0 Theatre
of the Absurd and (o the French Avant-Garde, such as the grey
long johns in Tooth Fairy, adomed with a black spiral borrowed
from Jarry"s woodeuts of King Ubu. The motif is sirengthened by
the Dada-esque playfulness that exudes from the puppeteers” per-
formance and by the theatricality of their first entrance. which is
followed immediately by u choral prologue the sivle of which feels
lifted from a Victorian era grammar school.

The costume also alludes 1o the physical nature of what is about
ter unfold. but wsay that what follows is in the realm of French ac-
robats or buffoons would be misleading. ITanyihing. these bearded,
chesty men (and oceasionally women) are something eloser to high
priests of the animated arts, Their mission, it seems. is to depict the
timeless, philosophical chromicles of the human heart and delve
into the oceans of human inadequacies. triumphs and ambiguities
Their uniform helps to put them on a par with the likes of Santa’s

photos by Jason Slang

elves —selflessly working in service of a greater good —and in the
case of the Trouts, illustrating truths and fulsehoods so thar we may
better understand the misgivings of our troubled souls and in doing
o, cach work 1o repair, patch and heal our imperfeer self,

The performance requirements of the actors are physical, We
see puppeteers sweat, we see them heave and dance about. While
the construetion and carving technigques of the troupe have evolved
into something sublime, the early puppets were chunky and erude.
beautifully simple, but very often constructed from whatever readily
available hunks of wood they could put their hands on. They were
pretty darn heavy and required a considerable level of firness w
perform. The “This” and “That™ puppets from The Unlikely Hivth
af {xtvam were carved from railway ties and the Tooth Faire Puappets
from picces of pine glued together to form a block

The remarkable and ingenious thing about these carly puppets
was that they were worn direetly on top of the head with controls
for the mouth or eyebrows connected to the chin. In this way the
performance of such a puppet was stll very much rooted in some
kind ol ancestral mask and had a vmgue kind of immediacy i per-
formance. When the performer turned his body, the puppet/mask
would follow; when the performer looked down or up, so did the
puppet. The puppet and performer were thinking, moving., indeed,
feeling, as one.

In many cases, the Trout Puppeteers are able to make use of the
performer’s body and use it o add 1o the life of the puppet such as
when “Bleuk.” the mercenary pirate in The Tooth Fairy walks with
awooden leg, or Eve from ferewaree enters the scenc. by slinking
her naked call and pomted toe between the tangs of o gant antler,
Both are achieved by the puppeteer ¢reating an extension ol the
puppet with his own body —in the case of Eve, with the grey long
Johns rolled up (o hos knees.,

For an audience. the visual presence of the performer is a con-
stant reminder that there™s a show at work here—and any slip-ups
in terms of the imagmary reahity of the story or the inner hife of the
puppel must be the shared responsibility of the puppeteer and the
audience. 1t is as if the Trouts are reaching out with a playtul hand
from an experimental sandbox and iviting the audience 1w join
them on a journey. To hear o Trout explain it, “Once the audience
is complicit in the theatrical event. they open up emotionally and
are moved by the puppers.”™ Another eaplains, “On one level, our
shows are a replacement for the communal experiences of our tribal
pasts — theatre. concerts, raves — these are all vestigial remnants of
the hacchanalian orgies of the Greeks and fre-Tit storyiellers of our
cave-dwelling ancestors.”

If the Trout puppeteers seem 10 be playing in a sandbox . then the
puppets themselves are made for heavy lifting. Tn the O1d Trout™s
latest touring show gnerance, iraditional doll-like puppets have
been replaced with large, often boney and organic-looking pup-
pets, the placement of which demands the deseripior: phallic. The
“Alpha-maule™ who scures Adam and Eve. arrives on the scene as
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i toothy. engoreed meathead. stealing Eve from her cozy burrow,
betore the eves of the emasculated Adam. His rounded girth sugsests
his brawny behavior is backed up by a similarly sized sexual organ
Later in the show we are treated 1o another gargantuan beast—a
mastadon puppet built (apparently ) from the bones of a Paleolithic
specimen. and whose physical orgins are right below the (prowd)
puppeteer’s belt. Buil these are not just genital-like in a metaphorieal
it The Unfikelv Birth of Isrvan and The Tooth Fairy were
experiments in “head-puppets.” then fenarance might be said 1o be
astudy in “The Unfortunately Named Croteh Puppet™ —so dubbed
by the Trouts 1o describe this style of ridiculously fun puppet.
The genealogy of The Unfortunately Named Crotch Puppet
placement can be traced back to Trout experiments during Feomoms

Sense

Pripper Dearlt Scenes when two ferocious tantrum-children burst
through the doorway in the vignette entitled Wiy £ anr xo Sad, by
Safly. The puppets are attached 1o the performers’ waist and feet
with the enerey center —the emotional and visual focal point—being
ahout four inches below the navel, and from which. or, er. through
which, phallic male enerey doth rush, Interestingly enoush, this
also huppens w be quite near a place of enerey and focus m martial
arts, opera singing and Suzuki. not to mention some LA varieties
of tantric “arts.” At the moment the two crotch characters take the
stuge, the puppetecrs” laces mirror those of the puppet masks. which
further hetghtens the comical impact of the entrance.

Historically speaking thoueh, The Unfortunately Named Crotch
Puppet could be said 1o have descended from several theatrical tradi
ons of yore, The Elizabething were very fond of their cod-picee.
a trigngular costume aceessory worn about the waist and over the
zenitals, which has the effect of drawing the eye wward the actor’s
manhood and m wrn has the effect of magnitying the confidence
of the actor wearing it

Sitmilarly. the Greek tradition of the Satyr play (from which we
derive the word sartrical)y often emploved a costume piece known
a5 the phallus— an oversized miale member, often erect, and used for
plavful effect by devilish half-fawn, halt-man comic performers,

INTERNATIONAL

And so s probable that Trout puppeteers are closer to the Pan
hike performers of old than stately Bunrako masters, In Jyogoranee,
this 15 almost certainly so. Looking al the puppeleers’ costumes
once again, the performers i fgporemee are adomed with snaggle-
tooth-like homs, projecting directly up from the performers” hewds,
In o lalk-back with the audience 1 Montreal this past January al
Espace Libre, one of the Trouts justifies the apparently uncomion-
able costume appenduge by suying that “the puppeteer needed 1o be
that the: hor emphasized the archaie
].-
and serves a mumetic function similar o

mere mystical in appearance

and magical suspension of disbelie! surrounding ancient storyle
ers — it s ahsman-hke
those found in religious ritual the world over,” This also speaks o
the dominant aesthetic of the show in which a Paleolithae story ol

genesis 15 retold by corly-man. narrated i an ever so shghtly iromic

tone i the style ol a 1950s documentary Film you might have been

ade socrl studies lass

shown in 4
While the message of their latest show, fenorance. seems o

dance on the cusp ol suggesting that the most beautilul moments ol

our lives are feeting, and that the very pursuance of such moments
may cause us tomiss them, | for one am happy that there are sull
places where we can gather together in the dark and ponder the
vastness of the uiiverse and celebrate humamity i all its mysterious

|J\.'-|:”|‘~ andl EI'I||I1]§‘|I.I15| HH[".‘I'T'..'LEICIII'IH.
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Speaking with one of them about the earlier work. I realized
that despite the hilarious costumes and satyr-inspired append-
apes, there s a kind of nakedness w their approach. and there is
a sense of being on the edge of ranscendence when you are in

the audience of a Trout show. The Trouts may be the unlikeliest

of guides, but we simply need o take o deep breath and follow: PLT])PI‘" [NR‘\I I\:.—I F R_.\I \,l..l( ).\T \I
! 4 i 4 LM FANS 4

“I remember presenting ourselves at the start of farven and Tood
Fairy was like revealing ourselves as venerable and fail-able WEL(UMES SUBM'SS]DNS
huntans about to undertake the most impossible task —and we
were asking the audience to join us in this ventre. We were
facing our own fear —as though the audience was the abyss and

we were about 1o jump into it ending our lives as we presently Theme for upcoming issues:
know them.”

U oo, Marin, 2T hese puppets are rated K. The Globe and Mail. Fu“ 2[”3_ ]-he DITE[TOI"
|4 Now. 2000 Reviews Spri"g 20]4 R Ehinﬂ

David Lane is the co-director of the New England Pup
pet Intensive, a summer training program for puppe-
teers, performers, educators and visual artists in the
Berkshires, Massachusetts. He teaches acting and
improvisation at Siena College and is one of the onginal
members of the Old Trout Puppet Workshop.
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INTHE HEART OF THE BEAST
PUPPET AND MASK THEATRE

Training Opportunity
July 22-August 9, 2013
For emerging, professional puppeteers

In the Heart of the Beast Puppet and Mask Theatre
MINMEAPOLIS, MINNESOTA, USA

A three-week intensive training program focusing on
movement techniques and content development within
the laboratory of the low-tech/high-imagination methods
of In the Heart of the Beast Puppet and Mask Theatre,
led by Artistic Director, Sandy Spieler.

For more information or
to receive an application
form call (612) 721-2535
or visit www.hobt.org.

IN THE HEART OF THE BEAST PUPPET AND MASK THEATRE
1500 East Lake Street = Minneapolis, MN 55407 = USA

(612) 721-2535 » www.hobt.org
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Playing for Humanity in 72 st an intimate 7zmpest

by Sarat Boland-Taylor

A pin light rises on Prospero, seated alone at his dinner table.
“Twelve years.” he says, as he proceeds o produce a clipped version
of the story of his arrival on the 1sland: it 1s a condensed version ot
the tale Prospero tells to his daughter. Miranda, in act one, scene
two of Shakespeare™s The Tempest. This is not The Tempest. but
The Feast, a co-production between Chicago Shakespeare Theater.
the 2000 Regional Theatre Tony Award recipient, and Redmoon. a
wslorm civie spaces into “a public
art form that s equal parts pageantry, cadpetry, puppetry. robust
phiysical performance and visual art”™ (Redmoon websie ). Co-cre

compiny whose mission is o tr

ated and co-directed by Jessica Thebus and Frank Mavgen m 2012,
The Feast tells the story ol Prospero, u man possessing despotic
mysfical powers, and his two captives, Ariel, the airy sprite, and
Caliban, the carthly monster. Every day Prospero compels them Lo
perform the story of his reclamation of the Milanian dukedom

Frospero takes great delight in watching the reenactment of
his revenge and success, Puppets of his creation represent the other
characters in the play, brought 1o lite by Ariel and Caliban’s perlor-
mances, Conversely, the puppets, endowed by Prospero with hife
and agency, eventually confer humamity vpon Anel and Caliban
Within the Prospero-Arnel-Caliban triad, the audience perceives
the unhuman in Ariel, the inhuman m Caliban, and the inhumane
i Prospero, leaving them (o guestion what 1t means (0 be human
and 1 one can earn humanity (Bucola). During the course of the
play, all three characters do just that: Arjel and Caliban are finally
able to earn then humanity Cand freedom) by approprating the
agency ol those who were once human. Prospero, recognizing the
consequences of hus despotism, regains his humanity through an act
of mercy and appeal for lorgiveness.

As i puppeteer. Aniel enacts all of Prospero’s favonite characters
in the play: heis the puppeteer for beloved Miranda, good Gonezalo,
and both elowns. Trinculo and Stephane, Caliban plays Alonso
and Antonio, the two men who had the strongest hand in depos-
ing Prospero. He also plays Ferdinand. embodying the two threats

to Miranda's chastity,
{Bucolah. Finally, and perhaps most signilicantly, Caliban plays a
menstrous version of himsell

‘one by rape and the other by marriage

Each of the puppets is made of a wooden face with a buili
in mechanism for a specific mode of articulation, For Miranda.
Maugen “chose the most powerful element of & woman...and
exercise|d] that.” Miranda’s eyes are the only part of her face that
move; her lids move softly up and down. reflecting both the gaze
of Ferdinand and the way in which Prispero remembers her. Simi-
larly. Ferdinand’s movement reflects the way Prospero constructs

his memory of his davghter’s suitor: his “shifiy™ eyes move only
left and right, highlighting Prospero’s initial distrust of the young
prince. The other ¢

ement of the Miranda and Ferdinand puppets
include fully articulied arms. used throughout the play 1w connect
the young lovers. (Figure |, see Edieltorvial puge 2y (Figure 2)

FiGuRE 2
Cavipan (Aorian DANZIG, RIGHT) AND AR

ANIMATE THE LOVERS

(SamMUEL TAYLOR),

Mauger felt that Alonso and the courtiers needed “a new trick ™
In the workshops. he realized that, because they were “chattering
little ereatures.” their mouths should be thieir mode of expression
They also have a different texture: rather than the soft, youthful look
of Miranda and Ferdinand, Alonso and the courtiers are wrinkled
scarred, weathered, and rough-hewn. As Ariel and Caliban begin
ter tell the story of the courtiers” arrival on the island, they pull
the four puppets out of a sandbox built into the downstage end of
the table. As they exhume the courtiers from the beach, Ariel and
Caliban force the puppets o “cough.” dumping piles of sand out of
their mouths. This action simultaneously signifies the characters
beached dilemma as well as their excavation from Prospero's
memory. (Frgure 3)

Caliban’s puppet-mask, completely distinet from the rest of the
puppets, rests on top of the actor’s head. In order for the audience
to see the mask. the actor must force his be H|}' mnto an u|h_'—|i:[\.,|._' Posi-
tion: wearing the mask causes Caliban to physically and psychically

photos hy Michiel Brosilow
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transform inte an inhuman monster. (Figure 4) The mask allows the
audience tosee the face of the man and the monster simultancously.,
permitting the actor to shift bevween Caliban. as he truly is.and Cali
ban, as Prospero chooses to remember him. While Caliban resists
playing the role of the monster and attempts (o seize the humanity
he desires. Prospera forces him in to it through the promise of physi
cul violence. Upon donning the grotesgue mask, Prospens forces
Caliban into a kind of monster-minstrelsy. He leaps and bounds on
all fours. athletically throwing himselt on, oft. and around the table.
miaking o spectacle of himsell o Prospero’s delight,

Throughout the workshops and rehearsal process, the actors

besan to “accumulate double meanings of the words™ (Thebus)
with the help of the puppets. For example, Prospero. desirous of
drink and comedic relief, calls on Ariel o perform Trinculo and
Stephano’s shipwreck and subseguent arrival on shore while Cali
Ban serves him wine. As Prospero drunkenly falls asleep. Caliban
hewins 1o conspire with Ariel in an assassination plot. Ariel. fearful

that Prospero will wake todiscover their ploning. refuses o engage

Caliban except through the Trinculo and Stephano puppets. crafied

as i Punch and Judy duet, (Figure 5) In this moment, act twao, scene

two of The Tempest s reconstrueted. wherein Caliban convinees a
drunken Stephano to murder Prospero in exchange for rule over the
island. In an anempt w stave off Prospero’s suspicion. should he
wake 1o hear them, Ariel refuses w plainly conspire with Caliban and
instend communicates with him by way of Trinculo and Stephano’s
sseript,” employing a kind of double-speak. At this point in the play,
it hecomes difficult 1o know when Aricl is speaking us himself, o

as one of Prospero’s ereations. He manages toslip in and out of lis

Fioure 3
Enacting THE KInG oF NamEes's

SHIPWRE
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performance inorder o engage with, or disengage from. Caliban’s
conspiratorial advances. When Cahiban Deally turns 1o Ariel and
asks, “Within this hall hour he will be asleep./Wilt thou destroy
him then?™ Arel slips back inte himsell, while hiding behind the
puppets: Ay, on mine honour™ (LG HO7-0%), In Shakespeare s test,
this line belongs w Stephano, who s drunk and swearing to Calibin
he will help to assassinate Prospero. In The Feast, Ariel masks his
own oath using the Stephuno puppet, but the deal is nevertheless
struck. This nuanced slippage from puppet to puppeteer allows Ariel

and Caliban o begin usurping the humanity and ageney Prospero

tis bestowed on his puppels.

