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Creative
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- Tuesday, Nov 4,
y 7PM-B:30PM
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Puppetry In
Antiquity

.- Monday, Feb 23
7 PM - 8:30 PM

o9

Story To Stage:
Adaptation For
Puppet Theatre

e

Monday, Mar 30

7PM-9PFPM
Warkshop taught Program available
Live at the Center LIVE via WEBINAR

Recorded playback
available online

1404 Spring Street NW
Atlanta, GA.30309-2820
PUPPET.ORG
404.873.33%91

The Center's Education team can provide personslized professional
development of all kinds: corporate team bullding, university
seminars, puppetry introduction for educaters, and more!

For more information about our workshops, email us at
EDUCATIONPUPPET.ORG
Questions on how to participate in our virtual webinars?
Call 404.881.5117 or email
DISTANCELEARNING®PUPPET.ORG

Stick-Em Up! An
{ Introduction To
Rod Puppetry

Timeslips: A Story
Circle Workshop

Mc)nﬂay; .]an 5
7PM-9PM

; Wednesday, Mar 18
Tarcami e @@

2D Illustration For
Puppet De51gn

Y D@

Monday, May 4
7PM -9 PM

Watch these (and many more] workshiops onling 247

at learnitlive.com/centerforpuppetryarts

Season supported in part by: Fulton County Arts Council, City of Atlanta Office of Cultural Affairs, Georgia Council for the Aris.
All photos are property of respective owners and/or copyright of Center for Puppetry Arts® All rights reserved.
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While on tour last year, | made a stop at
Mudeup Puppets” headguarters in Cinein-
nati. Ohio, The director, John Lewan-
dowski. wok me on a wur of the former
Bell Telephone Exchange Building, which
wis aboul o be completely refitted as
Madcap’s new home. with a 200-seat
theater. a community education center
and an exhibit hall. Clearly this would be
more than just a home base for a touring
company — it would be a “puppet center.”
John remarked that, in Europe (where he'd
worked for many years). you didn™t find
this model of “puppet center.” Well, what
did one find in BEurope? Asia? The Middle
East” | had a feeling that the answers o
these guestions could casily
fill an issue of Puppetry
International, 1t turns
out 1 was right!

If you are reading
this, then chances are
good that you already
know something about
puppet centers. Here in
the United States we are
blessed with a number
of institutions that com-
hine multiple functions
in one entity, which might

include producing original work for the
puppet theater, presenting the work of

outside troupes. housing a museum of

puppet artifucts. offering professional
training for puppeteers and workshops for

the general public. archiving materials of

historic significance and so on.

Madcap is not the only institution that
is erowing: Vince Anthony brings us up-
to-date on the Center for Puppetry Arts
in Atlanta. vur nation’s largest puppet
center, and the new construction there
that will make this one of the premer
cemters for puppetry in the world. We also
have thumbnail portraits of the Puppet

Showplace (Boston) and the
Gireal Arizona Puppet

INTERNATIONAL

Theater (Phoenix ). John Bell writes about
the Ballard Institute and Museum of Pup-
petry and the University of Connecticut's
Puppet Arts program. Other US centers
that we didn’t have room for here (but are
wiell worth a visit) include the Northwest
Puppet Center ( Seattle ). the Puppetry Arts
Institute { Independence, MOJ, Ow] Glass
Puppetry Center (West Liberty, TA) and
In The Heart of the Beast iMinneapolis).

Centers from around the world were
happy to chime in. and we have articles
from Cuba. Great Britain, France, Spain,
Russia. Iran, China and Japan. Clandia
Orcostein was recently i India and gives
us a fascinatung look ata number of puppet
centers there, Whercas centers in many
countries are housed in large buildings, a
center in India might well be located in the
basement of a puppeteer’s home.

S0 whether you spell it “Center” or
“Centre”* —and you'll find both of them
here —the puppet center seems to reflect
the puppeteer’s desire to create a place
where all the aspects of puppetry are
available to the public: its history. its many
forms, its use in education and therapy.
and the ephemeral nature of its primary
manifestation: the hive performance,

- #Hudnew (. Peniale

#*Center? Centre? Originally, evervone spelled 11 “centre.” until Noah Webster's Spelling Retorm. Webster tried

to make spelling more logical., Many Americans adopted his spelling of “center.” so that. today. about 92°

T

T opercent

of Americans use this spelling. The number drops in other countries. with the smallest numbers of “center”

spellers in Great Britain (19%) and Australia (18%). We may be grateful that not all of Webster's proposals stuck,

or we might have “wimmen™ complaining of “akes™!
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UNIMA-LSA is happy to announce
our annual scholarship of S 000

that will be awarded to American
puppeteers (o attend training work-
shops abroad. The deadline for apph
cabions 15 November 30, 2014 lor

study in the year 2015,

For more information. £00 1400

www.unima-usa.org/scholarships
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to Dassia Posner (peer review
editory, John Bell (historian and
book review editor) and Claudia
Orenstein {head of Publication
Committee, UNIMA-USA} They
are the co-editors of The Routledoe
Companien to Puppetry & Mate-
Fivd Perfermeance, new from Rout-
ledge and Focal Press. a labulous
collection of scholarly papers on
puppetry. We wall have an in-depth
TEVIEW I Our next 1ssue,

Many an issue of Puppetey In
terneional has been planned over
hot cups of tea at either John or
Drassia’s dimng room table, and it
is & much richer resource thanks
therr ideas, contacts and knowledge
of the field . Claudia has served as an
advisor in her role on the Publica-
tions Committee and is o frequent
contributor 1o PL.

|

On the Puppetry International section of our website, you'll
find lots of additional color photos, as well as longer versions
of several articles (Iran, Japan, China), and an article on South

Africa’s Handspring Trust.
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TOUCHING LIVES THROUGH THE
ART OF PUPPETRY

by Vincent Anthony, Center for Puppetry Arts

Thirty-six years ago. | had a vision 1o create a place where people
could sather to be mspired. entertained, and educated through the

art of puppetry. I shared my vision with my good friend Jim Henson,

who encouraged me o continue following this dream, which he'd
be glad to help support, On September 23, Y78, with Kernut the

Frog and Jim cutting the ceremonial nibbon, we opened the Center

for Puppetry Arts in Atlanta, GA,

Onginally, my idea wis to have a theater space for my own
company as well as touring troupes. a display of puppets from
around the world, and classes that would help people learm by mak
ing puppets and expressing their thoughts and ideas. As we grew,
so did our staff. but our mission didn’t change

Today the Center for Puppetry Arts is the largest nonprofin
arganization in the United States dedicated o the art of puppetr
We focus on four main areas: Performunces, Museum, Education,
and Distance Learning. cach of which ofters muluple types of pro
aramming provided by more than 70 anists, educarors, docents, and
administratars, in addition winterns and volunteers. The overall
Center experience ties each of its programmatic elements together
with one supplementing another and all reinforeing shared lessons:
it takes many people. in multiple departiments. o muke the Center
thrive torour patrons. We are also the headgoariers of UNIMA-USA.
the American branch of the international puppetry organization
Linson International de la Marionnette. the oldest theater organiza-
tion in the world.

The Center’s Production department ofters more than 600 per
formances each season. including performances for both Family and
adult uudiences,
and original adaptations of classic stores ina varnety of puppetry

he year-round Family Series presents new works

styles. Typically.ihe Family Series includes tour to six works pro-

duced by the Center, and we host another seven to ten productions
in the Family Series from guest companies from around the world.

We believe there can be a nisconception that puppetry is just for
kids. as that is often a primary experience with the art form, Our New
[irections Series for adults and teens includes works by both Center
and goest artists that address more mature themes and subject matter
such as our 2012 production of Calvin Alexander Ramsey™s Rurk
andd the Green Book, which told the story of an African-American
family as they travelled through the Jim Crow-era South, Now in
ity 31st yvear, Xperimental Puppetry Theatre (XPT) 15 desizned 1o
2ive a vaice to antists by encouraging them to develop. direct, and
perform their own short works of puppet theater.

The Cemer employs a host of directors. designers, composers.,
huilders. iechnicians, and more W ereate and present performances
Center for Puppetry Ans performances and artists have received a
record 13 UNIMA Citations of Excellence. Additionally, Artistic
Director Jon Ludwiz recently received the 2013 President’s Award

for outstanding contributions 1 the Al of Puppetry from the Pup
peteers of America

The Education department at the Center for Puppetry Arts
provides arts-infused leaming opportunities via mere than 1000
workshops, lectures. demonstrations. panels. residencies and in-
ensives offered annuaily for children and adults. Create-A-Puppet
Workshops, taught alter cach Family Senes performance, allow
participants to become artists and puppeteers as they make and
perform with a puppet relating to the show, all the while remftorcing
curniculum subjects such as science, social studies, and language
arts, This total wmmersion experience makes the Center one of the
few arts venues where children take the theater buck home to their
Family and neighborhood.

liny AND JANE HENSON AT THE CENTER'S OPEMING, 1978
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Outreach workshops are offered at schools, orzanizations, and many community events
throughout metro Atkanta. the Southeast, and the country as well as international trips 1o Bahrain
and Honduras. For teens and adults. the Center offers elasses on various tapies; which are tught
by puppetry professionals (colleetively called the “Explore Puppetry Series™ ). Offered both onsite
and vig the internet. these are great ways 1o get even more involved in learning about puppetry.

The Center believes in the importance of using the arts as an educational wol. Unforunaely.
the need for arts in the schools and the support for it are often at odds, Many children Faee
school days without any arts-hased opportunities —this makes it imporant thar we offer arts and
arts-education opportunities that are accessible. affordable and engaging. We are proud that our
Fieldirip Sponsorship program helps provide almost 70,000 reduced or free admissions annually
to underprivileged schoolehildren.

In addition. our Educational programming highlights include corporate trming sessions { train i
ing that celebrates the power of creativity. play and weam building through puppetry ). Discovery miﬁw
Days (intimate. immersive programming highlighting global puppetry traditions). Preschool . —
Puppetry Playshops (literaey-rich pupperry experiences for the youngest of students und artists), :
theater workshops (classes that encourage uctors to explore puppetry as a synthesis of all aspects
of the theatrical ans), and intergenerational/senior programs (inviting the use of puppets for story
creation and memory activation),

Bur we don’t limit our educatonal offering to just what we can do in person: Founded in
998, the Center s award-winning Distance Learning program uses interactive videoconferencing

technology. a webinar plitform, and recorded video modules w provide interactive performances,
on-demand content, and hands-on cumiculum-based workshops to schools. libraries. and other
organizations in 49 states and four other countries. Programs are interdisciplinary and infuse
the arts into elassroom curricula such as seience and STEM-hascd content, social studies, health
and nutrition, and language ars,

With the growth of the Center. Distance Learning will continue to develop programs using
a variety of digital media while exploring comtent throughowt all arens of the Center. It's worth
mentioning thm Distance Learning has earned an impressive array of awards including five
consecutive CILC Pinnacle Awards, seven consecutive Berrien RESA Teacher's Choice Awards,
the 2008 Microsoft Tech Laureate Award. and The lim Henson Company Community Honor

Founded by Nancy Lohman Staub, the Center’s permanent muscum collection is one of the
largest puppetry collections in the US. and includes puppets, posters of historical and cultural
significance., books and perindicals, and audio-visual recordings documenting puppetry through-
oul the world. 1n 20012, we honored Nancy Tor her commitment to preserving puppet traditions
frown dround the world by naming the Nancy Lohman Staubh Puppetry Research Library after her:
Nancy s commitment 1o our craft continues to inspire us all,
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Recently, we were thrilled to announce details of our highly
anticipated expansion, The project, set to be completed i 2005, will
melude a new muscum with a Global Collection and. the world's
most comprehensive collection of Jim Henson™s puppets and arti-
facts. Project laghlights alsoomclude a new library and archival
space, a renovated entryway, and many other upgrades 1o existing
spaces that will ultimately enhance the experience for Center for
Puppetry Ans™ visilors

“We are thrlled that the Center For Puppetry Arts is able (o
expand thew facilities to house this amazing and comprehensive
collection of Jim Henson's work, as well as the work of artists
across the globe,” commented Bonnie Erickson, Executive Director
of The Jim Henson Legacy, while at a press conference announg-
ing the Center s expansion plans. “Jim Henson saw puppetry as an
art form that engaged people of all ages and all cultures. He was
an enthusiastic supporter of the Center. its mission and its position
within puppetry s international community, He was inspired by his
world travels just as the world has been influenced by his creativity,
The Center’s new museum presentations and exhibits will make n
possible 1o experience his contributions 1o the world of puppetry
and 1o share the power of his art, his imagination and his positive
view of lile with generations Lo come.”

A celebration of puppeiry traditions in major culiures (rom
around the world, the Global Collection will be displayed in a sal-
lery adjacent to the Jim Henson collection. Highlighting the history
of puppetry in Asia, Africa, Eurape and the Americas, the Global
Collection will also demonstrate the use of the ant form as a eaching,
healing and communications tool. This gallery. curated by Bradford
Clark, will be organized by continent with artifacts displayed within
rich comtextual hackdrops alongside additional materials o help
showease varying artistic and cultaral sevles,

INTERNATIONAL

JEFFREY ZWARTIES, DISTANCE LEARNING PUPPETEER & TEACHING ARTIST

Since 1978, the Center’s goal has been o ereate o0 world-class
experience for our guests. We have grown 1o present award-winning
praductions and educational programs. as well as reaching out
through emerging technologies to be able to present to audiences
across the world. Now, with these physical changes 1w our facility,
along with the nesw puppet exhibits and our expanded puppetrs
rescarch hibrary, our museum will truly reflect our vision for the
tuture of the Center_allowing our patrons the chance to gaim a deeper
apprecimion of puppety’s past. it impact on today 's cultures, and its
influence on the art of tomorrow, We would never have been able to
reach this milestone without the support of our Board of Directors.

numerous donors, fremds., colleagues, volunteers and audicnces.