Mirpughout the play, Anel and Cahban speak in this coded
langunge as they cement their agreement to assassinate their captor
and take the ishand back for themselves. The next moment of subter-
TAnean \_'|1||~.J|'|r;~.\'_'_'-. comes s Miranda and Ferdinand agree 1o mary.
Artel and Caliban speak the lines as seripted, but there is another
layer 1o therr engagement that Prospero does not see. As Miranda
and Ferdinand tuke their oath, Anel and Caliban take another

MIRANDAARIEL
My husband. then?

FERDINANDVCALIBAN
Ay, with a heart as willing
As bondage ¢er of freedom, Here's my hand

MIEANDAARIE]
And mine, with my heart in’t

(1111 .87-940)

With a sleirht of hand. Ariel and Caliban shift the puppets so

that the actors look into one another’s eyes. They subtly hecome

themselves as they take the vath, Cnee they have completed their
vows, they nimbly shift the puppets back into place. deftly becom-
ing Miranda and Ferdinand again,

This double-speak continues to run through The Feasr as the
event for which the play is named approaches. The four courtiers
enter the stage space complaining of hunger and fatigue after the
day's strange adventures. Shortly before the feast that they have been
promised, Sebastian und Antonio speak of their own assassination
plot aside from their travel companions:

ANTONICVCALIBAN
Do not for one repulse forgo the

LTS
That you revoly'd Ueffect.

SEBASTIAN/ARIEL
The next advaniage

Will we take throughly

ANTONIYCALIBAN
Let 1t be tonight.

(M. 12-14)
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Here Caliban and Ariel keep their backs to Prospero, lower their

puppets, and look into one unother’s faces. Again. it is clear o the
audience, but not to Prospero. that Ariel and Caliban have slipped
‘outof character” w confer upon themselves the humanity and agency
Prospero hus bestowed upon the characters in his play, With every siep
they come eloser o gaining their freedom and. thus. their humanity
When he realizes thar Caliban means wo assassinate him., Prospero
artieks his slave with the first item on which he loys his hand: the
Gonealo puppet. In his blind rage, Prospero savagely beats Calibian

with Gonealo. the man who saved Mirando and Prospero from death

when his dukedom was usurped. Prospero s horrified when he looks

down and sees Gonezalo's face staring up at hin, covered in Caliban’s
bload. Ariel. who muanaged o keep Prospere from killing Caliban
takes the Gonzalo puppet and relays the reality of the courtiers” suf-

fering o Prospero

PROSPERD
How fares the King an’s followers?

ARIEL
Brimnful of sorrow and dismay. but chaelly
Him that you lerm 'd sir, “the good old Lord Gonealo,”
His tears run down his beard like winter's drops
From caves of reeds. Your charm so strongly works “em

it i you now beheld them, your alfections
Would become tender,

(V.1.5-20

B crunkel TRINCULD ATTEMETS TO HIDE UKDER Cavisan's LEIAK,; WHILE Prospern iJ' i i L) WATEHES [N AMUSEMENT
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During this moment, Ariel communicates through Gon
ralo, As he speaks, Ariel does not play Gongalo bul. rather,
holds the puppet away from himsell while operating the
mechanism. down whose oak-hewn visiaee stream tears “like
winter's drops fram eaves af reeds.” This sceount of the
courtiers” misery implicitly links their sutfering with Ariel and
Caliban’s own miserable enslavement. cataly zing Prospero’s
recagnition of his slaves” humanity. Upon sceing the suffe
ing his despotism has cansed, Prospero is ready w relinguish
his tyramnical powers. release his prisoners. and drown his
promptbook. Finally recognizing the agency and humanity ol
lis two captives, Prospero relinguishes his control over the
two of them as well as the 1sland they inhabit. ( Figure 6)

Throughout The Feast, it becomes clear that [reedom
and humanity are inextricably tied wgether. While Caliban
and Ariel attempt to take humanity (and, thus, freedon) by
force. they ultimately carn their freedom through Prospero’s
recognition of their humanity, they cam their humanity when
Prospero grants their freedom. Prospero must learn o not only
reconcile with the ghosts of his past as represented by his cast
of puppets, bul e must come W aceept his slave-actors as
independent agents of their own fate and release them from
this endless cyele of tortuous reenactment. Finally, Prospero
leaves the island, senting himsell free from the prison of his
malevolent directorial despotism, and. in doing so, becomes

numani ¢} once agoin

INTERNATIONAL

Sara Boland-Taylor is a doctoral student in Theatre History
and Criticism at the University of lllinois, Urbana-Cham
..... 1 contempo-
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LENDING EXPRESSION:

A Conversation about Actors and Puppets

by Amber & Zeh West

Amber: We've both been involved with a lot of productions where
actors and puppets meet on stage, but why? Was itwatching so much
Pee-wee’s Playhouse growing up” Is that how we both ended up
eventually being led through our other art forms w puppetry !

Zeb: Pee-wee had this amazing appeal because he s so invested in
his imagination: all the objects around him respond and have their
own personality, their own problems,

Amber: [always loved Dog Chair and wanted him to have a big-
2er part,

Zeb: Dog Chair really did play second fiddle 1o Chairy.
Amber: 've got o thing for underdogs,

Zeb: Well, | got into puppeltry in a sidelong fashion. I was brought
inte Trouble Puppet as an actor. 1'd done a lot of mask work and
physical theater, so 1 had applicable skills. [Commedia] gives you
an opportumity to design a performance physically, And that's
exactly what you do with a puppet. They both take away some op-
tions you usually lean on [as an actor| like your face; acting from
the neck up.

Amber: What's similar or different between acting with other ac-
tors and acting with puppets?

Zeb: From my experience, there’s an additional laver involved.
You can sortof call anactor’s character that layer, but with i puppet
or mask. it's a literal layer, You play this game with the audience.
You make this agreement that, for a penod of time, we're all going
o agree this object s alive, Not o make it oo mystical, but there’s
some sorl of wlemic power that resonates with people on another
level, more so than “Meat Theater.”

Amber: Meat Theater?

Zeh: The Trouble Puppeteers call it meat theater: humans ineracting
with humans. rather than humans interacting with papier-mache,

Amber: Right! And so the extra emotional power comes somehow
from the exaggeration of "un-realness.” Poetry can be thal way. too.
The audience is participating more in the creation because things
are stripped down to i level of symbaols. so they fill in the blanks on
thewr own, | helped make Alphabet Arts” Puppets Got Talent show,
and Sam | Travior West] played the host. 50 he was the ane human
actor, sort of an American ldol style host, imtroducing each of the
puppet acts, sohaiting improvised responses from the three puppet

Judges and the audience. Tt was o nice effect, in a show that was

interactive where the audience picks the winner. to have a human
mediating all that.

Zeb: That was a street theater show. right”?

Amber: We'd designed it for a block party |in Brooklyn, NY|. So
its free, there’s noise all around. the audience has no oblization 1w
stay or go. Having an actor for that seems important: somebaody
whao can deal with the chaos and keep things flowing.

Zeb: The street theater element often demands that someone step
forward. And the human-puppet interaction is a conduit for the
audience. The puppeteers on Sesame Street really fulfill thar role
tor children watching. It's hard to think back to that first time |
watched Sesame Street. but 1 can imagine it was like, “ls magic
real? Are monsters real?”

Amber: But that actor sitting on stage with Cookie Monster, talk-
ing to him...

Leb: . omakes me know this nice creature has interesting things
1o say. That actor makes it OK for me to have this make-believe
connection.

Amber: And with Trouble Puppet. you were the only actor on
stiuge with puppets’!

Zeb: We did a production of The Juegle in 20009, an adaptation of
Upton Sinclair’s well-known novel from 1906, directed by Con

nor Hopkins, The play is about immigrants who come 10 Chicago.
where their only opportunity is in the meatpacking industry. We're
“pre-" child labor faws, “pre-"workers' rights, The factory is @
slaughterhouse for humans in some ways. And that's the metaphor:
these puppets become meat in the sume way we treated workers like
meat in the factory. In Sinclair’s novel. he talks about people falling
into the vats.and everyone is so scared o lose their job that no one
says anything and those people are just let go.

Amber: And puppets were playing the workers'!

Zeb: These were small, unpainted, brown papier-mache tabletop
puppets. And the puppeteers were dressed not in blacks, but m fac-
tory worker clothes, dirty rags pulling back their hair, bloody aprons,
grimy hands. And they are acting as puppeteers. but my character
was the boss so [ didn’t puppeteer at all. [ would treat the puppets in
their hands as if they were holding a hammer or a saw. And if they
were failing at their job or too slow, | would rip it out of their hand



PUPPETRY INTERNATIONAL

Avstin's Taousie PuppeT TueateR Comeany percorming THeE Juncee e 2010, aparreo gy Connor HOPKINS FROM THE SINCLAIR NOWEL
ST




PUPPETRY IN

And in that moment. the puppet dies, which is very jarring for the
audience because they 're invested in these objects,

Amber:  And that was for dramatic effect, trying 1o CXPress
Sinelair’s themes?”

Zeb: Right. And the puppeteers had this focus on their work as
il they re toiling in an oppressive environment, “Keep vour eyes
down, don’t rock the boat.” Meanwhile, I'm the power-drunk
capitalist, I come up behind a female worker and she bristles, Her
concenteation on her puppetry also functions as the worker's sense

ol “Lmust focus on my work. Don’t make eye contact. [ don’t want
ham newr me today.”

Amber: For the audience, the puppets are workers in the factory,
but 50 are the puppeteers: humans as objectified, exploited things.

Zeb: Exuctly. Lulso want to make sure we talk about the experience
we both had going to London for The Big Grinin 2012 ..

Amber: . ..the 350th anniversary of the first documented English
Puneh performance!

Zeb: Yeah, in Covent Garden. That's where we encountered ku-
gutsu, this ancient Japanese street puppetry style where the puppeteer
has a small box slung from his neck. The back is open so he can
operate hand puppets and smiall rod puppets from behind the box,
| Shiro Ito and Eimer Katami| were there from Japan to perform their
version of Punch, but they also displayed this kuguisu style.

Amber: Right, at The Little Angel Theater. | think kugutsu is a
form that may pre-date Punch, an even older form, but one that
seems very related.

Sam T. WesT, nost oF Pueeers Gor TatenT, AT
HawTHORNE STrEET Brook Party 18 Brookw, MY, 2010

Zeb: Well, in Kugutsu you see the puppeteer— he wears no mask.
his tace is not hidden. In traditional Punch you have the booth. The
puppeteer 1s hidden inside.

Amber: But as a street form the puppeteer is still very present
They dress in some kind of costume, often that stripy-suit, and ofien
come out to say something and pass the hat

Leb: Kugutsu has that leeling that the puppeteer is lending his
expression o the puppets. In Snow White and the Seven Diwarves
|performed in kugutsu style m Japanese]. the dwarves were scant
linger puppets. But you could see in |Shiro™s] fuce and focus the
differentiation of cach dwarf. If there was a chase vou could see
his body pull to the right, along with the character, and pull to the
left to run the other way. You're focused on the puppets, but vou're
absorbimg a lor from the puppeleer

Amber: You've performed with Trouble Puppet and now also
toured NOur awn kll;‘_l]l.\ll shows, Is this "h_'|uJ|;n‘1__I of expression”
ides something you've come to through this work'!

Leb: 1 Tirst thought of it warching Avenee € in 2005, Those pup-
peteers are very “Broadway™ actors and singers. They 're unmasked
and visible, so you're absorbing both the actor and PUPPECL 45 0ne
thing. | saw thut convention again with the Kugutsu puppeteers,
andd as an actor Tthought it looked fun. So 1ended up building this
kugzutsu box and street performing with it in Canada along the Fringe
Festival cireuit, | used very static little puppets: a princess. white
knight und black knig
greal opportunity for me w lend a quality and expression o each
character, In some ways the characters are being plaved more by

L They re mon articulated at all, so there's a

me than by the tys on fondue sticks I'm presenting
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And in that moment, the puppet dies, which is very Jarring for the
audience because they 're invested in these objects,

Amber: And that was for dramatic effect. trying Lo express
Sinclair’s themes”

Zeh: Right. And the puppeteers had this focus on their work as
it they're wiling in an oppressive environment. “Keep your eyes
down. don’t rock the boat.™ Meanwhile, I'm the power-drunk
capitalist. 1 come up behind a female worker and she bristles, Her
coneentration on her puppetry also functions as the worker's sense
of, "L must focus on my work. Don’t make eve contact. | don’t want
him near me today.”