Vincent Anthony is the General Secretary of UNIMA-USA,

CONFERENCE IN CHARLEVILLE-MEZIERES

Puppetry & Power: censorship, propaganda, resistance
(XIX-XXIth centuries). November, 20-22nd, 2014,
Charleviille-Méziires (France), International conference

organized by the Institut International de la Marionnette /
ESNAM, with the support of Passages XX-XXI (Lumiére-
Lyon 2 University), Textes et Cultures EA 40258 - Praxis
et esthétique des arts {(University of’ Artois), and Reims-
Champagne-Ardenne University, in partnership with the
French National Library and THEMAA (French UNIMA).

See more : puppower.ivpotheses.org
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TOPIC:

A PUPPETRY CENTRE IN BASQUE COUNTRY, TOLOSA, SPAIN
by ldoya Otegui, Co-Director

TOPIC 15 a project on which the CIT {Centra de Iniciativas de
Tolosa) has been working for over twenty-three vears. It has been
an arduous and difficult task, on which Migoel Arreche and Tdoya
Otegui (with the help of Enkarmi Genua and Manolo Gomez) have

worked tirelessly. Though there have been moments of despair.as of

November 27, 2009, the dream of TOPIC, the Intermational Puppet
Centre of Tolosa, has been a reality.

This is a unique project: TOPIC is the only comprehensive pup
pel centre in Europe that has o 230-seat theatre. a creative space
for productions and co-productions of puppet shows, a museum. a
temporary exhibition hall, o documentation centre dedicated o the
puppet (in which all the material is digitized and much ol itacees-
sible— depending on copyright restrictions —through the internet).
workshops for teaching puppetry e children. teachers and profes
sionals from the puppetry world and. finally. a small residence for
artists, rescarchers or teachers.

We speak of a Centre open w all puppeteers., rescurchers ar pup-
pet enthusiasts who wish to dig a litthe deeper into this Tascinaling
art as old as humanity itself. TOPIC's greatest treasure 1s ils puppet
museumn, the primary focus of which is the puppeteer heritage con-
servation worldwide at the local, national and interpational levels,
One goal of the Museum 15 to emphasize the importance and to

protect the works of puppetry s great artists, unknown to the vast
majority of the public. It is our duty 1o avoid the sort of losses we've
experienced in the past of plays. theatres, puppets, ete., i short. of
all the knowledge of a lite completely dedicated to this ancient art.
TOPIC thus contributes to the conservation of hentage hrom pup-
petry playwrights and artists still active or deceased.

Although most of TOPIC's holdings are interesting creations
from the second hall of the twentieth century, it 1s noteworthy that

the collection of Chinese shadows dates back w the eighteenth and
nineteenth centuries. and eollections of Chinese string puppets. and
Chinese und French glove puppets, are [rom the nineteenth century
Despite the age of the pieces, TOPIC prioritizes the Tite a particu-
lar artifact had prior to becoming part of the muscum. Therefore,
ulthough the antique, artistic value, ete. are very Important eriterii
for the protection and exhibition of its puppetry henitage, of funda-
mental importance is the essence of the puppet itself: its "lite” as a
puppet and educating the public about its contribution to puppetry s
history and heritage,

TOPIC atfects different aspects of this ancientart. 1t deals with
hertage preservation through its Museum. which has over 300

preces, and its Documentation Centre. fully digitized to become a
place for researchers interested in this art form. Another cornerstone
of the Centre is the educational area, from which the puppet adds
value both m s artistic form and 115 educational . therapeutic and
integration roles through workshops designed specifically for it
TOPIC is also open to the creation and testing of new shows. making
available the space required to those companies interested in this.
including a resadence that provides creators the needed atmosphere
1o create new shows, Finally the last majoraspect of TOPIC's project
is the diffusion of puppetry by programming o puppet show “season™
aimed primartly. but not exclusively. at children—our present and
future audience.

Since its meeption, TOPIC has made significant achievements.
including the signing of an agreement with the National Dirama
Centre in Madrid to design and produce a season of puppet shows,

This is a milestone because o date no official centre in Madrid has
had aPuppet season,:” while of course there are “Theatre Seasons™

with aetors.

TOPIC 15 LOCATED IN THE BUILDING THAT FORMERLY HOWSED THE ©LD Law COURTS
AND PRISON ON TOLOSA 'S EUSKAL HERRIA SQUARE.
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ENTRANCE TO THE MUSEUM, WITH LIGHTED MAP OF THE WORLD

AWARDS AND RECOGNITION
2000 - ASSITET National Theatre Prize

2011 - Speeial Mention Awards of Tourisim of the Basque
Governmenl

2012 - Silletto Prize awarded by the European Museum
Forum, an award that qualifies us as one of the four best
European muscums of the year 2010 2. This award was in addi-
tion given to us by the Museum iself. for its important social
involvement and volunteer work therem.

2013 - I Iberoamerican Award Education and Museum in its
category |. Competing for that prize were 49 museums from
|2 Latin American countries, Latin-American Award for Edu-
cation and Museum is an initiative of fhermeeseos that aims

to reaffirm and amplify the educational capacily of muscums
and cultural and natural heritage as transformation strategies
of social reality. The winning projects become part of the
Latin-American Bank of Best Practices in Educational Action,
which is available at the Ibermuseos Portal,

2013 - Cascabel de Orp from ONCE (National organization
of blind people) for having adapted the only comprehensive
centre for puppetry throughour Europe with brochures and
signs in braille, This award was given to us also for making
the Centre accessible for the blind people collective in specific
workshops tailored for them, visits, and bringing them close
to the reality of an ant space that allows them to share their
experiences.

2013 - TOPIC became part of the “Excellence Club of Muse-
ums’ of the organization The Best in Hentage

2014 - Rosa Maria Garcia Cano Prize for the best initiative
of educational programs and promotion of the scenic arts for
children and youth. The jury highlighted the work of TOPIC,
which labels it a “unigue project”™ because of its “great initia
tive for the promotion of the puppet art.” They also recognize
that from “this International Puppet Centre. unigue in Europe.,
great educational work is being done, starting with educa

tion and training in this discipline for all ages and interests.™
Likewise, the jury highlighted TOPIC for its *great store ol
theatrical documents digitized and a museum with more than
1.800 puppets.”

INTERNATIONAL

LOOKING AT THE NUMBERS

Inits five years of existence TOPIC has sot the standard Tor Pup-
pet Theatre in Spain. These figures should serve as proots

I3 exhibitions- 10 of which were produced here (Mali, China, In-
donesian Wayang, Colonn, Titinteros de Binétar, Gelede Masks.
Mariona Masgraw, Txotsongillo Taldea, Routes of Punchinello,
Water Puppets from Vietnam) and 3 produced by others { Ani-
mated Dolls, Arketal and Pinocchio)

9 exlibitions outside TOPIC, both in Spam and abroad
65,000 visitors

1200 workshops in schools

| 7 workshops for adults

7 trainings for teachers

over 200 Workshops “Ala cane”

over 3000 videos and DVDs of puppet shows worldwide
R5.000 pictures

documentation on some < 000 companies worldwide

4 800 Posters

1 400 books

7 ereation residencies

6 research residencies

participation in 7 congresses or symposia, national and
international

cdition of 11 exhibition catulogues

co-ediion ol 3 books

ower 200 performances from nearly 100 companies, both
domestic and foreign

FUTURE

The future of TOPIC looks promising and exeiting: we must ensure
that the Aedgling puppet theatre season at the National Drama Centre
becomes stable and durable over time. TOPIC cooperates with CIT
on hosting its annual international puppetry festival. established in
1983 But perhaps the most exciting project in which we are engaged,
along with UNIMA and the city of San Sebastian as the European
Capital of Culture, is the organization of the Wiarld Festival and
Events accompanying the 2016 UNITMA Congress,

We are working hard to ensure that the adtivities accompany-
ing the UNIMA Congress mark a before and after in the Puppet
Theatre in Spain,

We are not only working on this event for 2016, but also on the
annual meeting of the “European Museum Forum.”™ which for the
first time will be hosted @ a Puppet Museum,

Also in this futare, we will comtinue to showcase the pupipet show
in its various forms at TOPIC theatre, a theatre thar exciites both
chuldren and adults. Our audsences will also participate in wakshops
we organize, simed both at young and intergenerational gnoups
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New exhibitions will continue 1o come to the temporary exhibi- Qur Residence building will house new artists who find in the
tions hall and with them our loval audiences., eazer for such new  Centre the ideal place in which w prepare their works in harmony
sensations as we can offer theough these exhibitions, Many of these — and tramquillity surrounded by a conducive environment. More-
expositions, after being at TOPIC, travel to other destinations.both — over, when they present their work in TOPICs theatre. the world
domestic and international, premieres turn audiences into supporters. =

Puppe S on

,vd‘ »

October 24-26-

Visit BAM.org for more mformatlon
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UNIMA-USA CTATIONS
for excellence in the art of puppetry

are awarded to American productions. based on getting recommendations from three anonymous
reviewers. The Award was instituted by the late Jim Henson, first president of UNIMA-USA.

Citations for 2013/2014

LIVE PERFORMANCE:

Baby Universe
Wakka Wakka Productions

Billy the Liar
Toy Box Theater with Cripps Puppets

D-Generation: An Exaltation of Larks
Sandglass Theater

Lunatic Cunning — James Godwin

Swing Dance — Jessica Simon

RECORDED MEDIA:

LUNATIC CLINNING BILLY THE LIAR

Yama Song — Sam Hale

B UNIMA-USA W
h “ g
s i Citation of Excellence

i the

Artof Puppetry”
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PUPPET CENTRE:

BRITAIN’S NATIONAL CENTRE FOR THE DEVELOPMENT OF PUPPETRY ARTS
by Matthew Isaac Cohen and Penny Francis

Puppet Centre, formerly known as the Puppet Centre Trust, is Brit
ain’s national centre for the development of the arts of puppetry,

established in London as o registered charity in November 1974, an
sinee 1996 0 company limited by guarantee (Franeis 19920 71-72
Charlton 2007 Ibonginated as an advocacy body to encourage the
Arts Council of Great Britain, the arts world, and the general public
to consider puppetry as a discrete and important art form, [tclaims
to be the first of all such centres, inspiring the founding of many
others in Europe, Since World War [T puppetry had been regarded
|;i||||,'|' as 4 mere add-on to the skills of an actor or, on lL']L‘\i.‘\iU”.
classed as a technical job sometimes performed by an untraimed
studio hand. Puppet Centre sumed to change such preconceptions
An immediate precursor of the Puppet Centre was the National

Puppet Theatre Centre Commitiee. made up of representatives of

the three established membership puppetry organizations and which
url:g'_u_]uud a season of British puppeétry - Puppet Theatre 72 -inwo
London venues in March 1972, Thixs festival was in response (oo
negative report commissioned by the Arls Council on the state of
British puppetry written by Helen Binyon. o highly-regarded edu-
cationist and experimental puppeteer based at the Bath Acadeny
of Art. The festival aimed to provide s more accurale assessmen
of puppetry in the UK by showcasing the best of British compunies
and therehy demonstrating that the field was worthy of attention and

support. Enthusiastic press reports were brought to the attention of

the Arts Council, which responded by including puppetry affairs as
part of the remit of one of their theatre officers. starting in Apnl 1972,

Al the forefront of this cultural imtervention was a small group of
puppetry activists and enthusiasts. prominently Penny Francis (who
carned her MBE for services 1o puppetry in 19987, David Currell,
educationist, university lecturer and well-known author of books on
puppetry, and Maurice Stewart, theatre director and businessmun,

A constitution for the Puppet Centre was drawn up by foundin
members including these four: theatre historian George Speaigh
puppetcer Ray Dasilva puppeteer AR ("Panto™) Philpotr, leader
the Educational Puppetry Association. and puppet director John M
Blundall of Birmingham's Cannon Hill Puppet Theatre, The const
tution stated that the Centre’s core aim was "o promote, mamtaii
improve and advance education, especially artistic and aesthet
education and the encouragement and public appreciation of ..
the arts of puppetry.” Other aims laid out in the founding docume:
mcluded establishing public displays of puppets, producing pupp
performiances, orsanizing courses ol study, promoting experiment
work and research. publishing works on puppetry, and lending ol
puppets for the use of the general public. Ambitious as these am

sounded, most were in fact realized, waith funding from the Inng
London Education Authority, the Greater London Council, b
Calouste Gulbenkian Foundation, Wandsworth Borough Counc
the Television Fund tassociated with the independent televisio
channels or 1TV the British Council, the Arts Council. the Greal
London Arts, ang
other donors.
From the beginning. Puppet Centre has been based physicall
in the historic Batersea Town Hall in southwest London, wine

ater. the London Boroughs Grants Unit, amor

was cleared of its couneil offices after the merger of the Batterss
and Windsworth boroughs. Puppet Centre was olfered two mult

functional adjoining rowms at a “peppercorn rent.” which over tl

years have housed a stream of visitors, u dedicated puppet librar
exhibitions, workshops, performances. and meetings. For the fur
few years Wandswaorth Council ran it as a commumity rts facili
which luter became an independent body and renamed Batierse
Arts Centre ( BAC) ltachieved fame under a seres of artistic dire
tors including Jude Kelly, Tom Morris. and currently David Jub
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as a producing house for experimental theatre. Puppet Centre has had a variable relationship
with the BAC. both benefitting from each other’s offerings and evenis, Notable among these, i
1988, 1989 and 1992, BAC hosted three Vision Mix Festivals produced by Puppet Centre which
included puppetry on stuge and on sereen. In exchange. Puppet Cenire has alwiys advised on
puppet programming and collaborated with the ans centre whenever invited to do so,
Wandsworth Council also provided storage space for Puppet Centre's growing collection of
figures, These included “handling™ or practice puppets commissioned with Cralt Council funding
froom wop-notch makers such as Christopher Leith, John Wright, June Eve, and Stetan Fichert.
Archival puppets were abtained by donation and loan from puppeteers including Barry Smith
and Derek Franeis. Puppets were exhibited in the Puppet Centre and m travelling exhibitions.
If Pupper Centre aimed to riise the profile of the an form and underpin the artists and their
work . it achieved this very successlully. From its beginnings, however, it was o controversial
presence in Britain's sometimes parochial puppet world. The British Puppet and Model Theatre
Guild und British UNIMA alike were inmitinlly suspicious of Puppet Cenire’s umbitions. Bath

oreanizations served primarily o suppor the work of amateur and professional puppeteers, bu

lacked public. outward-facimg engagement. In the event., they soon came “round to support Pup-
pet Centre. A miore immiediate institutiomal supporter was the Educational Puppetry Association
under A.R_ Philpott, which closely collaborated with Puppet Centre in educational endeavors.
Puppet Centre also housed EPA's Tibrary of puppet books {later grealy expanded with the ac
quisition of the Erwin Hauser colleetion), With the death of Philpon and the agreement of ils
members, Puppet Centre absorbed the EPA in 1979 and established an Education und Therapy

Linit to continue its work,

From the start and under the leadership of Currell and Stewan. the Centre ran an impressive
range of courses [or professional puppeteers, students. amateurs, childeen, teachers, and anises
from other disciplines. These included three international master elasses in the interpretation of
dramaturgies by Polish puppet historian Henryk Jurkowski, Morearera Niculescu (Romanian
director of the International Instivute of Puppetry (1M ) in Charleville-Mézitres) and Josel Krofia
(director of Prague’s eroundbreaking puppet company. DRAK ). Adult educational classes were
offered under the auspices of the Tnner London Education Authority until this organization was
abolished in 1990 A very suceesstul bursary scheme established by the Centre and the Arts
Cotncil's Traming Department in 1981 has annually enabled one to four established puppeteers

1o take time off to develop their skills, at home and abroad, Bis recipients have included some of

the UK s maost eelebrated puppet artists including Martin Bridle. Sue Buckmaster, Faulty Opric.
Stephen Motteam, and Terry Lee of Green Ginger. Mervyn Millar's 2003 bursary wok him o
South Africa. where he worked on and docomented Handspring's Teld Horse: this connection was
later resumed when he contributed over several years to the develapment of the phenomenally
successtul War Horse (London®s National Theatre and Handspring Puppet Company, 2007 and
still runming).

INTERNATIONAL
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Publications were also an important function of Puppet Centre,
The bi-monthly magazine, Animations, starting in 1976, dissemi-
nated information and discussion gbout the puppet arts nationally
and imternationally. A directory ol professional puppeteers was first
released in 1977 and updated annually until circa 2000, (11 s now
published online by the puppetry umbrella organization Knowi as
Puppetcers UK or PUK.) There were occasional pamphlets and
booklets such as How 10 Run a Puppet Workshop ( 1978). Start-
ing a Puppet Company (1987). and the education pack Alive and
Kicking (1991). Most important for the puppetry world at large
wirs the anthology of essays by Polish puppet historian and theorist
Henryk Jurkowski. Aspects of Puppet Theatre (1988). Jim Henson
contributed 10 the costs of the printing of Aspects and for a ime
of Animations,

Funding cuts and the establishment of another national net-
working organization (Puppeteers UK in 1999) forced a refocus of
Puppet Centre. Animations as a paper publication ceased and was
repliced by Animations Online, Activities that had been national
in seope became more London-focused. The redevelopment of
the BAC and its expansion to all parts of the Town Hall in 2007
resulted in a downsizing of Puppet Centre™s physical footprint. The
puppet collections were sent northwest to the storage facilities of
the National Puppetry Archive in Shropshire, under the curatorship
ol Michael Dixon and Puppet Centre stalwart Ray DaSilva. Many
hooks were housed in the library of the Royal Central School of
Speech and Drama. which has maintained a ¢lose relation to Pup-
pet Centre since 1992, when Penny Franeis was invited (o establish
there u Post-Graduate Diploma in puppetry, later morphing into an
integral part of an MA in Advanced Theatre Practice.

Aseries of shori-term directors appointed in the 1990s and early
20005 hadl left Puppet Centre without a clear sense of direction, with
na ongoing plan for development. no policy on work 1o be done or
which audiences 1o work with, and no funds to be relicd on. Linda
Lewis, an arts administrator, manager, and programmer who had
heen exposed 1o puppetry through runiing the Visions Festival of
Animated Theatre in Brighton, was appointed as director in 20049 and
quickly developed a policy and strategy for Puppet Centre, returming
it 1o its origing as a dynamic development ageney for the art form !
Critical w this was the creation of a database, building or renewing

relationships with funders and artists, and developing i program of

innovative workshops and events, ofien run in collaboration with
other arts organizations and disciplines, Animations shifted from
being a guarterly stand-alone magazine to being a ¢lear extension
of Puppet Centre and its website, and offered opportunities for new
writers W contribute reviews and news itenis. Social media and o
monthly newsletter were introduced: o residency scheme for pup-

INTERNATIONAL

peteers tw work in theatre spaces and museums was developed. farge-
scale conferences mcluding Big Ideas (20105 on outdoor puppetry
arts ), and prestigious symposia such as Puppetry in Opera (2012)
were mounted, Through the success of these and other enterprises
Linda Lews attracted funding and respect for the Centre
Linda Lewis retired from her director’s role in the spring of
2014 alter five years of service. With the present (znd it is hoped
temporary b decline of support from Arts Council England and other
sources, Pupper Centre is increasingly challenged to carn its keep.
Some suy it has been a vietim of its own success: puppets have
mived fom the margins (o the mainstream in Britain; puppetry 1s
tawght in higher education and it is now commonplace o see actors
including puppetry skills in their CVs: puppets have found their way
into mainstream theatre, musicals, opera, and dances: it 15 ubigui-
tous on television and film, Opportunities abound for learning the
asics, (rom afterschool classes for children, sessions for teachers
and adult education courses, o advanced work in colleges, place-
ments and internships. The internet and new publications have made
price-scarce information available t everyone. Puppet Centre will
necd. us in the past. o continually rebrand and identify what Lewis
calls its “unigue selling pomt,” in step with the times so that it can
continue 1o be “recognized and greatly valued by puppetry artists
and theatre practiioners in England who will in turn recognize its
vatlue and promote their Puppet Centre.”

Matthew lsaac Cohen is a Professor of International The-
atre at Royal Holloway, University of London. He is also a
dalang in the wayang kulit tradition.

Penny Francis has been a puppetry consultant and tutor at
The Royal Central School of Speech and Drama, London,
and is author of Puppetry. A Reader in Theatre Practice.
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Endnote

I Information on Puppet Centre's activities and policies  2000-
2014 1s based largely on an e-mul interview [Lewis 2004,
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FINDING THE HEART OF
INDIAN PUPPETRY

by Claudia Orenstein

The very notion of an artistic “center”™ invites questions about what
settings, institutions ., and circumstances can support an art and help
it thrive, The lack of puppetry centers in India, therefore, speaks to
the concerns that haunt puppeteers there today, as traditional artists
altempt to keep established forms alive within ransformed cultural
and economic crreumstances, while contemporary -style puppeteers
strive to forge new performance contexts receptive to innovative
work. Although India has for centuries been home to puppetry
traditions of every kind. and may arguably be the birthplace of the
art itself, today it is commonplace for Indians to view this great
heritage simply as a “dying™ art. This perspective. however. does
not do justice 1o the many talented Indian performers I have met,
hoth traditional and contemporary artists. committed o puppetry
and eager to make it flourish. While there are institutional supports
tor puppeteers in India, usually within larger schemes or projects for
preservation of cultural heritage. it is not completely clear that these
structures and systems best serve the needs of the art. at least in the
sense of investing in vibrant culral expression. In my experience.
it is more often artists themselves and the energy they pul into their
work and endeavors that breathe life into Indian puppetry. Perform-
ers homes often serve as dynamic artistic centers, sometimes pult
1o public use. where one grasps Indian puppetry's true potential,
Indian institutions have assuredly devoted space and sup-
port to puppetry, but not in a comprehensive way and generally
not spearheaded by puppeteers or focused specifically on puppetry

S0 a8 o create a “puppetry center.” For instance, Sampa Ghosh and
Utpal K. Banarjee’s book Indian Puppets (New Delhi: Abhinay
Publications, 2006 lists 15 museums in India contaimng puppets.,
but they also stae that, “Unlike many Western countnes, India
does not have an established system of archiving its rich traditional
heritage of puppetry™ (p. 295). Some of these institutions also host
performances. rightly understanding puppetry as “living heritage.”
Bharativa Lok Kala Mandal in Udaipur. Rajasthan, for example,
offers regular performances of Rajasthan’s kathputli (string puppets)
and Dakshina Chitra, "a center for the living traditions of art. folk
performung arts, craft, and architecture of Indi with an emphasis on
the traditions of South India™ (www dakshinachitranet) located in
Chennai in Tamil Nadu, presents shadow puppetry by local artists
like Seetha Lakshmi ( Andharah Pradesh style shadows) and Sel-
varaj (Tamil style). The puppet shows in this context are truncated
highlights from the traditionally longer programs that now rarely
take place. Srimanta Sankaradev Kalakshetra in Guwahati Assam,
with a lavely exhibit of puppets and masks and regular puppetry
|"PL'I'1’[1F”HI1'IL'R.‘.\, ill'\ﬂl SErVes s i L:L_1E]]]CL'1if'rn 1O ,-"q\‘iil'l'l'l‘\ [i'lilil'] |"l1p'
peteers including Abino Kanta Sharman, Narayan Deka. and Bani
Kanta Berman.

Sangee! Natak Akademi, India’s National Academy for music,
dance and drama, organizes festivals and other opportunities T
presentations throughout India, but especially at its headguarters
location in Delhic [t also provides grant opportunitics for artists
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und facilitates other projects. In 2001, Sangeet Natak Akaden held its 6ith Natonal Putul
Yatra puppetry festival at the Kalakshetra in Assam. showcasing puppeteers from all over
the country.

Only presenting puppetry witlim festivals of traditional arts may contribute (o the com-
monplace view of the work as museum fire rather than thriving immediate art, Additionally,
the cultural discussion around puppetry in India can get stuck at wbuliting the clements of
tradition and pondering how (o save “dying” arts. These discourses, while necessary, may
b as deadly to the arts as econonuc deprivation,

So where in India do we feel puppetry's strong beating pulse” And what kinds of “centers”
might contribute 0 keeping this hife stirring?

Many Indian puppetry forms have been the purview, not only of particular families, but
also of specific castes, and puppetry s soul lies in the hum of daily lite of groups that have
fone sheltered and grown up with the art. For example. the bhats are 2 caste of once itiner-
ant artists who perform kathputli. magic acts, music. and acrobatics. Most have now settled
down in the bhat colonies that have grown up incities like Jaipur and Delhi within the last
fifty vears. These slums. like Delhi’s Shadipur eolony. are sometimes wdentitied as blhights
in India’s push toward development. The Shadipur colony, home o nationally celebrated
and inernationally known puppeteer Puran Bhat, has become a cause célehre due o the
bhats” fight to keep the land they have squatted on, which the government has sold out from
under them to housing developers. The exeellent documentary Tomorrow We Disappear by
directors Iimmy Goldblum and Adam Weber. offers o full and clear account of the bhats®
struggle and negotiations to save not just their homes, but their way of life. In one elling
moment, Puran Bhat reads his lewer w the government deseribing how the modern. fully
equipped apartments they prapose 1o build. will not fit their lives md work: Where waill lis
friend the high stli-walker practice in these apartments with their low ceilings? he asks,
Where will his musical colleagues put their enormous keitledrums? In the film. Puran Bhat
offers an alternative proposal for the land. It incorporates appropriate housing. workshops,
and pertormance: a vision for d true center for puppetry and other bhat arts, But the govern-
ment is nol interested.

The pamful parados for most traditional puppeteers in India s that development (the
byword tor the newly elected governmenth is as great a threal o their arts as their corrent
economic strugeles. Embracing development gener

Iy mesns moving their children inio
carcers intechnology and fimance. and. in sodoing. releasing them from the hold of imherited
performance traditions, These other lelds promise mere [uerativee futures than are avalable
10 those hanging on o “dying ans.” bat puppetecrs moving into them may deal traditional
puppetry its death blow.
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Thanks to Atasi Nanda Goswami, a scholar of West Bengal folk culture. D was introduced
to Padmatamali village in Midnapore Distriet. West Bengal that is home o a community ol
traditional beni (or bene) putul hand puppeteers. It is not unusual in India for an an or cradt
to be connected o a particular village famous for the work. As Nanda Goswami tel
sch family has maybe one puppeteer
who still values and pursues the aet. Nonetheless, the heart of beni putul lies here. enveloped

5 e, 1N

the past whole families participated in the form; Today

~

within lush stretches of green fields, a five-hour drive from Kolkat's congested streets.
The puppeteers, who have tormed a collective. gather weekly at the local schoolhouse 1o
rehiearse and share their work, plans, and strugeles. They each build their own colorfully-
attired hand puppets and compose lyrics and music for the mosical stories [l‘ll'}' SIng. either
traditional . focusing on the love of Krishna and his consort Radha, or on contemporary sociil
themes, They are also now teaching the art 10 a younger generation 10 insure its survival,
This incidental “center for puppetry™ is a mixed blessing. keeping puppeteers connected 10
each other and 1o the village life, but remote from the bustling urban centers that might offer
them more lucrative opportunities. But nothing can compare to the joy that erupts when they
are offered an opportunity to perfornt, and they pull out their beautiful puppers, and break
into music and song. The gathering of this community is i puppetry center,

In Dharmavaram village, Anantapur District. Andhra Pradesh. shadow puppeteers are
inching towards creating o more formal type of center for their art. They have furmed the
Bharat Leather Puppetry Artists Mutually Aided Cooperative Society and, near the brand
new home of puppeteer S. Arjaneyalu and his sons Hanumantha and Chandra Shackar. they
have built a space for meetings and performances. The simple one-room structure. with a
small, elevited stage covered by a large shadow sereen at one end. aecommendates Andhra
a shudow figures. Arjaneyalu’s sons. like others here,