Amber: For the audience, the puppets are workers in the factory,
but so are the puppeteers: humans as objectilied, exploited things.

Zeb: Exactly. Talso want to make sure we talk about the experience
we both had 2oing o London for The Big Grin m 2012 ...

Amber: . the 350th anniversary of the first documented English
Funch performuance!

Zeh: Yeah, in Covent Garden. That's where we encountered ku-
guisu, this ancient Japanese street puppetry style where the puppeteer
has a small box slung from his neck. The buck is open so he can
operate hand puppets and smuall rod puppets from behind the box.
[shiro Itoand Eimei Katami| were there from Japan to perform their
version of Punch, but they also displayed this kugutsu style.

Amber: Right. at The Little Angel Theater. | think kugutsu is a
form that may pre-date Pune
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Amber: So mavbe that lending of expression is “acting on aver
depve’ in street styles like kugutsu? Where the puppeteering is more
articulaled or detailed. as in bunraku, there's still some lending of
expression, but it’s the puppetry that™s on overdrive?

Zeb: Maybe so. That level of amazing precision of a footfall that
a bunraku puppeteer can spend years practicing: in the street, that’s
wasted effort. You don't have lights to focus people’s atiention. or
the quictness of the theater, [Laughing | And you haven’t been paid
yet, so there's a certain level of marketing you're doemg there on

the sl

Amber: Intoy theater, the puppeteer’s presence often necessiates
an actor-ish” quality like kugutsu. With Alphabet Arts. we created
a toy theater piece called Fable of the Fiving Fox based on one ol
my poems. | recite the poem. and two puppeteers aperate the oy
theater. The fox's gluttony causes him to fall asleep in a nest. and
amama bird comes 1o avenge her babies. 1t's a fable about greed.
and the language 1s hightalutin to go with the fox's overblown cgo
So 1 open with, “He fancies himsell? pacdophagus pirate ™ And in
rehearsal | sugpested the puppeteers react canfused 1o the obscure
word, and then maybe 1 could respond and explain. | wanted to add
this “acting” element, but make it appear improvised. We kepl trying
itin rehearsal, but Feould tell Kirsten [Kammermeyer, our lead pup-
peteer/designer] didn’t like it Her mstinet as a traned bunraku and
found object puppeteer is to maintain a level of imy isihility through
concentration. | felt like there was this acting element necded. but
neither the puppeteer nor the poct wanted to do ! | dectded not
WAITY about 11 for our adult andiences, Bt when we were dl'l.lllé' it
for families. T telt like, =1 don’t want this 10 just wash over these
kids so they think iU's boring and they don’t understand.” So after
reciting that First line D interrupted myself with an aside. saying, “l
means he eats babies!™ And the kids shricked. “Eww!™ As muech as
I"'m not comfortable acting, 1t just came out of me because I wanted

(o connect with that audience,

INTERNATIONAL

Zeh: Inthat live setting, vou want that connection_ [ feel like some-
thing gets unlocked for me through puppets and masks There™s o
power for both the performer and audience. They don’t perceive
|the puppet or muask] as you entirely. 1t's like Triumph. the Insul
Comie Dog! How does he get away with it? If that comedian was
saying those things to someone’s face, in the same way he gets that
dog up in someone’s face with its little cigar. ..

Amber: He would have been killed already.

Zeb: 1 find | have access to so many things i puppetry and mask
that | don't have access o in my normal acting. Often when you
hand a puppet to an actor who is unfamiliar. they 'l let the puppel
droop because they 're acting so much themselves. Thut’s why it’s
PR W for actors, You learm how much you necd to channel ll‘ll’l‘l_l:_"l
mesture, A young actor often thinks, “Instinctually "Il make gestures
because 'm in a certain emotional state.” [ think puppetry can give
actors a much better sense ol what's necessary o get the audience

10 engage in make believe,

Amber West is a poet, puppet-playwright/dramaturg &
PhD candidate at University of CT. Her study of Charlotte
Charka will be published in Material Performances: New
Perspectives on Puppets and Performing Objects in 2014
A co-founder of the NYC-based Alphabet Arts, she pro-
duces & directs Puppets & Poets, an annual festival blend-
ng puppetry, poetry and other aris

Zeb L. West is a puppeteer, actor & writer. He is a graduate
of San Francisco State University & The Dall'Arte Schoal
of Physical Theater, where he studied Commedia Dell'Arte,
clown, puppetry & mask making. Based in Austin, Texas,
he is a member of Trouble Puppet Theater Company, and
works by day as a producer in the video game industry

in the United States.

ancient and popular art form,

The Center for Puppetry Arts - Atlanta, GA
PUPPETS: 7HE POWER OF WONDER

Rated by the Atlanta Journal-Constitution as "one of the top five exhibits
in Georgia,” and by MSN.com as one of the top 10 children’s museums

PUPPETS: THE POWER OF WONDER is a hands-on museum displaying
more than 350 puppets from various time periods and countries around
the world. All provide an exploration of puppetry as an international,

www.puppet.org/museum/permanent.shtmi
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The Co-presence of the Performer and the Puppet i Solo Performances

by D Pianl Piris

Since the early 1980s. o number of puppet artists have creaed

shows in which visible manipulators interact with their puppets.

among them Neville Tranter, Duda Paiva and Ulrike Quade in the
Netherlan
Bonté in Belgium. Yael and Revital in lsrael. Dondoro
in Japan and Philippe Genty in France. In these performances. a

co-presence lakes place between two beings that are ontologically

s. Hka Schimbein in Germany. Compagnic Mossous

I'heatre

different: one is 4 subject. in other words o being endowed with
consciousness, and the other 15 an object. in other words a thing
There is something uncanny in the encounter of two beings which
seen o share a relationship but who are ontologically spposed. This
strange teeling 1s particularly heightened in solo pieces because it
creates the impression of a multitude of presences on stage despile

the solitude of the performer.

Defining co-presence
Co-presence mmherently supposes that the performer creates o
character through the puppet but also appears as another character
whose presence next o the puppet has a dramaturgical meaning
For this reason, co-presence is different from the simple visible
presence of puppeteers on stige because, in this case, puppeleers
bear Little dramaturgical presence. They are physically present but
dramaturgically absent,

Phe dramaturgical presence of the performers requires a com-
bination of acting skills with puppetry techmiques. Although acting
and puppetry can be considered as related Forms of performance

because they both aim at creating characters on stage. there is a major

difference between them. In acting. the bady of the character is the
body of the actor. In puppetry. there 1s a split between the body of
the performer and the character. The expertence of the wirld of the
characier is evoked through the puppet and requires the puppetecr's

bady to experience the world in another way than the actor’s body

Puppetry implies the co-existence on stage of the actual body ol the
puppeteer and the apparent body of the pupget

I'he combination of both forms of performunce supposes solving
acontradiction. In acting. the actors” aim is o focus the audience’s
attention on ther body, whereas the puppetcers” aim s o focus
the awdience’s attention on the puppets, The co-presence of the
puppeteer and the pupper requires that a double focus on both the
perfarmer and the puppet is achieved. Co-presence requires a fine
calibration of the presence of the perfurmer with that of the pup-
pet. I1 the puppet is too present, the performer mostly appeirs as o

visible operator. If the performer is oo present. the puppet mostly

appears as an ohject.

Ci-presence is very dilficull o achieve as i takes a lot of time
and dedication. Sylvie Baillon. aristic director of French puppet
cornpany Ches Panses Vertes and member of the pedagozic team
of L'Ecole Supéricure Nationale des Arts de la Marionnetie in
Charleville-Méaiéres. one of the best schools of puppetry in Buo-
repe, reported that i 2001 enly one student of the school decided
W develop such a form of performance for her final piece because
it takes aovery long tme o gain adequate skills.

Pwor productions such ws Canienfins 120080 by Neville Tranter
and Fivin Heweses (1994) by Compagnie Mossoux-Bontéd establish a

co-presence betwesn the solo performer and the puppet through very
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distinet methods of practice, Cumcidis was written . designed and
performed by Neville Tranter while Tiwin Homses has been initiated
and ||-;'|'1'|||[|:|._'|;J h_\ Nicole Mossoux and directed by Patrick Bonté,
Through his approach to ext, charncterization and dramaturgy,
Iranter’s work can be categorized as dramatic theatre. Mossoux’™s
and Bonte's work is a hybridization of theatre and dance. dance
being used as a tool to articulate their theatrical work. The absence
of marrative and text, as well as the rejection of psychologieal forms
of geting. suggest that their work can be labeled as postdramatic.
Cranter initially trained in Method aeting before training in
puppetry. Since 1982, he has ereated solo shows thut explore the
relationship between humans and puppets. Mossoux initially trained
in contemporary dance at Maurice Béjart s Mudra School in Brussels
while Bomd's thearre infTuences are Growwski and Kantor. They
have been collaborating together since 1985 and. apart from Jivin
Heanses, which is stll part of their repertoire, and Kefar Nahim
(2009, their other productions do not use pup
training hackgrounds and style of thearre have

wetry. The differen
ed each compuny

to develop a distinet form of co-presence

(uniculus: it co-presence (hrongh speech

Cremiendus is a0 picce about survivers living i a world ravaged by
violence and chaos. luells the story of a small group of starving
rabbits embodied by puppets. They live confined Lo ther warren
o remain safe from o war happening above them. Amongst these
rabbits lives o human character performed by Tranter. This character
does not have a name. He wears a pair ol red plastic rabbit cars and
thinks he is a rabbit. The rabbits ate human beings, but behave as
if Tranter is ane of them.

There are seven rabbits i Crorreredues. and Tranter sometimes
manipuliates two puppets at the same time. [Uis important to speeily
that Tranter is not a ventrloguist, Spectators can see him producing
the voices of all the puppets as well as that of his own character,

Muost of the puppets share the same design principles. They are
about thirty-two mches tall. They can sit upright on their own with-
out the mtervention of Tranter to stabilize them because the trunk
and the legs form one sohd element. All the limbs seem petnified ina
dymamic tension, They do not hang freely even when not animated.
The only movable parts of the puppet are the head and occasionally
the arms. The head makes similar movements to a human head.
The puppets” mouths are articulated and twice as large as Tranter s
Their eyes are the size of goll balls and are protuberant. A gliftering
material that veflects light is used to indicate the pupil in order (o
reinforce 1ts resemblance to a real eye. These elements support the
impression of a visual agency, which is read as cognitive activity
on the part of the puppet

Mamipulation is by direct contact. Tranter places one of s
hands inside the head of the puppet through the back in order 1o
move the head as well as the mouth. His ether hand can directly
grip the wrist of the puppet to move the rabbit™s arm. These puppets
can stand on their own, speak and look at the world around them
but are not designed to grab objects or o move into space. When o
puppet needs 1o go to a different point of the stage. Tranter simply
lifts it in the ar and places 1t in its new location

photos: < Mikha Wajnryeh
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To establish o co-presence with the puppet. Tranter is physically
positioned next o the puppet he manipulates. In that setting, he
Becames part of the surroundings of the puppet because the puppet
Lo speak

can potentially “see™ him. The character who is suppose
is the one who moves. Characters engaged in speech display their
mouth and eves 1o the audience. When Tranter makes the voice of
one of the puppets. he positions his own head in such a way that i
is less visible from the audience’s point of view. His head is cithe
tilted sideways and looking down or placed behind the puppet’s
hody. He keeps the opening of his mouth 0 a minimum and he
aeeasionally uses the hand of the puppet to mask his own mouth,
Moreover, the direction of the gaze also indicates to the audience
which character is tlking. When Tranter s character talks. he always
looks at the face of the puppet. except when the puppet does not
loak at hine. When a puppet talks, just betore delivering the lines, it
looks at Tranter™s face for a very short moment, but then faces the
sudience o speak. This coordination of the directions of the gazes
between Triunter amd his puppets contributes significantly to the
construction of co-presence

The relationship that Tranter’s charscter establishes with the pup-
pets is mainly based on dialogues and exchanges of gazes, Tranter’s
puppets are made in the image of the dramatic actor, They express
emotions throveh text and imtentions. These puppets talk and look
at Tranter exactly as Tranter talks and looks at them, Co-preseince

is achieved by giving human behaviors to the puppets
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Twin Houses: i co-presence through body movements

T Hogses consists of aseries of situations separated by blackouts

that invoke a woman surrounded by Tive puppels which resemble
her, A general feeling of oppression emerges from the performance.
Muost of the tme. the puppets seem to control Nicole Massoux, Un
like Cuniciulis, there is no utlerance in Doin Hooses

Maossoux looks Like her puppets. wearmg make-up and o syn-
thetic wig 1o enhance her resemblance to them. Her face remains
atill, but not neutral, The heads of the puppets are made from a
mold of Mossoux’s tace. Ther construction varies depending on
whether they are fastened to Mossoux s body or detached from it
To schematize their design, they can be described as a head with a
nieck |'!II1|I3|'|':_'L‘[1 |'J_'n ] piL'L'L‘ ol ¢loth, The neck of the puppaet I either
L.1_['-_5|5|1q_'¢| to one of Mossouy's shoulders or is held h.\‘ Muossoux's
Fraindd

Muossoux uses a dance technigque called body-parts isolation o
develop co-presence with her puppets. This technigue allows Mos-
soux to ereate distinet rhythmie and movement gualities within her
body which give the impression that her body is split lengthways
wll

hodics can move simulineously but with distinet gestures. Mossoux

into two parts with a head at the top of cach half. These two

and her puppets appear as conjoined twins
The puppets attached on Mossoux™s shoulders have o large range
of les and arm movements, as these body parts actually belong 1o

Muossous. However, they cannot ook at Mossoux because the [atler
cannot turn her shoulders inward enough for the eves of the puppet
o meet her own eyes. Moreover. the shoulder does not alliw Hine
manipulation movements. The result of that is the inability of the
puppet o exchange gazes with Mossoux and to precisely focus ifs
gaze on the objects that surround it To counterbalance this issue,
Mossoux has developed a particular strategy. Instead of exchang

ing gases, Mossoux and her puppets look at the same object which
appears at the ventre of the action. Moreover, Mossoux displays an

INTERNATIONAL

\L\tli-\_
without lonking at what she is doing, but slightly above the book

untocused gaye. For mstance, in one scene. Mossoux writes ina

This is nen normal human behavior when writing. People usu

tend to look at what they are writing. The fact that there 1s no direct

eye contucl between Mossoux and the puppet. but that they both

gage il the same object. indicates that Mossoux has built o co-pres

ence based on what the protagonists are physically doing together
Mossouxs ability w gaze is similar to that of the puppet because
they seem to share the same Himitation of movements, This choice
allows Mossoun o balance her presence with that of the puppet
Mossous loses parts of her human nature in order to share an egual
muode of existence with the puppel. She balances her presence with
that of the puppels through a “puppetization” of hersell

Despite differences in both training backgrounds and the forms
Franter and

of theatre produced by each company, the work of

Mossous discloses that the fabrication of a co-presence between

the performer and the puppet requires that both of them exist on

apparently close ontological levels. Tranmer shapes the puppet o
behave like a human being. He concentrates his manipulation on
the head of the puppet 1o reprodoce human ways of talking and
gazing. Mossoux shapes herselt 1o behave hke a puppet. She ex
ploves the whole body of the puppets and integrates their limted
range of movement with her own performance. Both productions
are signilicant examples of the diversity of methods ol practice that

cHn }!!'l:li.i.lll.":.' CO-Proscnee.

ciplinary performances rooted In puppetry, His academic
rch explores the puppet as a figure of alterity. His
ctonal work has been performed across UK and France
under Rougez28 Theatre (www.rouge2theatre.co.uk)




PUPPETRY INTERNATILON AL

New exhibitions opening March 30, 2013

03allaro

@UDQQUV

The Puppetry of Dick Myers

Open Fridays, Saturdays and Sundays 12-5 p.m.

University of Connecticut 'yl e
_6Bourn Place Strings, Rods, and Robets:
Skl Recent Acquisitions
bimp@uconn.edu

860-486-0339 bimp.ucann.edu Bl M ftppat phato by Satah Nokin: phits erSalky St eiadonstie sy lofn el

$14.95 per copy
The Language of the Puppet (iraluctes shippingrin U5

This landmark book brings together 19 top puppetry
performers, artists and s¢ holars from three conti-
nents, and is full of beautiful pictures.

Available from UNIMA-USA:
1404 Spring 5t. NW, Atlanta, GA 30309 <unima@ puppet.org=

You can now purchase UNIMA publications online with
credit/debit card and electronic checks.
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Reflections on process in the development and performance of Cryptid Theatre's 77 durrow

by Alexander Winfield

“Work is mere play i fairy wales, and this comfort af mine
belongy to fairy tales, too. . and that is not the end of my use-
less discoveries.” (Katka 1979: 118)

In the early summer of 2011, 1 met with two other theatrical
performers and formed a theatre company we called Cryptid.
These performers and their disciplines were, respectively: Joey
Morse, a technician and media artist; Jacqueline Coombs, &
trained ballerina and dancer: and myself, a puppeteer and
writer/director. As our first production, we decided to adapt
u short story by Franz Kafka entitled “The Burrow.”

REHEARSALS

It was one of the first decisions of the company to create work
using a devising, non-hicrarchal structure. This structure,
we felt, would help to provide an environment where our
respective disciplines would receive due atiention withoul
the danger of an assigned director coming 10 dominate the
proceedings.

“The Burrow" follows the story of a sublerranean creature
that has spent its life obsessively constructing a burrow, a prey
to paranoia and neurosis. We had to deal with the essential

problem of adaptation: *To act what is unreal, imagined,
barely conceived — this is the province of the short story and
the novel. How on earth can one stage that, the theatre of the
impossible?” (Berkoff 1988: 72)

We created a rehearsal regime designed to generate mate-
rial in response to the short story. In one exercise, working
individually, each performer would generate three movement
picees he would then present to the company. After all three
performers had presented, we then opened up the space and
allowed all three performers to interact using each other’s
movements, Objects from the space. such as chairs, and on
occasion prepared props, became integrated into the perfor-
mance spontancously.

Prior to gur involvement with Cryptid. Jacqueline Coombs
and | had participated in a workshop led by Sesame-trained
practitioner Tania Batzoglou. This workshop used improvisa-
tional exercises informed by Jungian theory 10 lead performers
into personifying figures of Greek myth, a training exercise
also encountered by Butoh performer Sondra Fraleizh:

... we were structuring compositions that explored
a collective unconscious.. . we chorcographed and
danced solos based on such characters as Elec-

tra...our work dwelt not on plot but on psyche.

on archetypes as exemplified in characters...
{Fraleigh 19949: 35)

pricros: Tl Porrer Ciwmme (Lonpon)
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This intensive training made us extremely sensitive to
unconscious impulses and to the potential in explonng arche-
type over character. The problem in applying this experience
to “The Burrow™ is that the creature in the story was not as
clear an archetype as the Greek gods, and indeed how to
characterize him was a persisting discussion. Nevertheless, the
imstincts honed in those workshops were of great importance
in our rehearsal sessions. and Tania acted as a mentor during
our development.

In our improvisation sessions, the puppet began (o crawl
over the dancer, leading to the idea of using the bodies of the
performers to represent the walls of the cavernous Burrow
itself. In one sequence that stayed with us from rehearsal to
final production, a smaller (about 12 inch high) version of the
larger puppet crawls over our bodies. our limbs and torsos

standing in for the collapsing walls and tunnels of the Burrow.
Here the theme of the play was perfectly encapsulated — here
we, the performers, were the Burrow itself bot also the Pup-
peteers: the creature was tortured by us yet dependent on us,
an apt metaphor for the creature’s relationship with his home.
Jacqueline, as a dancer, made the most elegant Burrow and
gave the most opportunities for novelty in movement (she ef-
fortlessly became tunnel, bridge, stalagmite, etc.), and it was
her elegant, strangely motherly interactions with the puppel
in rehearsal that remains one of the most powerful memorics
[ have of the process.

NTERMNATI

ONAL

THE PUPPET

Ambiguity has never been considered an ele-

mental force; it is precisely this in the stories of
Franz Kafka. (Heller 1979: xxvii)

It was my opinion that one of the best avenues for an audi-
ence to getat these “elemental ambiguities™ in the Kafka story
would be through the medium of the puppet. A puppet can be
many things at once: it can be a beast and trash, a performer
and a prop, living and dead. This is the essential power of
the puppet. and like Kafka's ambiguoities. it can be a fantastic
means of accessing the audience’s unconscious response.
Despite being made of paper and rags, “the audience see in
the mask or the puppet a second. doubled version that turns
action into an effigy and the actor’s work into akind of dream.”
(Monks 2010; 66)

The design of the puppet meant we as performers were on
a collision course with this “dream™ of the actor’s work, for
we were performing the puppet in full view of the audience.
Save for the puppet’s head that was made out of papier-maché,
the puppet was compnsed only of an empty coat filled with
our bodies; its limbs were our limbs, In this seénse, the close
relationship of puppeteer and object was made nextricably
more intimate. We began to ask: “"What are we to the puppet?”
Rehearsals broke down into animated discussions several times
on this matter: at one point it was decided we represented as-
pects of the unconsciousness of the puppet. Later we attempted
to work with the conception that we were actually the living
presence of the Burrow itself (which would account also lor
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our roles as manipulators of the set and props — it would be
the Burrow shaping itself). This issue was not concluded be-
fore our performance al the erypt; for my part, [ would have
preferred lo leave the matter resolutely unsought for. There
is always a certain delicate mystery inherent in the puppet,
and to attempt to codily it too strongly within the play in our
case at least led to anxiety and confusion, and “confusion
can lead an audience member to retreat from a piece of work
or lose patience with it...(a) mystery is compelling despite
the distance and/or difference it helps maintain as part of the
spectator's comprehension.” (Bailes 2010: 94}

The puppet’s design was also problematic inasmuch that,
with all three of us performing it and with only one trained
puppeteer, it required a great deal of rehearsal time and energy
during the performance to synchronize our movements, This
can be dangerous, for “if you continue to work the physical
expression to the maximum when performing, you prevent
the inner life from becoming accessible to the audience.”
(Oida/Marshall 1997: 42) Performing on the puppet was not
comfortable, which of course made performing difficult.
We attempted (o combat this difficulty through a technigue
learned from the Handspring puppeteers, of ensuring that the
puppet continued to “breathe” during its performance. We
also attempted to leam to breathe in unison while providing
the puppet breath. creating 4 strangely schizophrenic scenario
well deseribed by Barrault:

When you act you are two people. the actor and
his part, so it is perfectly normal to have two
breathings. The first for the actor. to keep him
alive, the second for his part...by suitable exercise
in breathing, the unconscious can be attained. ..
{Barrault 1951: 54)

All living things breathe, and so creating breath in the
puppet gave it the aliveness that our overt efforts threatened
to take away from it. The synchronicity in breath we achieved
as performers also helped to synchronize our performance
un the puppet,

It is worth mentioning the puppet’s influence on the media
elements in the play, which was to act as an expansion of the
themes of mystery and unreality within the original text. What
new liminal space is breached when the video image is not
a reflection of a “live™ actor, but of an artificial performer, a
puppet “performed” by a live actor (who, in our staging, is
also visible to the audience directly behind the puppet)? A
puppet offers a further layer of unreality as an unliving thing
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made o appear living, and then made to confront its own
image or appearance of unlivingness. The problem of media
in modern performance is that “a spectator....of digital perfor-
miance comes into the realm, site or space of the performance
already as a thoroughly initiated citizen of the cyberworld.”
(Remshardt 2010: 137). A method of subverting this audience
complacency with media and returning its attention to the
elemental ambiguities of Kafka would be through inserting
the puppet’s unlivingness, turning Fewster’s “double image™
into a "triple image,” or even a shattered mirror, This was the
appeal of mixing the puppet with media.

THE STAGING

The scenography of our show was dictated by our miniscule
budger. We had to rely on objects found on the street (such
as a discarded umbrella which featred as part of the set in
late rehearsals ), and cheap material. such as the hessian fabric
which, when draped over the furniture. helped bring a rough
texture to the Burrow, This informed the play’s subtext: the
ereature has always been alone, and as such the “used” quality
of the set suggested an entity that has no conception of vanity
or pleasing others. He was often described as a “hoarder™ in
rehearsals. after stories of lonely people who had obsessively
collected uwseless items till their apartments became literal
warrens, In our (forced) adaptation to a restricted budget we
resembled New York's Elevator Repair Service company:

...the everyday reality (was) the impoverished mate-

rial conditions in which they have had 1o learn to

promoss The Posseer Cesmre (Lonnos)
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our staging in subtle ways: upon entering the scene. | slid my
hand over a wall, letting loose masonry crumble to the floor as
I walked to the audience. This was discovered spontaneously
during our first dress rehearsal, and provoked strong feedback
from the crowd. ("Very affecting,” an audience member told
me afterwards. ) As the play continued. the performers become
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make work... "Found™ objects rather than sophis-
ticated sets foeus the space and rehearsal activities,
and the compromises each rehearsal environment
demands contribute to major artistic decisions. ..
{Bailes 2010: &7)

This philosophy was extended to our lighting design: the
play was lit entirely by old able lamps. As such we worked
with relatively little light and the space was prey to great and
sudden shadows. While not as strong or precise as theatrical
lighting, this very anarchy became intriguing. Unpredictable.
overwhelming shadows can give an additional aliveness o
performance. 1 do feel that modern lighting by its very preci-
sion robs a theatrical spectacle of certain mystery — when it
is too easy to see something, we come Lo take its existence
tor granted, We forget the power of shadows to undermine
the very solidity of material existence: an object vanishing
unpredictably into shadow becomes untrustworthy, tfluid.
There is danger there.

Mention must be made also of the performance space
itself, a crypt that once held 3000 bodies, constructed shortly
atter the London fire of 1666, The walls were crumhling
stone, the air cool, with dust underfoot. Being underground,
it fit the subterranean setting of our play perfectly. It affected
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our staging in subtle ways: upon éntering the scene, | slid my
hand over a wall, letting loose masonry crumble to the floor as
I walked to the audience. This was discovered spontancously
during our first dress rehearsal_ and provoked strong feedback
from the erowd. (“Very affecting,” an audience member told
me afterwards.) As the play continued, the performers become
covered with foul and elinging dust—dust that once crumbled
from the thousands of bodies stored in the crypt before it was
opened to the public. It made for an excellent visual meta-
phor of the decay of the puppet’s mind over the course of the
performance.

“The Burrow™ was a half success that yet contains “great
potential” (another Irequent comment from spectators), A
rethinking of the puppet so that it is not so cumbersome to
perform, and a new attitude in regards to the performers’ inner
lives would both respectively release unneeded stress from the
performers” work and add an interior, secretive vitality which
would help make the play more evocative and provide an
underlying connective element throughout the performance.
Yet, despite the uncertain results, it was a wondrous, highly
instructive experience. As for the play, much work must be
done, and at present it remains 1o be seen if “The Burrow™ will
grow into something worthwhile or simply become another of
Kafka’s “useless discoveries.”