Pradesh’s large-scale tholu bommala
concentrate on making puppets for sale rather than performing. but are now using this new
space 1o allow their elders to bring performance skills o a new generation. This new venue,
where there is spuce for performances and possibly workshops, where puppeteers can gather
and share their knowledge and love of puppetry as well as their problems and concerns. is
another Indian puppetry center in embryonic form.
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Sometimes an individual puppeteer works to build o center for
the art around his own home, In Shormor, Kerala, tolpavakoothoo
shudow puppeteer Ramachandra Pubavalr s lamily home has become
the Krishnan Kutty Pulavar Memaorial Tolpavakoothu and Puppet
Center. named i honor of his late Father. Kerala's shadow shows
can last all mght for performances that go on for 7,04, 21, 41, or
T2 consecutive evenings. But in the 1970s, this particular family
created a one-hour version of their show to take outside the temples.
Today. groups can commission and watch this shorter performanee
in the upstairs room of the family home that functions as a perfor-
manee space, and ilso hosts workshops, A downstairs room houses
handcrafted puppets, CDs. hooks and other items for sale. while a
small, enclosed case in the main room acts as a personal “library™
of memorabilia smd books on the traditiom. The family home offers
an intimate. welcoming setting where one may also be invited to
a home-cooked meal while chatting with the artists. Ramachandra
has filled o vacuum by tramsforming his home into g puppetry cenler
tor his tamily art. The homes of many Indian puppeteers serve 4
similar funetion. Where no puppetey centers exist.in these personal
spaces of families, artists share their work ., the history and personal
archives of their crafi, and their hospitality

In Bangalore, Anupama Hoskere (after completing a degree in
engineering in the US) also puts her home at the service of pup
petry. Her company. Dhaatu, is Based in the larze basement ares
that houses her steadily increasing output of hand-carved wooden
string: puppets,. and an owtdoor workshop space. The large interior
hall has hosted rehearsals, performances, workshops, an on-going
class Hoskere runs in the hope of creating future puppeteers. and a
puppetry training curriculum, Her home is the center that gives her
the liberty 1o expand and share her work as she pleases

In Delhi. the nesus for puppetry —especially contemporary
puppetry
of the contemporary puppetry community in India, and its oureach
1o the rest of the world. for many years: Dadi Pudumjee. Ranjuna

reviolves around three people who have been the pallar

Pandey, and Anurupa Roy: Delhi’s center for puppetry 1s wherever
these three support cach other to make things happen for puppetry,
like Pudumyjee™s annual 1shara Puppet Festival, When this festival
erupts, its performance venue becomes o lemporary puppetry
venter; Puppets are sold, information about puppetry 15 given out,
and workshops are sponsored, Anurupa Roy's company, Katkatha,
also has a studio at a farm outside Delhi where they rehearse. build
their puppets. host interns. and run workshops. Ranjana Pandey no
tomger runs her groundbreakmg puppet company. fan Madyam. but
out of her home, she single-handedly produces UNIMA-INDIATS
new magazine, Sutradhar

Sudip Gupta of Doll’s Theatre hopes to take on a similar role,
in Kolkata, putting his encray imo events that can give focus 1o
Kolkat's many tadented contemporary puppeteers, Choiti Ghosh.
with her company Tram Theatre, is working her wiy 1o tking the
feadership role in creating & home for puppetry m Mumbai

India doesn’t have any official puppetry centers, but instead
many witys of necommodating the necds of puppeteers and their
aficionados, sometimes through established nstitutions. but mos
often through individuals whose eneray and personal homes provide
i focus for puppetry activities. This arrangement makes sense in o
place where families and communities have long been the bearers
ol tradition and where the art currently sulfers from economic de-
privation. However, it also often increases the disconnect between
rural puppeteers and srowing urban populitions. potential audicnees.
Muore established centers could serve many functions and help o
uplift the grt. but would need 1o accommodate India’s expansive
territory. its diverse communiiies, and pupperry traditions.

Claudia Orenstein Is an associate professar at Hunter
College, NYC, and has her PhD in drama, directing, and
criticism from Stanford. She 15 a former board member of
UNIMA-LSA,
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KANOON THEATRE AND
PUPPET THEATRE CENTER, IRAN

by Salma Mohseni Ardehali

The Kanoon Theatre Center was founded in December, 1971 with
a focus on children and improvisational theatre. The primary goal
ol this center was 10 produce stage performances for children and
voung adults and to offer children theatrical training. The center
was inavgurated i January, 1972 (Bakhtiari 128), At the outset
the educational activities started at the site of the Central Library
and some other libraries with theatrical tramming and rehearsals of
plays like Radish and Koot and Maoari by Bijan Mofid as theatrical

samples. The team begam acting under the supervision of a director

of American origin, Don Laffoon, who was assisted by an assistam
director and five actors, In 1973, after two years of activity, the
center decided to apply a new educational method known as “theatre
with kids"” that was for the first time implemented in all Instinie
libraries. The first group of highly skilled trainers at the Theatre
Center - all of whom were theatre graduates from the Faculty of
Fine Arts and Foculty of Dramatic Arts — were emploved in that
vear o start forming theatre classes for children and young adulis
at Kanoon libraries

The method of =

heatre with Kids™ was practiced under Ardavan
Mofid’s supervision. The main goal of these training courses for
this particular age-group -besides dramatic education of teens and
fillimg in the gap of theatrical literacy

was (o enable teenagers 10
write stones and plays, direct plays and finally bring them on stage.
Along wath Kadish and Koo and Moo the play Rive Up Please,
Lady Sun! by Reza Babak, was performed as touring theatre in 21
libraries of Tehran and 17 libraries of other cities ( Bakhtiari 129).
Apatt from libraries, there were also special performances at hos-
pitals, nurserics and other charitable institutions,

Another important initiative by Kanoon For promaotion of theatre
insmall towns was the “Travelling Theatre Trailes” The vehicle was

brought in from Germany by the Institute in 1973, The trailer had
all facilities to perform any type of performance and even screen
movies. In August. 1974 the first performances were staged on the
tratler i the northern regions of Iran and covering o lurge number
of cities and villages

The Center tor Puppet Theatre was created in 1972, Under the
supervision and direction of a Czech puppeteer, Oscar Batek. this
center orgunized the First Iranian Puppet Festival in 1973 (Rubin
2649, The first puppet show —Ar Accident in e Papper Town
was directed and staged by Batek. It was restaged a while later at
the 25" Shahrivar Hall and then toured w libraries. Batek's second
performance called The Cloak of & Thousad Tales premiered with
the first professional cast of puppeteers (Bakhtiari 135). Center
for Puppet Theatre of Kanoon has played an important role i the
development and preservation of Tranian puppetry over the vears,

In 1977, Behroor Ghanbpour— who had gained some experience
as an actor in children’s puppet theatre— directed some classes for
young people in acting, directing, playwriting and criticism (Rubin
2681 Alter the revolution in 1979, there was just Kanoon, which
would produce some puppet shows for children and adolescents
and send them toits branches in Tehran and other cities of Iran and
sometimes 0 other countries, In 1979, the st permanent venue
for children’s theatre was established by Gharibpour in Kanoon by
staging Koveglo-ve Chandi Bael at the Institute’s central hibrary.
The theatre launched under the name of Markaz-c Teatr va Teatr-¢
Aroosiaki (Center for Theatre and Puppet Theatre) Lirst with one
bl l and then, i 198 1 g second venue was inaugurated. CGiharibpour
has been the manager ol this center for nine great years ( 1980-89).

In the years after the Islamic Revelution, puppet productions
have been one of the mam concerns of Kanoon, Some of those that
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KANOON Tt
PUPPET THEATR

by Salma Maoh

3 ; crw POSTAGE & HANDLING for BACE ISSUES of PI
Kanoon Theatre Center was founded in December. 1971 with

us on children and improvisational theatre. The primary goal

s center was 10 produce stage performances for children and
> adults and ta offer children theatrical training. The centel
naueurated in January, 1972 (Bakhtiann 128). AL the outset

QuantiTy SHIPPING PricE—Do
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'wentional activities started at the site of the Central Library -
ane some other libraries with theatrical training and rehearsals of 4 % 3.0 ¥ F=3V
plays like Redish and Koot and Moori by Bijan Mofud as theatrical 4-6 $ 5.00 $13.00
sumples, The team began acting under the supervision of a director 1=30 $11.00 $33.00
of American origin, Don Laffoon, who was assisted by an assistant 31+ 515.00 $40.00

director and five actors. In 1975, after two years of activily. the

center decided w apply a new educational method known as “theatre Turensartonar (At Marn) Suieeinc anp Hampnives

with kids™ that was for the first tme implemented in all Institute $10 surcmance + 40% oF toraL Fom oRDERs unpER $20
libraries. The first group of highly skilled trainers at the Theatre 820 sunchance + 40% o vorar son omsess $20 aND OvER

Center — all of whom were theatre graduaies from the Faculty of
Fine Arts and Faculty of Dramatic Arts — were employed in that
year 1o start forming theatre classes for children and young adults
at Kanoon libraries:

The method of *Theatre with Kids™ was practiced under Ardavan
Maofid's supervision. The main goal of these training courses for
this particular age-group =besides dramatic education of teens and
filling in the gap of theatrical literacy — was 1o enable teenagers to
write stories and plays, direct pluys and Finally bring them on stage.
Along with Radish and Koori and Mooti. the play Rive Up Please,
Lady Sun! by Reza Buhik, was performed as touring theatre in 21
libraries of Tehran and 17 libraries of other cities | Bakhuar 129).
Apart from libraries, there were also special performances i hos-
pitals, nurseries and other charitable institutions.

Another important initiative by Kanoon for promation of theatre
i small towns was the “Travelling Theatre Trailer.”” The vehicle was '
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were working asdirectors in children’s theatre and some of their productions
include Noseat Karimi ( Einwented Cieest, 1985, Behroog Gharbpour (Crrandpa
anted Readisdy, 19863, Ardeshir Keshavara (Stories from Kalilah and Dimnah and
Rumi's Mesoavi 1981y, Hasan Dadshekar ( The Sperrow Ashi-Mashi o 1998),
Harmd Abdobmaleka ( Ly, Lily, Little Pool 19900, Kambiz Samimi (An Eve for
ait Eve, 1979) , Adel Bezdoudeh (Hey, who are vene?, 1993, Davood Kianian
(The Distressed Cockerel, 1993). Yadollah Vafadan (Lirtfe Lantern. 1980,
Javad Zollagari { Fhe Goat with Theee Kidy, 1983), and Vida Ghahremani (7e
Firah, 19953, And among the new generation we can menlion some names such
as Soheila Ahmadifar, Simin Amirian. Mohsen Imankhani. Afsanch Zamani,
Fahimeh and Sima Mirzahoseini, Marvam Kazemi. Hamed Zahmatkesh, Al
Pakdast, Maryam Eghbali and others.

Joining ASSITE] and UNIMA

Kanoon attended the 4" ASSITE] (the International Associdtion of Theatre
for Children and Young People) mecting i Albania i 1972 and applied to
join ASSITEL In 1973, Kanoon joined ASSITED and participated in ASSITE]
congress in West Berlin in 1974 Since then Kanoon has tried (o be an active
member. introducing the children’s theatre and pupper theatre of lran to the
world. Kanoon also was the First Tranian member of UNIMA (Union Inter-
nationale de 1o Marionnette - International Puppetry Association), I joined
UNIMA as a company in the 1970s

Conclusion

Long after the revolution, Kanoon s Theatre Center was the most active theatre
and puppet theatre cemter i all of ban, During the 19805 and carly 1990s,
puppet theatre for children was nearly the only application ol puppetry in the
country and many brillinnt works were ereated atthat time. Gradually, opinions
evolved and a greater interest in puppetry for adults Mourished.

Although there are still some great works occasionally produced and staged
al Kanoon Theatre and Puppet Theatre Center, this center is really far from
its glowing golden days. We can relate this wane to different factors such as
mismanagement. lack of funding . devaluation of the importance of children’s
theatre, new tendencies in puppet theatre for adults, an inability 1o compete
with today s mass media culture, a misunderstanding of audience expectations
and so forth. As Kanoon has been active for some four decades in the field of
cultoral productions it hias been regarded by Iranian schoolehildren, weachers
and parents as a trustworthy name: the brand of “Kanoon™ has been a guaran-

tee of a quality product. Authorities, managers and artists should be aware of
this important pomt; People expect Kanoon to produce perfect artworks. Now
Kanoon Theatre and Puppet Theatve Center are struggling for survival although
it might not be able to regain its power yet—neither 1 its primary state prior
o the revolution. nor i the years following the revolution —but it s sull a
bright star in the dim sky of children™s theatre and the puppet theatre of Iran.

([ MaTES ON PAGE 46)

Salma Mohseni Ardehali is an lranian Puppet scholar, Puppet
Director and Manipulator. She has been a board member of
Mobarak UNIMA since 2008,

M. Ardleltedi v entive ariicle om Kemewont, inelieedine mmeore pletes (o fill cedor, men
he fowond enn the Puppetry International peee of aor wehsite: sitiiia-tise.ore —Ed.,
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CHARLEVILLE-MEZIERES:

THE WORLD CAPITAL FOR THE ARTS OF PUPPETRY
by Irina Niculescu

Charleville-Mezieres 15 home to several organizations dedicated to
the arts of puppetry. The city hosts the General Secretariat OUthiee ol
LINIMA ( Union Intermationale de la Marionnette ). the Institut Inter-
national de la Marionnette, ESNAM (the National Higher Education
School m the Arts of Puppetry), and the World Festival of Puppet
Theatres. Each organtration has a rich line ol activities, which has
made Charleville an effervescent meeting place for artists, theatre
scientists. and puppetry lovers—a real “world capital of puppetry.”