The bibliography for this article may be found on page 39,

Alexander Winfield is a Bermudian puppeteer living
in London.
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Thirty Years of Titeres Etcétera
by Wiguel Romero

On a chilly wet morning. the small orchestra playing music
of Saint-Saéns 1s seated on risers on the stage ot the Bilbao
Opern where o performance of Dreaming the Carnivel iof
the Andinafs is under way, A violinist leaves his chair and
walks toward the auditorium completely fitled with children.
From under the risers o giant turtle appears, Without missing
a beat. the violinist steps off the risers onto the turtle™s shell
an which there is a chair and a music stand. He sits and plays
atop the wrtle moving slowly to the edge of the stage. The
opera house explodes with laughter and cheers. 1 get zoose
bumps, This was my introduction to Puppets Ftedtera. and 1

remain one of their biggest fans. Given Enrique Lanz’s rich

pedizree as a puppet artist and the esteem w ith which he 15
held in his native Spain, it is curious that his work and tha
of his company are not better known in the USA and other
centers of puppetry outside the Therian Peninsila

A magnificent exhibition charting Lanz s thiry-vear ca-

reer is currently on view at the major Andalusian museum, Pargue
de las Clencips, in Granada. It has already been seen by more than
00000 visitors and has been extended until February, 2014, The

exhibition is richly supplemented with text (in Enghishoas well us
Spanishh, video and photos on the company’s bilingual website.
llereseleeiera com — an exssential complement to this article,

| first met Enrique Lanz in 2006 when we both oftered weeh
long courses at the Seventh International Puppetry Workshop in
Cuba. | was then intensely interested in the puppet plays of the
great Spanish poet and playwright Federico Garcia Lorca and was
amazed to learn that Enrique’s erandfather, Hermenegildo Lane.
a multifaceted visual artist, whose life was cut short in the carly
days of the dictator Franco, had created the alowve puppets and sely
for the first performances of the Lorea puppet plays. as well as the
|U23 |'||'._-||]ic]|.' of Manuel de Falla's [Pl vpera. Ed Bevablo o
Muese Pedro. Enrigue continued the Lanz family s artistic legacy by
founding Eteétera, which pertorms throughout Spain and brought the
Falla conneetion full circle with his own production ol Ef Rewablo
at the Liceu Opera House in Barcelona in 20049,

Owver the vears, 1 visits to Granada. [ learned abour Elceteras
philosophy and practice. Artending the exhibition’s opening, have
come to love and admire this compiny. At the helm. Enngue Lanz

conceives the shows. designs puppets, scenery and lighting, builds

intricate mechanisms, directs. performs. drives the truck and creates
the posters himself. He's quick o eredit the collaborative talents
and dedication of Fabiola Gurrido, Lorena Badillo and Yanisbel
Vietoria Martinez as being of significant artistic and moral support
throughout the past thirty years. Depending on the scale of the
project and not counting the musicians, two to ten share the stage
or bring puppets (o lite with Eteéterni.

A demonstrated by the exhulation, Langz is hughly regarded as
an artist in Spain, even though he respecttully declined i prestigious
chair in Granada’s Royal Academy of Fine Arts because being an

academic did not align with his personal interests. He responded

- -T "

to the Academy s award declaring that “his main goal as an artist

is 1o counter the relentless and methodical destruction of human
sensitivity with his work as o puppeteer.” which seems ungracious
but perfectly illustrates his candor, honesty and his mission. Not
the prototypiecal gregarious Andalusian, Enrique’s shyness gives a
first impression of being sullen ond alool. AL close range. one can

experience a generosity of spirit, deep humility. extremely sharp wit

and strong work ethic balanced by a sense of humor and protound
dedication to his three children

Children amd how they pereeive his work inspire Enmigue as g
puppet artist, As a schoolboy, unable to answer a guestion correctly,
hie was sentenced o spend tme in an old-fastoned puppet booth
Instead of producing the dread and Tear intended by the teacher.
this gave him enormons joy and pointed to his vocation. On an
other occasion, having forgoten 1o buy him a proper birthday gift.
his father consoled him by presenting Enrigue at the last moment
with his own collectiom of vintage paper oy theaters thal 10 thiy
day inspires his work, His respect for children’s intelligence and
sensibility mforms his cunosity and the sense of adventure that
turn initiates new work

His hobbies, photography and videography, amply illustrated
on the Eicétera website, alse serve to document his wark. As 4
result, the exhibit provides a virtual catalog in English and Spanish
gecessible toanyone who can getonline. The very lavishly produced
and profusely illustrated 192 page exhibition catalog designed by
company co-founder Fablola Garrido may be ordered anline through
the exhibitiom link on titereseteetera.com, It sells for the equivalent

of anly 522 + shipping. Surely, it has 10 be the last bargain leht on

Farth. The wehsiie s a marvelous resource, but is 0 stthstitute for
i live performance or the magnificence of the immersive experience
provided 1o visitors i Granada. Like any other company, Eteéler
and its puppeteers make a living by performing Because ol the
exhibition. long profitable tours have had to be curtailed. Dupli-

cates of sume puppets have had to be built o maingain the demand
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tor some shows. [ saw three different sets of puppets for Peter aind
the Wolf. one of which performs with recorded music weekly in
its own charming theater in the museum. Typically, Lang turned
a drawback into an unexpected feature for visitors by installing
his shop in the museun where he himsel! is on view building and
making prototypes and experiments for a new production and an-
swering questions. For the moment. he is adapting to the country 's
economic crisis by working on shows that can travel in a suitcase
and is constantly experimenting with traditional and new materials,

The integration of puppet and live performer s definilely an
attribute of
fascinating characteristic. Duning my visit o the exhibition over
the summer of 2002, 1interviewed Lanz and his partner Yanisbel

ang’s work, although by no means 115 only and most

Yictoria Martinez. who now run the company. True 10 tradition.
Lanz usually hides the puppeteer from view — either behind mask-
ing or disguised in black, rendering the manipulator invisible, This
reinforces the illusion that the puppet has its own iner life, in sharp
contrast o musicians or actors wiath whom it shares the stage. In
Lanz"s work. instrumentalists and singers are oflen in the foreground
o play. react
and have a stronger physical presence on stage. Lanz is interested
in a relationship between the puppet and the live performer that

oif the scene, and are always asked 1o be more active

contrasts reality and fantasy, This has evalved over the years with
fantasy and reality getting closer or farther apart. alternately confus-
ing and permeating cach other. The essence, however. is (o establish
arelationship between the human and the object while maintaining
the illusion that the object lives alone, having o magical lite.

When working with hive musicians, Lanz avoids the image of

the formal, stfl classical performer. He believes that if the audi-
enee sees il musician somuch as wen o look at what is happening
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on stage while he or she is playing. the music will better reach the
viewers because they see the musician enjoying and joining in the
speclacle. This puts the musician and the very music he or she is
producing onto another plane of reality. The puppeteer’s invisihility
and the musician’s involvement in the seene underline the illusion
that the object inhabits its own universe

In Ereetera’™s B Rewaldo de Meaese Pedro, enommous puppet char-
acters, including Don Quinote. are the audience for the play within
the play, They are sculpted with the intricacy of detail prevalent in
baroque statuary: These colossal figures loom over the orchestra,
inspiring awe vet remaining unobirasive by their dark antigue bronge
testure. We as the audience are seeing Maese Pedro’s puppet show
over their shoulders. Preaming the Carnival of the Animals (which
also includes music from Debussy's Afternoon of a Faun) does not
errorize children when the full-size skeleton of a Tyrannosaurus
Rex churges the stage und confronts the orchestra. Rather, it is an
ight. Whether it is the pianist participating
in the puppers” fantasies in £ Teaine de Bernat or the actors who
portray adult brother and sister in Debussy™s A Box of T, the
connection of the human and the puppet worlds exemplifies the

image of wonder and de

special excitement that Eteétera provides their audience. | ean only
record my experience of these wonders, Viewing the video clips
al titeresetectera.com — or beller yet, experiencing an Etcétera
performance live — will do much more w ke us o the heart of
an amazing puppet company and show us their very generous soul

fyee plrertos, perge 32)

Miguel Romero is a set designer and director. He
is on the theater facully of the University of Massa-
chusetts, Amherst.
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« Etcétera photos by Enrique Lanz

« PeTER AND THE WolrF

o A Box oF Tovs

& E1 RETaBLD DE Maese Pepro

o DrEaminG THE CARNIVAL OF THE ANIMALS
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PUPPETS DANCING, DANCING PLPPETS:
Some interconnected thouohts
by Linda (. Ehrfich

A puppet who becomes human is the stufl of legends,

A human who becomes a puppet s the stufl of nighlmares. Ur s it so?!

The Million Pappet March in Washimgton 1.C. showed that puppets and humans can
mteract m wavs o elfect change, oral least draw attention. As one sign read: 15 puppets
are outlawed, only outlaws will have puppets.”

What can dancers learn from puppets? What can puppets learn from dancers?

Puppets and dancers resemble cach other i ther love of the pose (moments of stllness)
and their love of movement., Bul can puppets actually diance”

Many of the links between puppetry and dance stem from Asia. In India, for example,
Kathakali dancers emerge from behind o nichly-colored cloth, as il from behind o puppet
sereen. and the movements of classical dancers from Mynmumar { Burma ) mimic the rise
and Fall of marionettes from that country.' But the connections also stem from the Western
belicl since antiquity of a link between the shadow and the soul. Puppets and shadows,
Eros and Thanatos. Where docs the puppet end, and other forms, like animatronic figures
with their elosed movement options, begin?

Puppets and dancers bring us stories of entrapment. And expansion, And enchantment.
They help us question the “representational hicrarchy™ of “the opposition of player and
puppet, author and object™ Where does the puppet ead and the antomaton begin? How

large of a step s it from the automaton to the dancer?

ENTRAPMENT

4 AL TN

Think of Pmocehio i Carlo Collod's Phe Advenieres of Pinocelo: Siorv of a Puppet
(IR L-83)—a puppet brought o life, whose dream is 10 become a “real boy” Bul how
much more interestng he was as a puppet!

In Ernst Lubitseh™ early Glm De Dell (19197, a0 womam comically transtarms hersel!
into a mechanical doll 1o win the hushand of her dreams, And the ballet Coppefia (First
performed in 13700 where a young woman pretends 1o be o doll to show her delusionary
fiancé that he has Fallen in love with toymaker Coppehuos™s doll, mistaking her for aoreal
“tdeal™ girl. This dance. based on “The Sundman™ by E'T.A. Holfmann. and made famous
by the [lm Phe Lales of Hofmann (Nichae] Powell and Emeric Pressberger, 19510, stars
several Tramous dancers; Muoira Shearer, Leonide Massine. and (as the puppet master)
Frederick Ashton, But in the end. dancers and puppets enter separate worlds:  the live

dancers triumph,

Real boys. Real wirls. Moving away from puppets.
But let’s mwove away From the trickery of the puppet-human sswitch of The Daoll or Coppelia,
oreven from the moving dolls in the Nereracker Ao the tragedy of Petrushka which “cannol
be dismissed as a Gury tale because the puppets are simply oo huaman.™

Petrosdke (premmercd 19130 shows Treedom o be as illusory as o manonette dangling
without a puppeteer. Or iy it so?! In the ballet with glonous music by lgor Striuvinsky and
choreography by Michel Fokmne, puppets are brought wo lite by music. by the magie flute of
the Wizard (oka The Magician, The Charlatan, The sell-satisfied lugubrious Moor dances es e -
e vacuous Ballerma {Columbine ) only knows o few steps, Y

iy (oubward-Tacmg stepsi, |
and Petrushka, the tmid puppet idancing en dedons, inwardly ) vearns tor the Ballerima but e
Tas noonights, The Ballerina is pushed and pulled by these two men (puppets),
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The ballet Petrushha whisks us away with its music —a clash of eymbals and tam-
hourines. dancing bells. slowly stalking bass (o evoke the pre-Lenten Shrovetide Fair of
St Petershure of the 1830s. The puppets are also mspired o move by cellos of triumph,
and nervous violins. Stravinsky offers us the rather aimless wandering of the music for
the Moor. and the “Petrushka chord™ —a cry that combines the white keys (a major broken
chord) and the black keys (an Fimajor chord) in heightened dichotomies,

Nijinsky. Nureyv. Barishnikov —All the great male dancers have asked for the role
of Pierrot-Petrushka. not for the role of the extraveried Moor, Why mught that be? They
all wanted to transform themselves into the pathetie but defiant puppet who moves moan
angular yet flexible manner.  Could it be that Petrushka has something that transcends
the Wizard?

In theend, the puppet is shown as dead, but the dancer riumphs. The puppet’s soul/ghost
ascends w the rooftop and taunts the errified Wizard-puppeteer below,

(I an ironic twist, Basil Twist directed o purely puppetry version of Perensfiked
Lincoln Center in 2001, As dance eritic Joan Acocella reports. at the end of the produc-
tion. Petrushka =sticks s faee out of a black curtain at the side of the auditorium. He has
jumped out of the puppet theatre,™)

ERICHVENT

But what if the puppet-human mix could arouse not only pity or humor, but awe? In Java,
wavang knlir shadow puppets and wavaing wong conrf dancers move along a horzontal
plane, with the dancers following in the model of the puppets. Puppets of shadow are best
reserved for gods, heroes, and sacred clowns. Puppets of history and cternity (oss their
stories against a translucent sereen. and hecome terrifyingly large when hield up behind a
screen, The shadows emerge and disappear like figures ina dream,

In contrast to the kinds of movement paterns of the three dancers in Perrasfiba, the
wavang woirg dancers are the epitome of gracefulness. like figures moving under water.

Revered puppets(in Java, Sicily. u few other countries) are preserved in special boxes
and passed down for generations. Consider these words about stop-mation pingvd (pup-
pets/doll) animation by masters like Kawamoto Kihachird who wait to see what the puppets
themselves reveal, how their jinsed tlife) is revealed in performance.

“Puppets that perform whole-heartedly are quite adnmrable and have o wonderful power
of expression that no Tiving setor can come close 10 .. The strength of expression appiv-
ent in the heroism and devation of the mingva who act whole-heartedly and in a highly
_ focused way, somehow relates o the way their real nature is originally an manimate one.
Aot S When actors play the role of o protagonist in a drama, they live the life of the protagonmst
= ' while pertorming. When no longer performing the rale. actors have lives of thelr owin.
For a pimgya in a puppet play, the moments when the pupper is performing are the sum of
its human life (irved) They have no human life of their own, When the aingyd leaves the
role, they just return 1o being a wooden figure_an inanimate pbject. The mingyd is born to
play that role and only when playing the role. life (xeimed) is breathed into it and it Tives
its unigue life carnesily.™

ENCHANTYIENT

Some puppets and dancers are tricksters: “ridiculous-looking. disobedient, obscene. back-
wardl, disrespectiul, tunny, powerful, or paradoxical characters.” The Japanese kappa,
Native American coyote, Polynesian Maui, West African Anansi. the raven of the Pacific
Northwest, Harlequin of the commedia dell’arte— tricksters that delight us and restore
Balanee w our world,

In the film Monkey Business (directed by Norman 72, MeLeod, 1931}, Harpo Mars
unites the trickster puppet and the trickster dancer. To escape the clutches of the rigid ship’s
steward., the stowaway Huarpo literally enters into a Punch-and-ludy show, pretending w
be a puppet in the performanee for children on the ship.
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As Wayne Koestenbaum writes of Harpo's performance in The Cocodannis: “Demon-
strating o pointless, antiutilitarian beauty, |Harpo| puts effort and artistry into a motion
unseen by eompanmons.”™ The audience of children adores him. as do we. watching from
the other side of another sereen.