THE BEGINNINGS
The birth of this important puppetry center started about forty years
ago and was intertwined with the history of its tounder, Jacques
Felix. In 1961, Jacques decided to celebrate the 20™ anniversary
of his puppet company. “Les petits comediens de chiffons.” with
i festival. The mayor of the city André Lebon gave his agreement.
Encouraged by the success. Jacques dreamed of a big imernational
festival in the spirit of the festival orcanized by Margareta Niculescu
i Bucharest in 1958, which brought together companies from all
owver the world. His dream became reality in 1972, The five conti

nents were represented and the festival was o great success. T will

use his words:

[t's simple. The birth of the Institut followed on natu

after this great success we did it again in 1976, Lots of
people wanted to take part. |...| The 1dea of 4 perma-
nent venwe was mooted, ... ] In 1979 there was another
festival. 1t opened with Til Eulenspicgel, presented by the
Tandarica Theatre from Bucharest. The mayor. a member
of parliament. and a senator were there in the theatre.
Ihey were convineed of the vahdity of an international
project. A meeting was organized where 1 was accomp
niced by representatives of UNIMA. And so0it. . became

the Institut International de la Marionnette. || T broughi

in André
Niculescu and Henryk Jurkowski. representing UNIMA

«ebon. the mayor of Charleville, Margareta

as founder members, An outline agreement was signed,
in which UNIMA undertook 1o support training. We
were careful to gather around us the Centre National de
la Marionnette, whose president was Christian Chabaud.
UNIMA-France.*

Jacques Felix = interview with Eveline Lecucy

rally frewm the first international festival in Charleville. in
1972 | ... | which coincided with the eleventh congress of

UNIMA: 500 participants came from all around the world
] They recerved a warm greeting from the people in

the town, and the atmosphere was extraordinary! ...

The beginnings of the Institut International

de la Marionnette (1IM)

In 19K 1. incomplicity with his friends from UNIMA and with loca
political support. Jucques Felix crewtes the “Institu International
de la Marionnette.” It is the first place i France dedicated entirely
10 the many-faceted art of puppetry: some of the world’s greatest
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masters will come to teach. Margareta Niculescu proposed the program and in [985 she was
named the director of the Institut, Professional traiming was the program’s fiest focus. The In-
stitut went on to become an essential place of exchange and research, a place open w the world,
sharing practice and knowledge.

I her book Possenes ef « rJfI.'lHIIH'{'\ Pevwipe if o, co-puthored with .ucile Bodson . .’\l:ll':_‘,.'ll'l_‘h'l
Niculeseu wrole

L cannot forget the important congresses and gatherings held at the 1TM = the Ren-
contres — or the energy and passionate desire for exchange and discovery expressed by
their participants. These events are for working, but it s clear that they senerate a real

pleasure in being together. There is a real festive spiril

These international gathermgs are orgamized on a thematae basis and take in all the
Institut’s many activities. combimng discussions, demonstrations. performances and

exercises, all reflecting and sharing the experiences of the participants. This mult

disciplinary principle can also be seen at work i the Rencontres Internationales des
Enseignements Artistiques. held in 1996 and 1999, the idea of which was (o bring PHETQ LA
toeether schools working in the different antistiv disciplines. and also w stmulate new g

INTERMATIOMAL SLIMAIER W
reseirch on teachme after a lone period of inactivity, The Tnstitut has thus beeome an PAPE

IRESHP,

MATERIAL: AT THE JUNCTION

OF DRARMA WITH STORVTELLING AND

PUPPETRY

1I'|][hb|'|il||[ crealive hub

snerating the magic of new shows,

KEY PROJECTS
The publications

In T9EH, the Instiut responded to the gaps in the bibliography on puppet theatre, creating an INTERNATIONAL SUMMER WORKSHOR
annual publication. Peck-Lo marionnetie et dex anres are. Other publications specializing in APRERITION: LREATICN OF:A
3 LiFe-Si7ED PURPET
history and theory would Tollow, z
o b DmecTon: NATACHA BELOYA

PFHOTO: FABIEN LEGAY

The Villa d’Aubilly
In 1996, another key project was the foundation of the projeet Ta Villa d”Aubilly. With its resi- . ESNAM g ;
dence. hibrary, and media center 11 s an important resource for researchers, artists, and university ‘ “':*I' I|:~r. :ll.r-\.;-llli‘lrlrl:t'-*:

[MRECTOR SyLvam MAaLRIcE
of grants has been put in place o facilitate residencics, while the Institut’s resource center 15 FHOT O CHRISTOPHE LOISEAL

teachers wishing to carry out m-depth work on the practice and theory ol puppet theatre. A system

resularly enriched by the acquisition of new and longstanding titles and also produces its own
visual documents based on master classes and workshops held at the school, productions by
ESNAM siudents and new shows,
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Guided by a spirit of complementanty and partnership, the 1M has
sef out o join forces with other resouree centers and libraries by
creating the Réseau International des Centres de Ressources, which
is designed to foster international contacts. document sharing, joint
research projects and to organize conferences.

The Ecole Nationale Supérieure des Arts de la Mari-
onnette (ESNAM)

There was a meeting with Christian Chabaud, Frangons
Lazaro. Jean-Pierre Lescot. Alain Recoing, from the
Centre National de la Marionnette. and Jean-Loup Tem-
poral and myself for UNIMA. We discussed the future

of the Institur and. implicitly, the possibility of creating

a school. All kinds of ideas and propositions were put
forward, evoking the wtopian spint of the past, the dream
of a school-cum-laboratory or school-cum-manmifesto, and
the Bauhauws, Once the ESNAM teachers” commitiee had
been set up. in 1987, Henryk Jurkowski. Frangois Lazaro,
Jean-Pierre Lescot and Alain Recoing. followed later by
Claire Heggen and lean-Luce Félix. all helped me think
these 1ssues through, Together, it was our job to find the

answers o the many questions facing the school . ®

—Muargareta Niculescu, Poassenrs ¢f complice/Passing it on

The creation of the ESNAM (Ecole Naitonale Supéricure des Arts
de Ja Marionnette) in 1987 conseerates definitively Charleville as
the world capital of puppetry. The school and its mother body. the
Institut International de la Marionnette, now form an entity that has
no equivalent anywhere in the world. The school is entirelv financed
by the French Ministry of Colture. Itis the official gesture of recog-
nition given by the French political authorities w this art. Margareta
Niculesew, co-Tounder and first director of the school, brings a new
vision o puppetry training and builds a three-year, multi-disciplinary

INTERNATIONAL

program that aims to integrate practice, knowledge. and creativity,
exposing the students both to traditional forms of puppetry and to
the newest contempaorary forms, encouraging them to define their

OWn creative capacity.
b

“The essential thing was 1o come tw grips with theatre
globally, o confromt the student with all the disciplines. ..
so he can learn them all or find self=defimtion i just
one of them. .. The school. then, emphasizes contact with
artists who pass on their ideas about theatre and recount
their paths and experiences. For the pupil this means

a treasure-trove of information o draw on in choosing
his personal creative field and itinerary. It may be that
the hest kind of teaching 15 trgzering and maintaning
curiosity. .. The school’s aims and objectives are (o train
puppeteers as lop-level protessional arlists capable of
practicing puppetry inall its formal diversity; of re-
sponding to its contemporary demands: of handing ona
métier and an antistic experience in which learning and
research go constantly hand in hand: of facilitating the
development of new creative energies; and of banging
the instructive and the creative together in performance.
My view of theatre and of the performing arts in general
led me to entrust the shaping of the curriculum 10 creative
people. Teaching takes place via transmission . leaming,
creation — and also improvisation. All of which serve o

bring out the student’s personality, *
Margareta Niculescu, Passenrs e complice/ Passig it on
Margareta Niculescu was the director of the Institul from 1985 tll

1998 and co-founder and director of the school from 1987 tll 1908,
After her departure the reins of the Institut were entrusted for a shon

ESNAM 9
PURPET ODLYMPIC GAMES
PHOTO; PATRICK ARGIRAKIS




rime to Roman Paska. American artist, puppeteer, director, and in
200310 Lucile Boson, who previously founded and was the direc-
wr of Le Thédme de la marvionnetie d Paris, also producer of two
festivals. The exuberant activity of the Institut wis made possible
with the complicity and enthusiastic support of Jacgques Felix, who
acted as President of the IM and President of the Festival Mondial
des Thédtres de Marionneties until 2006,

The collaboration between Jucgues Felix and Murgarcta
Niculescu was the cornerstone of the international center lor the
arts of puppetry built in Charleville.

The structure of the IIM

The activity of the IM develops around two poles: professional
traiming and research

Professional Training
The training is provided by the ESNAM —a three-year program
npen o French and foreign students that is assessed by o Staute
Diploma. Lucile Bodson implemented programs aimed to integrate
graduating students into a professional life

Committed to promoting the sharing of experience and opened
toother art forms. the Institut proposes high level workshops ziven
by French and forgign masters,

Research and Transmission
Established in 2002 by Lucile Bodson, the Rescarch and Docu-
mentation center coordinates the hertage, Jocumentary, scientilic

and editorial activities of the institute, Evolving since the founda-

tian of TIM, it has been also influenced by the work of the Portal
of the Arts of Puppeiry. The Research Center works with o view
toward continued international and mterdisciplinary openness,
The documenmation center keeps documents an all Tanguages ol
the world: every year dovens of nationalities follow 1ts courses,
residencies, and symposiin

We strive tobuild multilingual work twols, To reflect on
puppetry. Lo understand its praciices, bt also w0 nour-
ish them, we have o Jeonnect those| m performing ars
with the skills of researchers in linguistics, sociology.
pavehoanalysis. ethnology and anthropology. philoso-
phiy. science education, therapy, and even explore the
resources of robalies, neuroscience, nanoled |1:I."|t!:_"_\ .
and all the disciplines of physics and ¢hemistry, We
Facilitate these mectings by organizing research residen
cies, luborataries, conlerences, making publications. and

developing networks.

ESMAM g

“LES ANIMALK INELLICTABLES"
(“THE INEVITABLE ANIMALS')
BY JURATE TRIMAKAITE

PHOTO! CHRISTEPHE LOISEAL

says Raphaele Fleury, Manager of the Rescarch Center. The Portal
of the Arts of Puppetry hosts the archives of different nationalitics
and it should become mrilingual by 2016

Another line of activity is producing exhibits, while a permanem
st is devored o contact with the e

ucation system creating special
projects such as visits and workshops, The Pedie Fesinval organized
in partmership with the sehools presents the work ereated by students

and professional puppeteers.

THE WORLD FESTIVAL OF PUPPET THEATRES

lacques Felix, founder of the festival, directed it until 2006, The
festival became bi-annual in 2009 AL present the festival expresses
the vision of s new director Anne-Francoise Cabanis and president
Jean-Lue Felis, For director Cabamis:

The festival is primarily a large gatherng of arlists and
enthusinstic amateurs, all lovers of this surprising and
incongrious object — the puppet. It's a festive time during

which all forms of puppetry arts meet, mix, and invent

the future. Our ensazement is 1o keep alive the interest

for |}|_|_|;|i:||._'1 theatre and drow attention Lo 11s ey olution....

Fow ten days i all the auditoriums, m all the streets,

city squares and shop windows of Charleville. puppetry
exposes itsell and . takes risks! With 300 companies. on
and off. i and out, small shows and big shows, speaking
all languages. the festival is an essential event tor pup-

peteers and puppet lovers

Many thanks to Lucile Bodson, Raphagle Fleury. Anne-Frangoise
Cabanis. Jean-Lue Felix.and Margareta Niculescu for theircollabo-
phs were taken from Margareta

ration 1o this article. Certaim puragrn
Niculescu's book Passeurs et complices! passing it on with her per-
mission. namely from her article “On the path of experimentation.”

Usetul links related to the Institn and World Puppetry Festival in
Charleville may be found on the Puppetry International page of our
‘l\'l-.'h\.ll.L‘. WA .Ll!IiIl'lq'I-U'\x'l org

Irina Niculescu s an internationally known direcior, creator
and teacher of puppetry. She currently serves on the board
of UNIMA-USA



THE MADCAP CENTER:

A REPERTORY THEATER, EXHIBIT HALL AND PRODUCTION HOUSE
by John Lewandowski

How do we move puppet theater an to the repertory stage? Whal
conditions does this offer the creative process? How is it differem
than the touring business model that 15 so ubiguitous in the United
States? How dovwe build and maintain an active subseriptions series.
for families as well as adults? And. it not now, when'!

I"ve asked myself these questions many times.

After many years working as the artistic director of Marionnewes de
Geneve, a repertory theater, more than & few years as co-director
with the Underground Railway Theater. and many smaller projects in
Norway, Romania, France and Taiwan, I've brought my experience
and hopes hack 1o the USA and Cincinnati 1o build and establish a
permanent repertory theater in the heart of the Midwest, Building
on a strong base and existing body of work. Madeap Productions
became the perfect institution. ready 0 move up o a new an

excit
ing level of activity and engagement

THE BONES: Madcap Productions has a solid touring

and extensive eq

OS]

ucational services, which are the bones on which
(o build a repertory theater. Currently, Madeuap performs over 700)
shiws ench season with the majority of those presented in schools
across the midwest. An active youth concert and opera program
has attracted partners such as the Cincinnati Symphony Orchestra
and Cineinnati Chamber Orchestra. Audience development and
bringing puppet theater to the major stages of the region have given
the company a strong innovative brand, recognized by children,
parents and adults. Reaching more than 2000000 spectators each
season, Madeap has spread the desire to see puppet pheater “in its

own habitat™ with expanded production values. Complementing
the performing market, Madeap's educational services and outreach
programs have let kids and adulbis “get their hands dirty™ and build
puppets and stage simple stores, As the company transilions (o
its new home. the strength of an existing body of’ work and diree
personal contact with future audience members assures that we'll
hit the ground running.

THE PROGRAMS: Having the aristic strength and experience o
imagine a repertory series. | asked the support of Irina Niculescu
with her success in repertory theaters across the world. and the
professional development she has undertaken in this arena. Tt builds
considerable excitement within the team to know we will have the

ability to use production equipment and design elements that are
often too expensive o tour. Controlling the entire experience from
the moment an audience member enters the building to the final
hows mukes the repertory theater experience unique and rare in the
puppet theater community. Training and developing the audience
and the need for diversity in programing is 4 constunt challenge.
Giving the subscription series a diverse pallet of shows reguires
Madeap to look beyond programing only in-house productions.

THE TRAINING AND PROFESSIONAL DEVELOPMENT: Ad-
ministrative structures needed o support a reperlory progran are
well known in the theater community. Relying on existing better
business practices gives the operational side of a repertory puppet
theater plenty of local and regional models wemulate. Betier busi
ness practices of modern theaters will need to be in place so that

the new repertory puppet theater does not try 1w reinvent the wheel,

AMAHL AND THE MICHT VISITORS
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The artists. designers and directors and their needs are critival to success, The ability
to experiment and fail. to bring the audience in on the process will give a feeling of
awnership and investment. Open the doors. but only when you're ready. Professional
and trained actors are the clay to mold strong puppeteers, In the realms of basie train-
ing and the puppet. partners like Northern Kentucky Umversity bring the for and
exigency to the training of the aetor,

NEW WORKS: WRITERS, DIRECTORS AND DESIGNERS: The luck of expericnce
artists have in creating repertory puppet productions demands that experimentation and
i lahoratory Tor personal development be a permanent part of the structure. Our model
is that of the director leading o team (of designer, writer and compaoser) in the concep-

tion process. The demands of puppet theater in the production process are eritical.
Connecting with the world. fighting provincialism: Invite in th s auchience o witness
the process und resulis. This is not to get artistic feedback. but 1o train the audience
in how to understand and appreciate the resulting work, Include the media and press
in the process 1o also develop an understanding of how to evaluate and “review” the

resulting productions. Building a new language and references that media can use 1o
repart on puppet theater s an inportant slep in preparing for stecess.

THE COMMUNITY NEEDS: Creating a destination and evaluating the economic
impact of the arts.

Siudies have demonstrated that visitors 10 arts and culore events and venues
spend more than attendees 1o other types of events and venues. On average. for eyery
visit to an arts event such as 8 Madeap show, visitors spend an additonal 526 in the
neighborhood — provided there are amenities. Non-local visitors spend even more
than local visitors, averaging $39 96 per event, in addition to tickets. According to
Americans for the Arts. non-local attendees typically spend $32.99 on food and ac-
commodations and %697 an retail. (Americans for the Arts. 200 2, from the BEcononue
impact study created by Ehizabeth Bartley. University of Cincinnati Departinent of
Art, Architecture and Planning.)

Having the metrics and tools 1o demonstrate the resulting commumty growth and
cconomic impact is critical today for acquiring the cupital support necessary 10 build
and maintain a modern repertory puppet theater,

The next few years will be eritical for Madeap's arnstic statf. the board of trustees
and the Cincinnati region. When the doors open and lights o down, it will be the
puppets that must do their job and create those magical moments that parents and
children of all ages will remember tor a lifetime, »



EL ARCA PUPPET THEATER MUSEUM

CULTURAL FACILITATOR IN HAVANA’S HISTORIC CENTER
by Maikel Rodriguez de la Cruz, Dramaturg, and Liliana Pérez Recio, Director of the Theater Hall

El Arca and its Reason for Being

Facing Havana Bay, sponsored by the City Historian’s Office
(Oficina del Historiador de la Ciudad, OHCY with support from
the LINDP and UNICEE, El Arca Poppet Theater Museum opens
its doors ta all, Since 2010, the building (originally constructed in
1624 by the Pedroso family) shelters a museum, a performance
space, and a theater group. The theater museum was founded by
i group of artists to preserve the memory of the puppet and to use
the limguage of figure animation to create a theatrical institution that
would promote social, educational. and cultural action.

El Arca is comprised of three entities, each with well-defined
nhjectives, vet united in one unified oreanization. It is o cultural
impact in ficlds that include education
through art. popular education. patriotic education, socio-cultral

project making astrong socid

promotion, and project management. In response to the develop
ment strategies sel forth by the Havana City Historian’s OfTice and
the National Council on Theater Arts. these general ohjectives were
established;

= To ofter programs for children. teens. and adulis utilizing

animated figures o reach a diverse public, recognizing the

individual torms of perception of each group

* o develop animation techniques. in all their variety and ex
I as i the
art of the myvited artists who work at the theater intermittently.

perimental nature. in the Theater Group's work as we

* To collect. conserve., and exhibit matenial that iluminates
and preserves the history of the puppet, both nationally and
internationally.

= To facilitate collective construction and preservation ol
knowledge through historical and critical study of the puppet
theater movement.

* To establish a center that will actively contribute to the docu-
mentation, research. and publication {in digital format) of content
related to animated Ngures.

* To create and maintain spaces for learning and dialogue abomt
figure animation through workshops. conferences, and collabor-

tion with entities that share these goals,

Museum in Motion

El Arca promotes the collective construction of specific knowledge

that is extremely fragile: the memory of the animated figure, And
animation 1s the chosen subject of its exhibinons, The curators
have emphasized the puppetry technigues with which the interpreter
transforms an object into a character

The collection consists not only of puppets as museum pieces,
but also preserves recordings. correspondence, designs, sketches,
photos, posters, handbills, programs, libretlos, musical scores,
costumes, models, backdrops, prototypes of mechanisms, publica
tions. testimonials. and., to sum it all up. evervthing related w puppel
theater, its history, and its protagonists,

With educational goals in mind, E|l Arca takes the visitor on an
iﬂll‘l"ill‘[i\-’l}jl’l'i]l"l'll_'_\ that invites the public to understand the tasks
of the puppeteer through a living understanding of "how it 1s done.”
T come into contact with the museum opens a space for dialogue
m which the |'rll|':|irL i|irt‘x'l|} contributes to the enrichment of the
exhibit and actively passes down its memories. For example, some
of the contributions and donations that formed part of the legacy
of various families and groups' whao, having come into the orbit of
the museum, have then generously contributed to the development

ol 1s collection
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The universal collection is essentially didactic. The Cuban Collection. meanwhile. i
organized according o eritenia of age. authenticity. importance..and the state of conserva-
tion of the pieces as testimonials to the role of the puppet in national theatrical practice.

The museographic project is an act of immersion: The environment and setling pres-
ent the collection in a decidedly theatrical manner. sending the visitor through the set.
recreating the environment in which the puppets are constructed . protected. and rehearsed.

The cataloging, restoration. and conservation of @ arowing colleetion demands detailed
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The universal eollection 1s essentally didactic. The Cuban Collection. meanwhibe.is
organized according o eritetia of age, authenticity, importance, and the stie of conserva
tion of the pieces as testimonials to the role of the puppet in national theatrical practice.

I'he museographic project is an act of immersion: The environment and setting pres-
ent the collection in a decidedly themtrical manner. sending the visitor through the set.
recreating the environment in which the puppets are constructed, protected  and rehearsed

The cataloging . restoration, and conservation of @ growing collection demands detailed
and dynamic rescarch w lind analogous experiences that can be used 1o understand the
nature of the pupper. Before inaugurdting its permancnt exhibit. the museum found ways
to use the puppet as an educational ool moving schoolchildren from their community into
a theatrical world. and into the world of art in general, In this wiy, the museum contributes
to the education of a person who finds inoart an authentic mode of personal expression
plity. reflection and emaneipation — & person who will be sensitive t the “cultural produet™
tound in ar

For example.Paper Theaters and Photography on Manufactured Paper”™ is a workshop

funded by UNICEF and the Histarian™s Office within the framework of a plan called " Par-
ticipation of Children and Teens in Havana's Historie Center, 2008-2012.7 This workshop
found a way 10 connect earlier creative experiences using paper theaters us & nexus. The
workshop identified the subjects as the authors ol their own social transformation. people
who developed their ubilities in an extracurricular environment in pursuit of artisic cre-
ativity: it faeilitates education based on values such as solidurity, creative interchange
personal growth and increased ability in group commumcation, in addition to disciplines

and technigues such as history, theater, dramaturgy and photography.

Performance Space
Cheater is o highly political. expressive

aneuage. A performance space 15, m itselt. o la
cilitator of culture; so which eulture. or cultures, is it preserving? El Arca, using puppetry

as a link. has created space for an intercolural artistic dialogae o which the spectator
encounters problems, wavs of thinking. weehnical support. and subject matter that ansc

from local groups., provinees. and nations— issues that contain and project a cultural trath,

By providing conditions that can he psed 10 promote diverse fechnigues for creative

animation and experimentation. the performance space has. 1o date. provided opportunities

(o 25 pational and intermational groups, and has offered an average of 130 public events
each year. with an average audience of more than £000 spectators. It has hosted diverse
workshops on figure animation.conferences, imerviews, master elasses, and thesis defenses
for the Institute Supenor de Arte.

The Ones Who Pull the Strings

The team consists of Youdd Favier (theater studies), Muaike! Kods 12uer e b Cruz {drama-
ture ), Mario David Cardenas tdesigner ). and puppeteer actors under the general direction
of Liliana Pérez Recio: The team focused their research on the need Tor phenomenological

understanding of the puppet with the objective of permitting the- animator & come closer
to the propertics of the object through figure animation, which is viewed as u dramatic
discipline, as a method of grasping and comprehending hife

I a little over three years. the group has staged five productions. for which they have
studied shadow theater. inclusion of digital projection media. interaction with audio-visual
prisducts. the link between the animated object and contemporary dunce. and puppet and
scenery design based on the visual arts (particularly recordings). Furmthermore. the team has
been uble to help preserve basic technigues, such as the hand puppet and the roed puppet.
both of which ure widely found in Cuban theatrical tradinon

PHOTO CAPTIONS
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The El Arca Collective’s task of cultural promotion, specitically
regarding the theater group. is not just a collateral result of artistic
production. The best method o approach this work is through
real-world experience. Brazos Caldos (Fallen Arms) gave rise to a
waorkshop for students at the Trade School (Escuela de Oficios), a
school created by the OHC 1o preserve waditional irades in danger of
extinction. After trainings and improvisations about the life stories
of these young people. a seriptemerged that united participants and
company professionals in a presentation that came to fruition some
ten months later as performance art,

During October and November 2012, El Arca presented pro-
grams aimed at pre-college students. Afier each event, dialogues
took place that led the young people o reflect eritically on such
relevant issues as drug use, sexuality, friendship, anger manage-
ment, ethics and. in particular, their social conscience as young
people growing up in circumstances that show signs of “a fracture
of cosmovision between the goals proclaimed in important speeches
about the future of the country, and the 1deas about the future that
today’s Cubans have formed for themselves.” (Guanche, César
Tulio: 2012, page 45). These debates were not one sided. They had
an impact on all the parties who met with this goal in mind: To use
the mive-en-seéne as a means to view the past in order to comprehend
the present and actively intervene in the future,

Full Steam Ahead

Cuban political eulture has arrived at a stage where it is making small
changes in its socio-economic models, although this has existed in
special cases since the nineties. Thanks 1o a “domine effect.” these
small changes have had a gigantic impact on the social and cultural
order of the country, We can now envision new forms of property,
contracts, and husinesses tmixed. corporate, ete.), The very concepl

RY INTERNATIONAL

of “non-agrarian cooperatives™ presumes o change in the design
of organizations for. from, of and by the culture. In the midst of
these circumstances. after the important role culture has played in
the *Cuban social order.™ the impact of an institution like El Arcy
is significant in terms of artistic production and cultral life. not
only 1n its own community. but in the artistic, cultural, academic,
and educational development o which every individual in Cuban
society has an indisputable right,

El Arca. in all its three entities — museum. performance spuace.
and theater group—always does its artistic work in parallel and
simultaneous with ity work as @ social. cultural, and educational
promoter. Cultural promotion should not be seen as the consequence
of artistic work, but rather as the epicenter that provokes, dialogues
with. and redefines the boundaries of artistic, museological. and
seientific 1asks, catalyzed by the very nature of the puppet as 4
cultural phenomenon and its vocation ds a perpetrator of the history
of humanity. The potential every individual implicitly posscsses
10 4 greater or lesser degree should be developed, This will be the
imevitable result of viewing the world aesthetically and ethically
and growing from this condition into a new civil state of freedom,

Endnote

[ Maria Galtorno. active contributor and founding member of the
Fricnds Club, donated two puppets created by Tomas Sdnchez and
sketches by Juan Franeiseo Elso Padilla
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FOUNDATION MODERN PUPPET CENTRE

—excerpts of an article by Fumiko Matsuzawa

INTERNATIONAL

ASPECTS OF JAPANESE PUPPETRY AND “FOUNDATION MODERN PUPPET CENTRE"”
Foundation Modern Puppet Centre was founded in 1968 by Puppet Theatre Hitomiza. We like to say that puppetry is thriving in
Japan more than anywhere in the world,  More than two and u hall million theatregoers every year enjoy the puppetry of some
cighty professional puppet companies. There are no associations, so we don’t know exactly how many amateur puppel groups
exist in Japan, but there could be as many as two or even three thousand. Led hy Bunraku, there are also many traditional pup-
I knovwn among them. there are six or seven

pet shows — puppet show activity is lively in Jupan. Though only Bunraku is we
professional traditional puppet theatres with about 200 traditional puppet theatres active overall,

According to the rescarchers, there are extant documents and puppets from same 770 troupes. In these circumstances. we al
the Foundation have been engaged with traditional puppetry as well us with medern puppet performances: we have introduced
and invited puppet shows from Japan and other countries: we have produced orginal puppet shows, workshops. and exhibitions
I'he mission of the Centre is: w0 publicize the art of puppetry and ity extreme attractiveness: o create puppet shows and pursue

decper artistry i the genre: and., 1o establish the role of puppetry i society,

PERFORMANCE ACTIVITIES

In our Foundation, we are doing the planning for two groups: Hitomi-za Otome Bunraku and Deaf Puppet Theatre Hitomi

Hitomi-za Otome Bunraku

Hitomi-za Otome Bunraku presents traditional Tapanese puppel
shows, Ningyo Joruri: the group has presented performuances and
workshops in Japan and other countries. While a bunraku pup
pet is manipulated by three male puppetecrs. an otome-bunraku
puppet is performed by o solo female puppetecr. In the sense of a
young woman as “young girl.” the term literally means “bunraku
['\‘_'. women, In dppoaraice il is stmlar to o bunraku puppet. bt 115
mechanism has been restructured to £it the solo puppetecr, The three-
puppeteer style enables rich and delicate expression that is highly
]'ugu;__lru;c:_l_ worldwide [I'Il_l;l_'\:, on the other hand. otome bunraku is
the method by which 4 solo puppeteer can achieve the same effect
ODnome bunraku performanges are E'IL‘|'I.HI'[UL'd h}' :__'!IL|:I_\.-'II._|LI~|| is

with bunraku. And just as otome bunraku is performed by women,

gidayu music is also played by women, A gorgeous stage setting

is ilso a feature

YOSHITSUNE AND THE ONE THOUSAND CHERRY BLOSSOM TREES
PHOTO: HiTaskl FURLIYA

Deaf Puppet Theatre Hitomi

Founded in 1980 here deal persons and the hearing collaborate on
the art of puppetry. With the special ubilities of deal persons. who
are not bound by spoken language. the company was established

in order o seek new avenues (or expression in puppetry. The proj-
ect’s goals are 1o have a positive impact on both social wellare and
theatre arts. In our workd, such a puppet group is a rarity, and 11 has
received numerous awards, The guality of their shows improved.
and it
Hitomi has created mwre than twenty productions since its found-

1ils |1;-1'r'n|'m-._--._| i Japan and other COUNTTICS,

ing. with more than fifty performances a year, These arc enjoyed by
the deal as well as by hearing audiences of all ages. Many types of
workshops are offered each year, and these are popular with both
the deaf and hearing communities. Past subjects have included
Experiencing Sound. Commumecating Without Spoken Language,
and Representing the Poem in Sign Language.