FINL THOUGHTS

Admittedly, o assert o connection between puppetry and danee is a “hard sell.” Ina review
i New Theatre (Sept. 1936), noted dance eritic Lincoln Kirsten wrote that danee on film
needs both “a choreographer educated not only in ballet but inall the fullest possibilities of
the film... By the tullest possibilites one means a treatment of human bodies comparable
Lo the way Disney treats his puppets.”™ What exactly might he mean!

Puppets whose souls are entrapped in societal limitations tum dancers into instru-
ments of despar.

Puppets who serve as windows onto the sacred, o dancers it hierophanics of
heroes and gods. ™

Puppets. Easily carnied and also easily forgotten. The mimature atiracts and evades
our gaze. Where does the dancer take over from pupperry, and how does it returm? Both
puppetry and dance open us toonew realms of enchantment. Puppets and dancers —how
they enrich each other and ourselves.!

Linda C. Ehrlich is an associate professor at Case Western Reserve University,
She has published widely in the fields of both cinema and poetry, and co-ed-
ited Cinematic Landseapes, an anthology of essays on the interface between
the visual arts and cinemas of China and Japan.

Portions af this article were given ab the “Dancing Across Diseiplines and Coaltares™
cemference wf Long Bslamd University! Post campas, November [4-16, 201 2.
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[The following text was ariginadly conceived by Roark

Eliforf

ity o performancedecture,

Young in Spirit and

Old in Sin:

Myr. Punch the Trickster God

by Carolyn Roark

CAROLYN: In the beginning, there
was Punch. Where he came from and
who his progenitor was...opinions
differ. There is consensus on one lopic:
Punch isa SINNER. Max Beerbohm
calls him a great sinner, “this wife-
beater, with his homicidal and
infanticidal ways.”

MR. PUNCH: Root-i-toot-toot!
Ladies and gentlemen, how do ye do?
If you all happy, me all happy too!

Is most vicious slander to say Punch
not good, Punch is no sinner, me
misunderstood!

CAROLYN: Mr. Punch, this audience
is a very intelligent, educated group of
people. You can't fool them that easily.
They have heard of you, and they know
you're bad company.

MR. PUNCH: No no no! Nice lady
is mistaken! Punch is a fellow whose
intentions are good!

CAROLYN: Good intentions? Mr,
Punch, every time you take the stage,
do you not throw your own baby out
the window?

MHR. PUNCH: Yes!

CAROLYN: And don't you beat your
wife Judy to death with a stick?

MR. PUNCH: Yes, yes!

CAROLYN: And the Doctor, your
friend Scaramouche, the Beadle. Same
treatment?

MR. PUNCH: Yes, yes, yes!
CAROLYN: And even Jack Ketch,

you trick him into swinging from his
own rope?

(Punch chickles)

CAROLYN: So, you murder your
family, most of your [riends, you
obstruct justice, and sometimes you
even steal from the blind! Good
people do not do these things! Very,
very wicked people do. And everyone
knows that the wicked are, by
definition, sinners.

{Prnch looks at Carelyn for a montent)

MR. PUNCH: Daes the Devil take
Punch?

CAROLYN: Well, no....you get the
better of him, too.

MR. PUNCH: Does Punch have to pay
tor his crimes?

CAROLYN: (sighs) No....

MR. PUNCH: Ergo, Punch is no

sinner!

CAROLYN: Punch, is this some kind
of materialist argument?

MR, PUNCH: Material what?

CAROLYN: Well, Scott Cutler
Shershow speaks of you as
representative of the working-

class, expressing their contempt for
authority, punishing the powers-that-
be for them.

MR. PUNCH: Eh?

CAROLYN: Yes, he says this was
a relatively inert torm of rebellion,

because it didn't really stimulate
change. For the middle class it
confirmed their low opinion of the
proletariat and their own moral
superiority. So, they provided the
financial means for the tradition to
flourish.

MR, PUNCH: This is material?

CAROLYN: No, Mr. Punch,
materialist.

MR. PUNCH: | give you material!
(Hiis Carolyn two or three times with
stick) At's-the-way-ter-do-it! This kind
of material good for everybody’s soul!

CAROLYN: (catches stick): Punch,
please, These are my colleagues. They
expect me to be a professional, Or at
least not to hit myself in the head with
a stick.

MR. PUNCH: | thought you say these

CAROLYN: Punch, that 1s beside the
point! Anyway, | never said Shershow
is altogether right. T mean, there is
definitely a material character to your
world, The problems of domestic
abuse, the codified social structures.

( Punch brandishes his stick, Carolyn
ntakes o placating gesture.) And even
you have to admit—you're pretly
susceptible to the temptations of the
flesh, The sausage incident? Gluttony,
And Pretty Polly? That's lust, plain
and simple.

MR. PUNCH: So you so smart? You a
theo - lo —gi-an? What you think?
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CAROLYN: God seems to be on
vacation every time you show up!

MR. PUNCH: You saying Punch’s
world has no God?

CAROLYN: No, I'm not saying that

al all. But T am saying that he's awtul
guiet when you're around. Look.
There’s always a ghost; sometimes its
Judy's, sometimes someone else. And
the Devil shows up to play his part. But
where is the Almighty?

MR. PUNCH: Maybe he here!
CAROLYN: Who, you?

MR. PUNCH: Why not Punch?!
Punch killed the Devil, now everybody
can do what he wants. Ergo, Ego,
Oswego, Punch! ( Wiacks Carolyn once
more, laughing.)

CAROLYN: (turns to audience)
Actually; Mr. Punch has a point.

He has the most agency, and others
always emerge the loser in a direct
confrontation. In many ways, he
determines the rules of his universe,
and then breaks them at will. But
Punch 1s in no way omniscient, nor all-
powertul; although, as a puppet he has
a certain kind of immaortality, he isn't
invulnerable. Others occasionally beat
him at his own game,

(to Punch) Sorry, Punch. The play’s
traditional narrative is grounded in
Christian culture and values even

as it flouts them, so you don't fit the
profile, not even if we consider the
vindictive, unpredictable God of the
Old Testament. There’s only room lor
you Lo be a sinner,

MR, PUNCH: S0 what? The audience
like Punch that way.

CAROLYN: True. Alice Early and
Shershow both document the public’s
II.I'LgI""I’ ]'I.'_‘Sl‘IL‘.II'lHL‘ L] '.'IIT:;-" P'I.I Ih,'h ]‘Il'!'lff_".‘iﬁ()'l"
who tried to have vou repent or

get carted off to hell. They describe
incidents where such professors [led
under a hail of stones and mud for
performing the wrong sort of ending
to the story. Beerbohm and others have
msisted that your unrepentant badness
is why audiences have loved you; you
provide a release valve for our own

negative emotions. He savs:

I suppose there never will be a time
when we shall not now and again
need to imagine all our dismal

ald restrictions and inhibitions
being kicked gaily about by some
unscrupulous and overweening
creature who goes unpunished for
doing so and indeed thrives, For
Shershaw, vou offer a safe form of
social rebellion and an ultimate
alfirmation of bourgeois values; For

John Collier, you are a manifestation of

the English spirit,

MR. PUNCH: Bah! Punch is not
listening! You talking to yourself.

CAROLYN: Actually, in a way | am,
Punch. [ They both look dowr at the
arm working the puppet.] Traditionally
speaking, we shouldn't be having this
conversation. | should be hiding in a
booth, and voun should be addressing
the bottler or the audience, not me.

MR. PUNCH: Then why you interrupt
Punch’s show?

CAROLYN: Your show?! Punch, this
is my prﬂhfl'l[illitlll...Iihlt‘ll. | want to
tell the audience what Lewis Hyde
says about trickster figures in various
mythologies, and how "social life
can depend on treating antisocial
characters as part of the sacred”

MR, PUNCH: At's-the-way-ter-do-it!
Punch is holy, holy, holy!

CAROLYN: Uaughing) No, you're
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not. But I think you have a lot in
commaon with the mischief-making
gods of ancient mythology—Ilike
Hermes, Mercury, Loki, and Puck.
I'm saying that a context for your
particular sacredness must be found
by looking across cultures, nstead

of within a particular one, you old
sinner. Hyde says that tricksters “cross
the line and confuse the distinction”
between pur typical categories for

the world, Like other tricksters, you
could be considered “the mythic
embodiment of ambiguity and
ambivalence, doubleness and duplicity,
contradiction and paradox” You're at
the bottom of society.

MR, PUNCH: Hrmph!

CAROLYN: You meel characters both
humble and mighty. You commit

the most dastardly acts of mayhem,
and your audience cheers, And like
Prometheusy thefl of fire or Raven’s
theft of the sun, your mischief might
benefit humanity, as suggested by
Collier, Shershow, or others.

MR, PUNCH: (nodding approvingly)
Yes. Punch is nice guy.

CAROLYN: | wouldn't go that far.

A trickster need have no fellow

feeling for those who benefit from his
mischief. Besides, vou're still a liar...
which is something else Hyde says
about tricksters—that they practice a
distinct form of lying,

“Trickster feels no anxiety when he
deceives, He is often dependent on
others, to be sure, but that dependence
rarely constrains him. He does not fear
separation. ...the efernal child who
cannot be significantly damaged and
soomay cleave o the pure and playful
delight of floating fiction in the face of
stern reality”

{to audience) Punch is a consummate
deceiver. Though he enjoys Judy's
favors, he has no compunction about
tossing their baby out the window. He
lies about the baby's whereabouts; he
lies about Judy's fate. And when his
lies are exposed, he resorts to his stick.
When the gallows trumps the stick’s
might, he plays dumb and tricks Jack
Ketch. And like many of his brethren,
he is occasionally duped by others who
use his own methods.
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(Punchs attention wanders. Perhaps he even falls asleep
from boredom, Carolyn notices.) Ttry to keep that in mind.
As you have already seen, just because I'm the puppeteer
doesn't mean I'm exempt from his abuse or deceit, Why do
you think I'm playing devil's advocate? In the Devil he finds
an opponent against whom his lies do not work—Satan

is, after all, the Father of Lies. Punch eventually triumphs
through his stick and sheer force of will. And his victory
proclamation, “The Devil is dead. Now everyone can do
what he likes” is pure trickster—grounded entirely in the
satisfaction of desire and appetite. (Punch hears this.)

MR. PUNCH: So, you see, it is just as Punch says. Punch is
a trickster god!

CAROQLYN: Punch, two pages ago, you tried to convince us
that you were God. The Almighty.

MR, PUNCH: Never!
CAROLYN: You did, too!
MR, PUNCH: Never said it!

CAROLYN: Well, I hate to be the one that has to break it
to you, Mr. Punch, but Hyde actually makes a pretty strong
argument for why you can't be any kind of trickster at all.

MR. PUNCH: The hell you says!

CAROLYN: Honestly, he does. He says: "If the spiritual
world is dominated by a single high god opposed by a single
embodiment of evil, then the ancient trickster disappears.”
He says that such a spiritual ethos does not allow for the
trickster’s “great ambivalence.”

MR. PUNCH: Lies! Lies! Lies! (punctuating with hitting
Carolyn with his stick.)

CAROLYN: Punch, quit it! I haven't said I agree with Hyde!
(Punch stops. Looks expectant.) There is plenty of trickster
behavior in monotheistic
folklore, stories that resemble
ordinary reality, but with magic,
bending of natural or social
laws, or behavior that would be
considered extraordinary on

the normal plane. Many feature
an uncommon character who
meets and bests the Devil, Some
have a predominantly good
nature and find trouble through
cockiness or foolishness. Others,
such as yourself, have a wicked
but charming nature and get

INTERNATIONAL

in trouble for their appetites. You all fit into what Hyde
calls “the paradoxical category of sacred amorality!” In the
salvation/damnation binary you form a third, exempted
category. You don't go to hell for your crimes, but heaven
also bars its doors 1o you. So, you wander the earth in
perpetuity.

MR, PUNCH: Root-i-loot-toot! Punch is immaortal!

CAROLYN: Well...there is more competition in popular
entertainment now. There are still professors performing
your story, but people have lost their sense of humor about
domestic abuse. But there are still trickster figures out there,
evolving as cultures become more pluralist.

MR. PUNCH: Who?

CAROLYN: Charlie Chaplin’s Little Tramp, the Riddler of
the Batman Comics, almost any movie character played by
Jack Black. You could even make a case for Bugs Bunny.

MR. PUNCH: Bugs Bunny?! (Now the beating commences in

carnest. Carolyn “ouches” for a few seconds.)

CAROLYN: Punch! Calm down! Stop! Behave yourself!

Try to be professional..... Good God, Punch, what's that?!
(Paints off. Punch lovks uway. Carolyn snatches the puppet off
of her own hand, sits on it.)

Mr. Punch, and others like him, actually do serve a spiritual
and moral purpose, though it is not quite the one that
same of his early apologists have suggested. These stories
are, as he says, “made in and for a world of imperfections.”
Rather, by exposing moral ambiguity, forcing us to address
its consistent presence, we become (as Hyde suggests)

mare able to avoid “unconscious cruelty masked by inflated
righteousness.” Ow! (jumping up) But that does not mean
they won't bite you in the ass,

Carolyn Roark is the founding editor of Ecumenica. A
scholar whose work has been focused on religion and
performance, social peda-
gogy, and performing objects,
her writing has appeared

in Theatre History Studies.
Youth Theatre Journal, Ol-
larntay, Puppéetry International
and other publications. She
has served as Focus Group
Hepresanlative for Religion
and Theatre at ATHE, and
currently convenes the Ar-
ticles-in-Progress workshop
for MATC. She has a mild
obsession with puppets.
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Dmitry Krymov Lab.
Muoscow Th

ulre School ol Dramutic Art.

St. Ann’s Warehouse, Brooklyn, "Ju\ York
January 16,2013

Opus No, 7.

Krymov, consists of two one-hour preces, Crenealogy and Shosra-

from Russian arbist=designer turmed director Dmitey

kovich, conceived together and thematically related in dealing with
victima of totalitariamism, In Geneefogy, the b g, white. cardboard
wall that establishes the set becomes an active participant in calling
back to life the persceuted and murdercd Jews of Soviel Russia
Fhe wall and the spirits it evokes are excmplary mumifestations

of the inanimate reamimated. The piece uses minimal language.

mstead providing its memorial murative through the engagement
of & group of young actors with the material world around them 1o
reate a flow of visual images

Ceenrertfogy begims with the ensemble of young men and women,

one of them pregnant. ready for a concert. Their haunting <ingimg

accompanied by tubi brings the wall life as a knife punches
through it. cutting out a high rectangular hole. out of which peer

Another allows

a pair of eves. Two more cuts reveal a pair of le
the arm holding the knife to push through to then cut o hole Tor a
final arm I'he contrast ol

o cmerge, vimg human flesh with the

blank wall that encases it is both humorous and eene. Each acton
tnkes a bucket of black paint and splashes a huge swash at distinet
ports across the wall, They frantically staple black papers atop the
splashes for skullcaps and twisted ropes to evoke pas, creating.,

with quick gestures, abstract

presentations ol Orthedox Jewish

men. Lsmg boxe-cutters, they shice up the wall around the figures

heads angd, rollights fall on cach silhouette. the cutout s

sway back and forth as if davening * Through empty spaces behimd

the shapes, harsh ligh 1 as thousands o smiall newspaper

squires blow violently oot to cover the audience and the long black

stage floor. These actions provide a means of rememberimg Jewish

figures, extracting them from both real and metaphorcal white

1l led (o

walls of silence, then brutahity also recalls the violence 1

the population s demise, The thousands of shreds of

AP COHTIe 1o

tors read Jewish names from them

represent the dead as the a
Through further elaboration of mmagzery. the Jewish characters
e shed-oul

become Agum hands push through the wall, this time

their way mto the sleeves of hanging black couts. bringing
the |I\_.l§||l.."\"- clothes to lile to replay Familiar gestures. like clean
g a panr ol glasses. When the coats hold hands, the actors join in:
together, momentarily. they form a ring that ands the fiving and
the dead. the present and the past. Progections of black and white

photographs ol Jlews of the past replaced by moving. filmed images.

add Turther steps o fleshing out this lost population, Little pairs

ol glasses that poke through the wall, as if stanne o the audience.

mvoke the chaldren who died o the Holocaust, The actors set up

the elasses., pamnting the outhnes ol

With this young

children s shoesan lront of

around them and hitde black coats under them

crowd assembled, one of the actors |'li\. ks up old photographs from

(heard

the ground ers snippets of memortes of the people

in only smaller Fragments earlier ) adding historical detal and per
“I remember Unele Bsaac. He was in the army
“Mosyu

| mage s

sonalily W imagery;
then” “Clara and Senyon left tor Chelyabinsk in 14941,

did everythimg himsell, He hud hands of gold,” The Tina

the pregnant actiess giving birth 1o a lurther collection of children’s
shoes as a vowee proclaims: “And his mame was

Christ.”
with =

ia boy was born,

Ihis state

ent rounds ofl a gencalogy that began the show

Abraham begat Isaac.” Grencalogy interweaves metaphorcal

threads of bieth. death, and rebirth with historical ones. w enliven

fragmented memories of & lost population




Showterkervicd uses actors, abjects. and an enormaous prowessionil
style puppet of Mother Russin o enact the famous compeser's
struggle with the wtalitarian state. both the protection it gave him
and the demands it made. Conceiving of Shosickovich ws o kind of
Chaplinesque clown, humorous and pathetic, the show plays out o
series of circus-style acts, soccompanied by Shostakovich™s music and
recording s of his famous specch tothe Communist Party leadership.
in which his voice Taliers as he expounds on Soviet realist art.

The grand puppet figure off Mother Russia enters the arena stage
through red velvet curtains. her charge in tow. Shostukovich (Anna

Sinvakina). in coneert tails, wrapped and g

soed with eloth. He 15
torced in front of the roughly constructed, unfinished friame of an
cnormous wooden piano, He enaets a series of violent acrobatic
moves trving both to climb on and eseape the piano. AL one point
it falls over, at anather workers affis the top while Shostakoveh
cowers inside.

[n another act, the ensemble dance with cardboard slabs showing
images of important Hgores executed by Stalin, The placards are
lined up in a tableau. Mother Russia, now sporting o military cap

along with her print dress and severe jacket. takes o cardboard pistol

in her hand and shoots the ligures one by one, Shostakovich, how
ever, seems unstoppable, requiring repeated shots, The puppeteer
operating one of the puppet’s hands even lets the hand go to take o
pistol of his own, Although Mother Russia exits with Shostakovich
still alive. her impossibly long puppet arm soon shithers out from
the curtain to enwrap him like a snake. Accompanying officials pin
a huge medal on i its prong stabs through him, coming out his
back. He is forced to kiss the hand before it retreats.
Shostakovich now appears ke o puppet himsclf, immoebile,
carried around the arena by ensemble members who come in to
set up the next act, o high wire event in which a man s suspended
with o chandelier. They position Shostakovich undemeath, at an-
other mack-up piano, in the middle of a three-walled set. Actors
spin the makeshift. iwealized setting representing an incapacitated
Shostakovich on display. When the walls and piano ta fire bluzing
inside) roll out. Shastakovich. thinking he is alone, again exhibits
agency. lohting a cigarette. Only then does he notice the spying
man hanging with the chandelier above him and, in attempting to
aet him, the two sway (rom the ropes like an acrial tcam. Later o
series of large metal pianes roll onstage, ke an army of ks, and
smish into cach other to some of Shostkovich’s harsher musical
strains. By the end of the show. a small rag doll replaces the actor

playing Shostakovich. Mother Russia, now in a lowery shawl, car-
ries 1t W her breast while crooning bleak. sentimental folk songs
In the Final moments, the cast abandons both puppets ina heap on
the floor as they retreat behind the curtain

Both pieces show Krymov and the students he collaborates with
in his experimental laboratory employing a wide-ranging language
of stage imazery o dig into emotionally charged moments in Rus
sia's past, They wrestle history into the present through a layering
of music. visual elements, and physical actions that put Krymov's

design background center stage.

“daven: to recite the prescribed liturgical prayers, [Yiddish]

review by (landia Orenstein
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Something \ew from South of the Border

Mexican Masks and Puppets,
Atglen, Pennsylvania,
Schiffer Publications, Ltd. 160 pp. $49.99

R E N | F,

W

Bryan §. Stevens™s Mexican Maskys amd Puppety is another ethno-
graphic volume from Schifter (see review ol their The Colonrfuf
Sage Bo Pappets of Mali, PLE32 ), Like their previous titles, this is
a fascinating and detailed account of a traditional culture and is art.
Itis likewise richly illusteated with hundreds of color photographs.
For the reader. it is o treasure triove. For the writer, it was a labor of
love based on research spanning a guarter of a century

The specific subject matter is tightly circumscribed. as is made
clear hy the subtitle: Measter Carvers of the Nierra e Prebf. an

inland regron slightly west of the Gult of Mexico and just north of

Ohaxaca, To understand the profiferation of mask carvers in the arei,
ane must understand the dance and. in addivion, the spiritaal life of
the region’s inhabitants. The origimal residents were Totonacs. who
were luter dominated by the Nahuatl. Both langunges continue 1o
bee spoken in the region and their respective mythologies have nol
only fused but have blended with Christian beliefs introduced af
the time of the Spanish Conguest. such that the Trinity has melded
with local nature-hased gouls.

Muost of the book is [ocused on mask carvers and. in fact. has
preserved information about many currem and recently deceased
arvers whose mames might well be [ost o us otherwise, We also
learn how each carver brings his own style 1 this very eodified
tradition. (1 say “his™ as the mask carvers have traditionally been

men, though there is reference 1o a carver's daughter who s now
beginning to make masks.)

There is atradition of puppetry, too, though there are fewer pages
devoted to this, These puppets are used in the danees of the Huehue
and Tejonero, Typically, a puppet set contains Figures of o man, a
woman, a cheénchere (@ woodpecker) and a wooden box to hold
them. The chénchere 1s made to climb atall bamboo pole by means
of a string running up the center of the pole. This pole represents
the spirits of the trees o the forest, important deaties from the time
prior to the werval of the Spanish. The male und female puppets
combine elements of Joseph. Jesus and the Virgin Mary with those
of the traditional natwre spirits. The male and female Ngures are all
hand puppets. Their most siriking feature s the hands. typically
much larger than the heads.

The photos are informatively captioned, and there 1s anextensive
bibliography and an indes. In the afterword, Stevens discusses the
complexity of the religious beliers (of which the masks and pup-
pets are o retlection ), to what extent the old beliets have lost their
power and even whether his specalarion on the meaning of the
religions character of the dances are entirely correct. Cenamly. he
writes, "an important mystery remains.” and thus an opportunity
foor further research

Review by Andrew €, Periale
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Puppet Drama, Shadow Theater, ind
Dolls; Revisiting the Past
Edward Gordon Craig, Le Thedrre des Fous ¢ The Drena for

Fools, Paris: L'Entretemps/Institut International de la Marion-
nette, 2012.425 pp. €35.

o O

Autonr du Char Notr: Arrs et plaisirs @ Montmartre, 1880-
910/ Aroind the Choe Nexir: Arts and Pleasures in Bofwmion
Mentmertie, T880-19100. Paris: Skira Flammarion, 200 2.

Kenneth Gross, ed., On Daolls. London: Nottng Hill Editions,
20012, 130 pp. L1,

Fhese three books mark recent 2 -cenfury effarts le offer meov
examples of te wealth of historical precedents o the current
flarev af inrerest i puppets and object thecier. fn o oway nore of
these books breaks mew grownd, but by looking at the recent past of
puppets in the Wesi—porticilarty from the fate-19" ceniury fo e
mid-200— thev help give us a sironger sense of how we have goiten
tr ontr particidar moment of undersrendiig the frefd.

Edward Gordon Craig. the
undoubted putrisreh and grand

visionary of moderm Westerm LE THEATRE

DES FOUS

THE DRAMA
FOR FOOLS

puppelry. has been a constant
presence i puppet history, but
not pecessarily well understood
hevond his clichéd carcature

Felward Gordon Craig

as the man who ndiculously
wanted o |1‘|‘|1'.1{l; actors with
the Dhermarinoneire (whal
ever thal was,,. ), Craig has

always been considered more
seriously in France, and 1he
first-ever edition of his Drama
tor Fools. asenes of plays tor
muarionettes, has been lovingly
assembled and edited by @
talented team from the Institut
International de la Manonnette in Charleville-Mézicres, including
the renowned Didier Plassard, Marion Chénetier-Alev, and Mare Du-
villier. This hii-lll_'-_.':'lliﬂ edition appr vaches '[“r'iL.l[-_"‘\ texts as o valoable
legacy of puppet literature. and is graced with beautiful puppet and
stage designs by Cralg, coprous footnotes, introductory passages. o
hi]1||‘|.u__1|',|_|1|]}_.'|||l| other usetul ‘\l.'hl!lil'l'l:'. pecouierments

Craig’s Drama for Foaols, o collection of mostly un-
produced marionette plays written between 1916 and 1918, had a
srand scope: to "rewrite the history of humanity.” as Plassard puts
i, ineluding “all the known worlds and epochs, from biblical times,
Greck ”1}.[||;|ju_|_'_:. cand classical ;I'|1Iil|l|i1_'r il the First Workd War™

The main characters are Cockatriee, Craig s version of o mythical

Elprabethan beast somewhat ke 4 cross betsween o worm, ke,

and L!I'IL]:{L‘IIZ o rather innocent and ;__!_nnLJ Bl Bil}_ and a4 venture
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somie Parrot. These three traverse space and time, s Phassard states,
and are also L‘_|!J;1]1J|_‘ of transtormation themselves. One wonders
if, in creating this mythic puppet world, Craig was envious of the
possibilities of the puppet cycles of JTavancese weaverrs Anlir or the
various Indian performance incarmdations of the Mahabharata or
Reomavane., and secking to ereate his own version of their vast
historical scope, combinations of high and low culwre. comedy,
romance, and conflict

While Craig is well known as a director and theorist. it is in-
teresting to see him strictly as the playwright of Dvama for Fools,
The short plays in this loose epic are redolent of much that had
happencd and was happening on the trn-of-the-century European
stage: the hallucinatory world of Strindberg’s 1901 Dream Play
the symbolist wonder of Maeterlinek™s 1908 Bine Bird: and the
autrageous pseudo-Shakespearcan anarchism of Alfred Jarry's 1396
Uit Rei Craig's playlets also bring to mind the Gothie nastiness of
Grimm's faiey tales, and even the quirky magic of Lewis Carroll's
mid-Fcentury Afice fn Wentderlamed

Even more, Craig was writing Dranna for Foods al exactly the
same time that Dadaowas being invented in Zurich and Futurism was
happening in Italy (where Craig was living ). However, In compart-
son to the coneerns of those puppet-friendly aviant-garde movements.
Craig's interests seem rooted in the 19" rather than the 200 century,
and particularly concerned with modernism as it affected Britain
maore than anywhere else in the world. In this sense. Craig's funny.
odd, and often perplexing little plays seem like an inspired expan
sion of 19"-¢entury Enghish marionetie theater and its ranstorm-
ing trick puppets, music-hall humor and pantomime theatrics. The
plays seem, ina way. immensely private. and the meaning of the
seenes 15 often impenetrable (perhaps less so for British readers?)
Spinning out his stories as an expatriate in Florence. Cralg seems
to be working through some combination of his difficul childhood
in England: his ongoing wir on “legitmate™ theater: his difficul-
ties with women: his conflicted sense of sexuality and gender: his

seneral cantankerousness: his pronounced disupproval of modern

life, Democracy, Americans, and Socialism: and his yearning for o
reactionary return to aristocratie rule Che wis. one must remember,
an ardent admirer of Mussoliniy. Craig’s Dreon for Fools shows
us one version of how modernism destabilized a alented artisi, bul
inspired him o respond o the challenges of the 20" century by
trning to puppetry. This is an eyve-opening addition o the ongoing
sagd of Edward Gordon Crang,