HAMYBONES A MUSIC 80X OF GRANDPA
PHOTD: AKIHIAD KATD

Fumiko Matsuzawa is the Director of Foundation Modern Puppet Centre,

Plodse visit e website for the camplete avticle on Forndaion Modern Papper Cenitre, e fuding coldor plegos. <Ed.
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oF CONNECTICUT

As A PUPPETRY CENTER

by John Bell

Frank Ballard’s creation of puppetry studies at the University ol
Connecticut in 1964 set an important national precedent for in
i

struction in the puppet arts, and in 1987 the Puppet Arts Prog
wits atemented by the establishment of whit is now the Ballard
Institute and Muscum ol Puppetry. chartered to “provide the
peoaple of Connecticut and others o source of entertainment and
cducation through the art of puppetry ™ to “preserve the heritage
and tradition™ of puppetry: to“share information and educational
tools: || provide a continuing source of puppelry expericnoy
to students of all ages™; to preserve the puppets created by Frank
Baltard. and w expand the Institute’s collection “to melude new
acquisitions created by other puppeteers.”

Created by friends and collecagues of Frank Ballard to
preserve his legaey in the face of the challenges posed by his
Parkinson's Disease. the Ballard Institute benefitted from griss
roos support in the UConn and nearby Mansheld communtics.
The Institute was first based in three former group homes al
the old Mansfield Training School, two miles from UConn’s
Main Campus. and volunteers spent long hours creating stor-
age_exhibition. archive. and office spaces. In 2007 the Ballurd
Institute was fully inteerted o UConn's Schoal of Fine Arts,
as an outreach program and reseurch institute. In March 2004

the Institute moved to ity current home. a 40 -sguare-1oot

storefront space in Mansfield s new Downtown Storrs development,
A commiereal district with a Town Square located just across the
street from UConn’s Main Campus.

LiConn's Puppet Arts Progriom, directed by Bart Roceoberton
fhimseld a student of Frank Ballard) offers BA, MAC and MEA
desrees in puppetry. and since 2003 has expanded s Taculty 10
inelude Margarita Blush, tramed at the Bulgaran National Academy
for Thewtee and Film Arts: Paul Spiriwo,alsoa Puppet Ans alumnus,
whio teaches puppet design and construction: and John Bell, director
of the Ballard Institute, whose iitiation into puppetry through his
many years of work with the Bread & Puppet Theater was augmented
by his doctoral studhes in theater history at Columbia University,

UComn’s pairing ol its educational and outreach programs
constitutes a puppel center in the northeastern United States with a
wide array of possibilitics. The Puppet Arts Program teaches new
puppeteers in its three degree programs and regularly produces
new works for puppetey from student work and productions at the
Dramatic Arts Department’s Connecticut Repertory Theater. An
unenine UCann Puppet Slam series features s
sioml work, and the student-produced Summertime Saturday
Puppet Shows. are both co-produced with the Ballard Institute,

entand profes

Begmmng i Fall 2004 the Ballard Institute is inimiating a monthly

performance series in s black-box thester
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AL its new home in Stores Center the Ballard Tnstitute continues its publiv pro-
aramming for adults and children, the UConn community. and the general public.
Its new museum space includes three high-ceilinged galleries and display cases
that look out into the UConn Co-op Bookstore just adjacent. The Institute features
exhibitions drawn from its permanent collections of Frank Ballard's work and world
puppet traditions (over 2.600 puppets in all). as well as displays of work by such
comtemporary puppet artists as Amy Trompetter. Blair Thomas. Anne Cubberly . and
Erie Bass, The exhibitions are augmented by the Instile’s Puppet Forum series ol
talks by scholars and practitioners about the history. theory. and practice of puppetry.
and week-end eross-disciplinary scholarly symposia about such topics as Chinese
Shadow Theater, puppet dramaturgy. and theories of object performance. Puppet
Ants students teach puppet-building workshops to elementary school classes, summer
camps. and, occasionally. adults, The Institte also organizes eutreach workshops
and performances featuring such puppeteers as Sara Peattie and Amy Trompetter.
connecting with community groups from Hartford to the nearby city of Willimantic,

The Ballard Institote s archives include letters and papers of Marjorie Batehelder
MePharlin, Rufus and Margo Rose. Frank Bullurd. and other significant American
puppetecrs of the twentieth century. In recent years. the Institute has received audho-
vistal archives from the Puppeteers of America, Tom and Mark Mazzerella gmakers
of the acclaimed documentary film The Amercan Puppet. and Jefl Farber's out
takes from his film about Bread & Pupper Theater: Brother Bread, Stster Puppeét.

The growth of the Ballurd Institute into its splendid new home in Stomrs Center
opens the door to multiple opportunities for the creation, study. and appreciation
ol puppetry as a global art form with ubiquitous roots and greal possibilities tor
twenty-first-century innovation. The challenge the Institute faces is o carefully
marshal] its community connections and limited resources inorder 1o grow ntoand
take full advantage of these new opportunitics,

John Bell is the director of BIMP a founding member of Great Small
Works, and is the book review editar and historian for Puppetry
International magazine.

A L
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THE LIN LIU-HSIN
PUPPET THEATRE MUSEUM:

AN INNOVATIVE APPROACH TO MUSEUM EXHIBITIONS,
PROMOTION AND EDUCATION

by Robin Ruizendaal

The economic boom of Taiwan in the 19805 also Jed 10 0 renewet
interest in its own culture and roots. Puppet theatre always had an
important status in Taiwan. because of its many companies (over
300 professional eompanies). its puppel television station and pup-
pet film industry. Collectors started o move into Ching w collea
puppets on o laree seale. Some of these collectors were inspired by
puppet musenms in the West, such as the former Kwok On museam
in Panrs of Prof. Jacques Pimpaneau, which had one of the most
fantastic collections of Chinese puppets in the world (now in the
Museo do Oriente in Lisbon), Paul Lin, o Taiwanese art collecior,
traveled the world o buy exclusive works of ant for his collection,
One day. in a museum in Japan. he cume face to face with a beaut-
ful 19" cenry southern Chinese glove puppet: being confronted
with the puppet wis o moment of awakening for him, Paul Lin
decided 10 focus all his collecting energy on the puppet theatre of
Taiwan (and soon including the rest of Asia). The collection grew
steadily o almost 10000 puppet theatre artifacts from all over Asia,
with an emphasis on China and Taiwan. Taiyuan Arns and Culuire,
founded by Paul Lin. attracted o number of specialists o take care

ol the colleetion,

In the 1990s, a planning committee started with analyzing the
{function of & modern pupper theatre museum - an Asian/Chinese
cultueal context, We were Faced with the following problems:

» How to promote {traditional ) puppet theatre inside Taiwan, where
the vouth is mainly interested m televised entertainment and their

game consoles?

« How 1o design exhibitions that mspire the audience 1o get really

mvolved m puppet theatre?

* How to preserve over TOJ00 puppets made of @ wide rangs of
materials!

» How 1o promote Asian puppet theatre around the world and pre-

serve its heritage?

Our first uction was 10 create o puppet theatre company that
would intesrate traditional puppet thearee, as well as fimd new
and mnovative ways to present 1t The Taiyvuan Pappet Theatre
Company wias Founded in 2000, and its members were the old
muaster Chen Xihwang (eighty-three 1. voung puppercers and modern
theatre-trained actors and designers. The first two pliavs thar were
Muree Pedo and The Wedding of the Mice—used radi-
tional techniques and puppets, but with modern stage technigues

Created

and design, These shows praved to be o ereat success and, 1 date,
cach show has been performed over a hundred times in over thirty
countrics around the world

I'he Taivoan Company also started an outreach school edued
tional program. In 2000, the Tao-Thiu-Thia Puppet Centre (1]
Puppet Centred was Tounded as an experimental puppet center to
study what Kind of exhibit could inspire visitors. All exhibits in
this center were aceompanied by a DY installation where people
could operate and play

Rehearsals and puppet making were all done in the exhibition
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space. The very interactive nature of the exhibits, combined with solid academic research of

different puppet traditions, resulted ina very suceessful mini-musewm. As o private organiza-
tiow. the center was able o generate 60% of its income from performances and educational
activities. The rest was provided by the govermment and the Taiyoan Foundation. At the time
there were four full-time siaff.

In 2005, two butldings in the old part of Taiper were donated 1o the foundation by M.
Shi Jinhua to commemarate her hushand, the physician Lin Lin-Hsin. The Lin Liu-Hsin Pup-
pet Theatre was founded with a four-story museum and puppet theatre. Later another office
building and storage facility were added. The museum continued with its style of inernctive
exhibitions and in-depth rescarch. Fieldwork and exchange programs were conduected with
most Asian countries and the collection comtinued 1o erow. The Taipei City Government Arts
Education program stipulates thar all seeond year elementary sehool students have 10 visit
i puppet muscum and see a traditional performance. Owver the past few years this has led 1o
hugee influx of visitors (and income). The muscum focus is not only on the younger generis-
tions. and the exhibits provide information for all different levels of visitors.

The museum now has the most complete collection of Asian puppet theatre artificts in the
waorld. with an emphasis on the puppet theatre traditions of Taiwan and China. This resulted
in the publication of the book Asten Theatre Poppers by Thames & Hudson in 2009 The
collection pohicy 1s based on obtaining complete sets of puppets from the different Asian tri
ditions. including stages. seripts and instruments. complemented by fieldwork and rescarch.

The conservation department of the museum now consists of two expens, who are respon-
sihie for the conservation tasks, s well as the preparations of artifacts for exhibitions. The
museum now has two floors of completely climate-controlled spaces for the sworage of the
different puppets. Continuous study and researceh is conducted in the best way of preserving
the many different matenals from which puppets are made

The museum and the puppet theatre company together now have a full-time. siaft of

fourteen. as well as volunteers and interns from around the world, Ar present., the company
performs over 230 Shows a vear and generates 60-T0% of the tatal revenue, Donations and
sowernment support account for 30-4 of the total mcome. The innovative approac
the museum and theatre company has inspired numerous other companies o follow in its
footsteps and create new ways of presenting traditional culture. At present, there are several
local and municipal puppet theatre museums and centers in Taiwan, as well as o national
clementary and high school puppet competition. In the finals, there are over 120 school
companies competing! The Lin Liv-Hsin Puppet Theatre Museum is but a small part of this
wondertul tradition but is continually inspiring people o embrace the art of puppet theatre.

Dr. Robin Ruizendaal is the director of the Lin Liu-Hsin Puppet Theatre Museum.

Nove: The endive rexi of Dr. Ruizendaal s aricle, oviginally iended for pubficaton
PL#3L, vy be Josmnd o o websiie, mima-wsa.ore, complere with colow inages. 8.
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PUPPET SHOWPLACE THEATER

by Roxie Myrum, Artistic Director

Puppet Showplace Theater tirst opencd i1s doors in 1974,
transforming o small storefrant space into o vibrant regional
puppetry center. Visionary founder Mary Churchill wanted the
theater “to serve both ¢ity and suburban fans of puppetry.” and
vowed to mwelcome visiting puppeteers” to perform. teach. and
inspire ane another’s crentive wirk

Alter Torty vears of operations. Puppet Showplace still remains
a4 weleaming home for puppeteers across New England and beyond.
Each year we present over 30 inigue productions in more than 500
performances. More than 24 000 patrons crass our doorstep. and
we reach thousands more through wuring performances. school
residencies, and commumty outreach events. .-'\H|'I'1rll1:-7‘ urtists of all
ages cun participate in workshops. summer camps. puppet slams,
suild meetings, and other “gateway™ activities. [n everything we
do. wee Took for ways W expand our puppetry tamily

In recent vears, we have worked with larger theaters and cultural
institulions W inerease puppertry literacy and awareness. When ma-
jor presenters brought large-seale theatricul puppetry productions
o town, we partered with them o offer post-show workshops,
demonstrations, and backstaze tours, In collaboration with Boston’s
StageSource. we hosted panels for playwrights interested in puppet
churacters and recorded an informational podeast aboul puppetry
arts. Responding to a demand for puppetry expertise, we developed
puppet coaching services for theaters. universities . and other produe
ing entitics, We continue 1o 1eok for ways for our center (o link the
broader theater community to the world of puppetry arts

When I beeame Puppet Showplace’s anistic director in 20140,
1 observed thal many of Our veteran companies Wers nering retine-
ment age. Master puppeteer Paul Vincent Davis had stepped down
as the theater's resident arnist after performing this role for over 35
Brud Shur wus now
stepping inte this position. Paul and Brad developed o powerul aid

years. and a talented young puppeleer named

productive mentoring relmionship, with the younger artist learning
to perform several of Paul’s classic shows while simultancously

beginming work on his osen productions

Al the same time. we were trying to ligure out how 1o energize
“Incubator.” our remuarkable drop-in program where artists of all
interests. levels, and abilities could stop by on designated evenings
tor shiare ideds and swap skills. Incubatorwas effective as o gaueway
1o the art form: however. it was difficult for this imformal group to
motivite emerzing professionals wo tickle the challenge of creating
full-length shows,