Around the Chat Noir: Arts and Pleasures in

Bohemian Montmartre, 1580-1910. s another bi-lingual
boak from Pars (available via the internet if not in American book

stores ) that tredts us 1o asumptuous view of European puppetry from
the turn of the last century. The Chat Noir cabaret, in the hohemian
environs of thie Montmartre neighborhood of Pars, was a center of
aviant-garide cultre which. us is pretty well known, put puppetry,
and particularly shadow theater, at the center of its performance
lite. and inspired wlented visual artists, mosicians, and performers
to re-invent the 19"-century inndwes cliinoises shadow puppet tradh

tians as o contemporary form through which these artists and thewr

(MY =

audiences could visualize their modernist aspirations, There
been numerous studies of the Chat Noir, mcluding Armond Field's
exemplary 1993 book Le Char Note: A Montmarte Cabaret aud its
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\riists fn Tirn-of-the-
Centtury Paris, This
new volume 1s the
catalogue of a 2012
exhibition at the Mu-
see de Montmartre
i greal muscun. ac-
carding 10 recent visi-
tors ) amd examimes
not only the shadow
shovws created by the
sroup ol artists that
came o be known as
Les MNabis, but also

the whaole Monumar
e ares 4% i nexus ol
artistic

oy akion,
and the life of the Chat Noir in the larger context of Parisian music
halls of the time. Puppeteers in particular will be inspired by the
sketches of numerous Chat Nowe shadow pup-

photographs on

pets and, above all. set designs—especially by the amazing Henrd
Riviere —which evoked the worlds of such productions as The
Fempnraationn of Secing Amthony (1887 Craed Enigme (184917 and

the “symbaolic review”™ Aiffenrs! (Elsvewdhere!) CITR91]) The comples

cot-out backeround sets for these shows are o particular reveladion.
visioms of a rapidly chanzing urban landscape that the Chat Noir

artists felt compelled 1o iy o understand.

the devilopment of
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(o these classic foundations of Western puppet theory with o 928
ammalysis by Walter Bengamom ol a oy exhibit: Charles Baudelaire's
1353 runianations on “The Philosophy of Toys™ and Raner Mana
Rilke’s wild and wspiring 1914 essay “Dolls: On the Wax Dolls ol
Lotte Priteel”” The Fact that these essay < are about dolls docs not.of
course. mean they are irrelevant to puppetry studies. The difference
15 that we are again and again considering the objects themselves.,
outside of their life on stage and in rital performance, The enigna
al litelike and not-so hifelike homan representations. or simply
wtilitarian objects, thus comes {o the fore mn the silence and stillness
ol ther simple presence, Except for Kleist's writing, the essavs and
excerpts m O Dedls don’t give us much (o consider about whal
happens to the lite-of our puppets when we set them i motion with
others i seguences of action that tell stores. Instead. the tone ol
these analyses iy contemplative; they are musings on the material
mature of dead objects, the psychologeal effects they have on us,
and the ways we imagine such objects to embody certain powers
andd effects, This. inots havted way, s uselul 1o puppeteers,

A real contribution Giross makes here is W expand our sense ol
puppet and object theorizing beyond the ofi-cited Kleist and Freud
texts: Baudelamre™s essay on toys isa line 9" -century consideration
of the power of animism, which modernism in general wants Lo
transcend. and o revelatory look al the pange of traditional and me-
chamcally innovative toys of the mud-1900s. “The toy.” he writes,
“is the child™s carliest intiation mto art,” Rilke’s analvsis of Lotte
Pritee!™s wasen ard dolls emphasises the tact that such diminutive
liguresare bearers of intense. sophisticated, and sometimes violen
thoughts and feelings for adults as well as children. Katka's 1919

depiction of "Oudradek.” a kind of spool-like wooden

Kenneth Gross’s anthology
On Dolls. publishec
heawtiful packet-sived volume
hy London’s Notting Hill Edi-
tions. is. in o way, 4 kind of

m

source book companion to his
20001 collection Prppet: An
Essav on Uneaniry Life: One
af the many challenges we

face in rying 1o figure out what
exuctly puppets do and have

done in their miny centuries
of world-wide performance
history is the vast variety of ways thit the form can be

understood —not only as theater history, but also as art
history, philosophy. performance studies, maternal colture
(a newly popular mode of academic analysis), semiotics,
phenomenology. playwriting, anthropology. folklore, and
mass media studies. The fact that puppetry touches onall

these areas makes it hard to bring together examples of the ditferent
maordes of thinkig that have inspired writers to try o understand the
form. Gross's anthology of essays from the carly 19" to the early
21" century makes o coherent statement by focusing on objects
themselves — toys, dolls, houschold objects, tmilors” dummics. wax
effizies, automata—objects generally outside the reslm of puppet
performance proper. Gross does give us Heinrich von KleisUs Ta-
mous 110 essay "On the Marionette Theatre,” and excerpts from

Freuds iconie 1919 psychodogical study of “The Uncanny,” but adds

o that mystenously moves all over the nareator’s
house. is a line example of the Prague writer's
adront ability to combine domestic comioit with
terror, Gross Tocuses on Cdradek in Puppei: An
Essay on Uncanny Life, and it s great to see the
two texts in tandem. Bruno Schuls’s 14934 story
“Tatlors" Dumemies,” which Gross excerpts here,
is entertamingly insane—the marrator’s Father
spins out wild lectures about the power ol objects
o an audience of seamstresses, who more than
effectively counter thal power with a simple
revelation of a seductive female foot “ughtly
covered in black silk.” Bgually wild s " The
Marionette Theater” by the late Israeli poct and

playwright Dennis Silk. who for same reason is

just now beginning o be recognized as a pow-

peth Gross

erful theorist and cresor of object (or “thing,”
as Silk would prefer) performance. Countering
the infectious and happy craziness of Schulz and Silk s Marina
Wirner's 2006 essay on wax figures. rom medieval Christian

saints " effigies w anatomical models, Madame Tussaud s museum
figures, und contemporary sculptures by Cornelia Parker and Ron
Mucck. Warner approaches these subjects from the perspective of
art eriticism. which, again. does not offer insight into the nature of
ohjects in motion. But_like all of the essays in Gross's pocket-sized

collection, Warner™s writing gives great insights into the nature of

thesc objects we play with. .
Reviews by John Bell
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A new documentary explores the career of Wayne White, Many
puppeteers will know White's work as the creator and puppeteer of
many iconic figures on the incomparable 1980s TV phenomenon.
Peewees Plavhonse, notably Randy and Dirty Dog. “Puppeteer.”
though. does not begin o adequately deseribe White's career. Even
puppeteers may nol know that for all four season’s of Beakoian's
Werled he was o one-man animation department—un impossible
task at which he nonetheless riumphed. though at w cost: “My
wile took ta calling me “the thing in the basement™ Using an old
Commodore computer, e was Cranking out animation atan amaz-
g rate: “Bui.” he chuekled in pur phone mterview, “it was going
out o national TV

Beaury is Emberrrassing does a first-rate job of presenting Wayne
White as 2 man for whom there is no separation between art and
lite. Which is not o say his life is one-dimensional —strong family
ties and deep Inendships are at the core of his being— but everyone
in White's lile all seem part and parcel ol his creative vortex. His
wife, Mimi Pond, is & comic book artist. both of his Kids are em-
barking on careers m visual arts, and his friends are collaborators
ancd/or Funs

Cne can’t but be impressed with the breadth of White's artistic
autput, Beyond the TY puppetry and antmation. b draws and paimnis,
desiens sets, creates kinetie seulpture. music videos (including the

eorne Smashing Pumpkins “Tonight. Tonight ™ steampunk master
prece b Large-scale art installations and plays banjo. The documentary
moves from elips of Whites virious projects, o mumate monents
with the artist in his home studio i LA and his childhood home in
Tennessee, 0 moments from White's recent solo performunce —a
sort of multi-media lecture-cum -stand-up routine entitled (what

else): Beairy iy Embarrasying.

Beyond the sheer amount. varety and guality. of White™s a,
though. is his suide and the seemingly botomless well of good
humor and love that pervades his work and Nife. His recent paintings.

NTERNATIONAL

BEAUTY IS
EMBARRASSING

forinstance, are hasically *“tound aftworks™ —thrilt shop finds —over
which he has painted profoundly iromie words or phrases. “And it
vou don’t like it fick vou!™ he shouts o the universe, bul always
with such joy that it elicits laughter and cheers from his audiences.
While these paintings were at first dismissed by the establishment
(“Entertainment 8 a dirty word i the art world,” savs White b cril-
ies began to understand the depth of While as both a technician and
social eritic. Before long, he was getting mujor one-man shows.

Fhere Bs also o lon here for puppetedrs 1o love. When he first
stirted to build Tor Peewee N Plivionse, he had linle experience with

puppets: “Sure | ean make puppets.” he assured the producers. He
told me that the origmal Randy was carved out of a solid block of
pine. "It weighed abow fifticen pounds. Dirty Pog was buill on an
oven mitt,” The first season was shot in o NYC loft —completely
inadequate for TV production. After that . the shosw was moved to LA
and had o real budget and crew, “Randy gota lot lighter, was cast in
palymer and had an eyve mechanism.” There is some great back stage
footage fromm Peewee s Playhioose. While the show was being taped.
White and the two other puppeteers spent the fong hours when they
weren | needed on the set in ther own room, where they"d built their
own puppel boath out of cardboard and junk and were constantly
improvising puppel shows, They called it the Flock Bux Theatre,
When Peewees shut down after season 4, they hao

ed it up o the
rood of the studio and tossed i olf i a grand final gesture. For all
the tantastic projects chromicled i Beaniy ix Embarrassing . those
sessions ol Flock Box are the ones ['d most hke to see,

A lot of Wayne White's work can be found on the mternet. In
addition 1o Peewee. Beaknian s Werldd, and the Smashing Pumpking
video, you can find a local children’s show called Mes. Cabahfife's
Caboose, an installation called Big Lick
Besomn, and o time lapse video of the construc-
tion of “Big Lectric Fan”

A Google search will undoubredly turn
up more. Abave all, check out the trailer for
Boeaomy s Embarrassine, 0will bea welcome
acddinon B amy artist’s video Library, and you
can stream or download the Glm for undes
ten bucks!

www.beuuf{isembu rrassing.
com/the-file/wayne-white/

eview by Andrew Periale
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"A fm‘um perennial

favorite on the order

of Crumb." \
- Austin Chronicle

"Zippy, de:ig:ﬂu!.' '
- Hatll Reporos
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JF JIM HENSON FOUNDATION

Ir.| #*" Congratulations to the 2013
i Jim Henson Foundation Grant Recipients!

ProJECT GRANTS 55000/
Blair Thomas & Company
With Love from Edgar Allen Poe

Chicago Children's Theatre
The Elephant and the Whale

Concrete Temple Theatre

The Peculiar Extremities flf Perseus

Melissa Creighton

Love Me Knaot

Double Image Theater Lab
A Chance Shodow

nex Svefun Hope

Lone Wolf Tribe . g - n—
- ) ) The Peculiar Extr
T'I':_' God Projekt

emeties of Perseus
Theatrs

Mabou Mines

La Divina Caricatura/
Christine Marie

algnain

Part I Ecco Porco
g Arcana
s = Zvi Sahar

Love Me Knot I:-I___III|I af the Earth

Melissa '_'n-.:_';' ta

Spybird Theater

Cye of the \;.{._'l,"l_‘l

1’.5_]-1!1&-‘ and the Frozen [".ll_l.
terraMOvVA Theatre Callective, Inc

Luis Tentindo

oo p A R
Kori & Alo

terraNOVA Theatre Collective, Inc,
PS. fjones and the Frozen City
Basil Twist

Rite of Shring

Kori .":Fu 3

uis Tentindo Wakka Wakka Productions, Inc.
: SAGA
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Squirrel Stole My Underpants
Bonnie uncan

SEED GRANTS (s2.000)

Torry Bend

If My Feet Have Lost the
Ground am | Closer to Heaven?
Aaran Cromie &

Mary Tuomanen

The Body Lautrec

Julian Crouch

Broken Plastic Bird Heart

Dead Puppet Society
Of Little Matter

Emily DeCola

Mapping Up

Andy Gaukel

=L flllf'-'l;'ln'i(:rh'l'n'l-.'_.l

Lonren Srive

Fhivin,

Vink

spellbound Theatre

Kyle Loven
Mr. Moon

Jeanine Padgett &
James Sheehan
Soul of Wood

Skysaver Productions
The lonesco Project
Trouble Fuppet Theater
The Head

Christopher Williams
Wolf-in-Skins

Family GRANTS 3,000
Max R. Daily

Peter and the Wolf (revisited)

Cindy Derby

Mr. Kyato's Aquarium Shop
Bonnie Duncan

Squirrel Stole My Underpants

Dramatic Adventure Theatre/
The Puppet Kitchen
A Girl Without "r‘l.r"u'.'igi

Liz Joyce & A Couple of Puppets

The Doubtful Sprout & the Secret World of Soil
Madcap Puppet Theatre

Amahl and the Night Visitors

Mettawee River Theater Company

Taliesin

Spellbound Theatre
Wik

Co.

getia s O ey

Taliesin
Mettawes River Theater Company

2014 Grantive CycLe

The Foundation awards grants at the end of each year for the
creation and development of Innovative and contemporary work
for adult and family audiences, The postmark deadline for

letters of intent is April 1, 2013

Guidelines and applications available at:
hensonfoundation.org
Torequest an apphcation by mall, please contact our office:
3718 Northern Blvd, Suite 400
Long Island City, NY 11101
Phane: 212 4397504

Email; info@hensonfoundation.org



The Old Alpha Male puppet from Ignorance, Old Trout Puppet Woshop

{see article, page 10)
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