Recognizing that both mentorship and community were es
sential w arnste suecess. we recalibrated our Incubator program
1o support emerging companies who seemed ready w embark on
an entire production process. Every danuary, we now present two
world premiere Incubator productions as part of our “New Year,
New Shows!™ series. We provide these artises with start-up funds,
rehearsal space . Nscal sponsorship, works-in-progress showings. and
“outside eye”™ reviews, While the artists themselves retain owner
shipraf their productions. we continue w partner with them through
lone-term presenting relationships,

Parmering with individual artists and with larger cultural isti-
s allowed us o extend our reach far bevond the confines
of vur small storelront space. Alter forty yeuars, our doors are still

TUILM S

apen, and we welecome whatever the Tutuare may hold! -
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GREAT ARIZONA PUPPET THEATER

by Nancy Smith, CEO/Artistic Director

In the carly 19707s the final link of Imerstate Highway 100 was in
the works, The proposed route went right through central Phoenix
and there was much discussion about how to gracefully ke o 6
lane divided highway through the heart of the city, A plan was
worked out to take the ghway through o tunpel and build a park
on op ol i

I'he highway department bought evervihing in the path so they
could rage it all and build the freeway. But wait! That beautiful
pld Mormon Chureh! You can’t knock that down! Concerned
community members rallied to place the Phoenix LDS 2nd Ward
Church on the Natonal Register of Historie Places. This tactic

it from destruction, and rerotted 110010 curve around it but
the highwity department still owned the grand old building and ler
it fall e disrepar,

Eanter Great Arizona Puppet Theater founders Nancy Smith and
Ken Bomar, “We started as a touring company in 19837 Smith cx
plains, “Tn 1988 we rented an old fire station, fixed it up, and sold
tickets. We put a lot of work into it and then the kindlord wanted

it back. To establish longeyity and continuity, we needed o buy.”

SV O

The ald church. o “fiser-upper.” was all they could have
hoyped for
central location. lavely architecture, historically signilicant
and right across the street from a park thit focused on cultucal
conneclions.

high ceilings. adequate parking. plenty of room,

The 10000 sguare foot building has a 250-seat auditorium
with flexible seating in the church’s old “Social Hall,™ The
former chapel is the lobby, gift shop and exhibit area. “Peter’s
Party Room™ is a place for parties. rehearsals. elusses and mect
mgs. On the second oor. a former Sunday Schoal room wis
converted toa Guest Room for visiting auest artists, Other rooms
are devoted 10 sewing and painting. workshop, storage and a
Puppet Resource Library.

The theater’s resident company maintains & busy perfor-
mance schedule, with audiences of 73,000 people annually al
the theater and in the community. National and international
ouistartists include outstunding puppeteers from Chima, Mexico,
India. Germany. Canada, Uzbekistan, Romania, Indi nesia. Rus-
st Gireece, Japan and all regions of the LS.

"-"1‘-illll:-_..'_ puppeteers pertarm for family oudiences and at
adult-oriented “puppet slams”™ and present workshops and Master
Classes for the Phoenx Guild of Puppetry. The Phoenix Guild
meets monthly at the theater and co-produces the National Day
ol Pumw[r}: Alan Cook has mounted several exhibits i the
exfibit area.

“Ohur puppet center 15 a bridge between cultures and we've
seen it time and agaim with our young audiences. Having abig old
building can be daunting but we couldn™t do whit we do without
it Smith admits that the last few years have been rough, but:
“Things are looking up. We re excited about coming collabori:
fons with our neighborhood school, the Jupanese Friendship
Crarden, Irish Cultural Center, Jewish Heritage Muscum and the
Hunce Park Conservaney,” =
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INSIDE THE OBRAZTSOV STATE
CENTRAL PUPPET THEATRE MUSEUM

by Maria llina, Curator, GATsTK Museum Archive
Translated by Dassia N. Posner

The Ohraztsov State Central Puppet Theatre (GATSTR ) wis Tounded
on the initiative of several leadimg Soviet Russian puppeteers. In
1930, participants of the Union-Wide Conlerence of Puppet The-

atre Workers ¢reated the Central Puppet Theatre as a luboratory of

puppet arts, the experiments of which could be used by all Russian
puppeteers. The new theatre, headed by variety perfurmer Sergei
Obraztsov, was to integrate the best wleas and detine puppetry as a
(undamentally new art form that treated old puppetry forms ancw.

Among the discovenies of GATSTR were the round rotating screen,

the use of rod puppets. and plays with a serious literary foundation
written specilically for puppets and based on minimal words and
manimal action. Until the mid 19505, plays staged at GATSTK were
sentoul for produetion at puppet theatres in Russia and former Soviet
republics, GATSTK s current building on Sadovaya-Samotechnaya
Street (opened F970) has beeomie a benchmark Lor the construc
tion of theatres in other cities, Many talented directors and artists
who trained at GATSTK later headed puppet theatres in Russia and
Eastern European countres.'

The GATSTE Puppet Theatre Museum, which openedin 1937,
was the first USSR research institution dedicated to the study
of puppetry. The museum was charged with the task of collect-
ing and studying materials on the history of traditional puppet
theatre, Its mission was to exhibit puppet theatre from virious
countries from its origins to the present day” Another was to
report on contemporary professional directing and repertoire.
And naturally the museum needed to reflect the creative path
of 8. V. Obraztsov and other outstanding puppetry masters.

GATSTR actor Andrel Fedotoy took on the challenging task of
creating the museum. World puppetey was little studied at the time.
Traditional puppets of various peoples were held in ethnographic
collections: puppet theatre was regarded as an aspect of folklore
and not as an independent art form. There was a small quantty ol

ohjects in Nikolal Bartram™s Toy Museum, where puppetry was
regarded as an wspect of child™s play. Fedotoy went from library 1o
library. browsing old periodicals and popular prints (ebok). Study

ing Soviet theatre was somewhat cosier. He became acquainted with
puppeteers, recarded their stories. and photographed their puppets.
studying the theatre contemporary w him through the words of those

who created (1. The professional puppetry community also played an
important role in estiablishing the museum. GATsTK corresponded
with directars of the puppet theatres |

it had opened ull over the
Soviet Union, receiving new information and sometimes objects
for the musedm in return

Adter 1945, the theatre began touring internationally, upon which
the museum besan o collect foreign puppets.' Aftera trip o China
in 1953, 11 aoquired o carnival dragon (he now adorns the theatre
lobhy b, shadow figures, and more. The Sowvier Papperey colleetion
was almost entirely acquired ar meetings organized by members of
GATSTK, during which puppeteers shared their experiences "Alter
the dishanding of Burtram’™s Toy Museum, puppets fram his col-
lection were transferred o the theatre™s museam, The theatre’s
workshops also served as a source for expanding the collection
When outdated productions are removed from the repertoire. their
puppets are given o the museum.”
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Phe museum now his rich collections. Puppets are its foundation. but it also holds screens
and ser models — about 3000 items. The Flhree-Bimensional Coffection brings together puppets
and designs. This collection preserves puppets from traditional folk performinces of Europe
and Asia — among which are Indonesian wayeang-purwa leather figures. Indian and Bummese
marionettes. exguisite Chinese and Japanese puppets. Eastern Furopean vertep puppets. satiri-
cal glove puppets from many countries, and Native American, Astan, and African ritual masks

The Sovier Pupperry collection contains puppets from the 19205 to 1990s, including pup-
pets from 1920s and 30s agitprop shows, sativical front-line WWII programs. and films and
variety shows. Along with puppets from professional theatres are amateur and muss-produced
puppets. including prototypes developed for the Soviet tay industry in the 19205, The Film and
Photography collection preserves photos and film of all GATSTK s activities, photographs. nega-
tives, and films from theatres in Bussia and abroad , and digital photos and video recordings of
contemparary shows., The Girapliic Sentrces collection holds designs, posters., advertisements,
and other illustrative materials. Finally, the Archival collection ineludes the personal papers of
performers, reviews. and documents about the work of GATSTR. translations of puppetry history
books and articles, puppet pliy texts, memairs. and puppetry conference materials. The collec-
tion contains material on former USSR puppet theatres from their origins o the present day. and
the personal archives of Soviet puppeteers like Nina and Ivan Efimov. Petrushka-player Peter
Lubacv, Lenora Shpet. founder of the Department of Children’s Theatres, and Isuac Burkhash,
the first Soviet puppetry historian

The museum has an adjacent library, the world's first specialized library of puppetry
literature. In the museum’s early years, the library's holdings were part of the museum’s
collection, but the subsequent enlargement of its holdings prompted their separation,
Currently, the library's collection consists of nearly 4,000 items, halfin foreign languages,
including pre-revolutionary Russian art journals and complete runs of periodicals on puppet
theatre. In the World Puppetry division are agit-prop Petrushka plays from the 1920s and
30s, puppetry how-to puides published in Russian and foreign languages, books on pup-
petry history, artistic literature for children and adults, reference books, and encyclopedias.

From the museum’s carly years, conservation has been an acute problem, Initially, the
museum did not have a special conservation space. Historically valuable items were on
display, while the remainder was stored right in the museum hall. Exhibits were placed in
cabinets with glass above and wooden doors below. The upper portion served the func-
tion of exhibit cases; the lower was designed for storage. Under such circumstances it was
impossible to comply with preservation procedures; often it was not even possible to clean
the objects, This situation continued while the museum was in the building on Mayakovsky
Square. [t was resolved only in 1970, when the theatre moved to its preseat location on
Sadovaya-Samotechnaya Street. In the new building, provision was made for repository
space, though now it accommaodates the growing collection with difficulty.

INTERNATIONAL
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The first exhibivion, which opened in 1937, was displayed in the
lobby and m a converted theatre audience balcony * Its exhibits were
grouped by country with an attempl to interrelate the puppetry tradi-
tions within each, For example, in a display case devoted to Indian
theatre, puppets from a nineteenth-century e yvana performance
were placed with puppets from an amateur collective from Madras;
asection on Nalian theatre contmned medieval figures from Nativity
performances, a Sicilian kmight puppet, and Pulcinella, "brother™ to
the Russian Petrushka, In addition to puppets, the exhibition also
included set models from traditional forms, including Javanese
shadow theatre and Romanian folk theatre.” Drawings explaining
the technical control of different puppet systems, the construction
of screens, and images of masked carmival performances ( Tibetan
Cham dance . Chinese carnival lion and dragon dances) were posted
in the museum’s great hall.™

In the mid-60s, a plan was developed for a new exhibition; in
the new building, work began on its gradual implementation, The
current exhibition opened in 1970, In it, the objects are presented
according to various themes: puppets from religious performances,
folk epic heroes of Europe and Asia, satirical characters of different
peoples. The exhibition also reflects the diversity of the professional
puppet theatre and the history of GATSTK.

The oldest part of the exhibition 15 devoted to puppets from
religions performances, It includes a Tibetan Cham dance mask,
Iraman Tazich figures, and an Iraman dervish figure. Puppets from
Christian nativity performances occupy a separate case — fifteenth-
century [talian Magi figures, Belarusian barleika puppets, and
puppet stages for nativity performances (vertep). A special case is
dedicared to Asian shadow figures. Another is devoted 1o medieval
secular performances, including Sicilian apera dei pupi puppets of
Charlemagne’s warriors and a copy of a drawing by abbess Herrad
of Landsberg (twelfth century) that shows how medieval puppets
were manipulated.

Another section presents traditional Asian puppetry, especially
Chinese puppetry, Chinese marionettes are dressed in richly embroi-
dered costumes and have a complex comtrol; strings are attached
even to their fingers. Nearby are glove puppets from satirical Chi-
nese performances. In the exhibit hall is a magnificent screen of a
Chinese puppeteer with a background pagoda embroidered by hand.
Called “theatre om a yoke, ™ itattached to the puppeteer’s shoulders.

In "Satirical World Performances” are Petrushka and his for-
eign satirical comedy “brothers™: the German Hanswurst, Uzbek
Palvan-Katchal, and many others. A special case is dedicated to
the "last Russian Petrushka player,” lvan Zaitsev; it displays his
Petrushka, his marionettes from Circus on Stage, and a show
booth decorated with glass heads.

“The First Soviet Puppeteers” presents the Efimov theatre's
Krylov's Fables and Macheth, the first Russian Shakespeare produc-
tion staged with puppets. The same case contains puppets from the
Stwdio (the workshop at Tairov's Kamerny Theatre, the first inst-
wition in the country to train puppeteers), marionettes by Viadinnr
Favorsky and Peter Pavlinov. and the first puppets from Evgeny
Demmeni’s Leningrad State Puppet Theatre. Especially diverse is
the portion devoted to comtemporary Russian and foreign puppet
theatre, which includes over 200 puppets from around the world.

“History of the Central Puppet Theaire™ displays puppets from
Sergei Obraztsov's variery numbers Ballads with Puppers." Puppets

10)
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from his parodic numbers have a particular place of honor, Several
cases contain puppets from children’s performances. as well as
puppets and set models from productions for adults, including the
first variants of puppets from An Unisnal Coneeri,

Inearly 2012, the museum acguired another exhibition space:
the lobby of the Maly [Small] Stage. which, for many years prior.
was leased by a restaurant. The new space was inaugurated with the
exhibit "Gogol; The Realm of the Puppet™ in collaboration with the
Anastasia Chizhova Gallery (March-June 2012), On current display
is "GATSTK in Puppets and Set Models.” in which particular at-
tention is paid to productions that have played on the Maly Stage.

Shows are an important aspect of the museum's exhibit work.
Since 1975, the museum has organized shows in galleries and
clubs and traveling shows that accompany the theatre’s tours. Their
geographical range is extensive; France, Spain, South Korea, ran,
Shows are often timed to coincide with puppetry festivals. Ad-
ditional GATSTK shows, mounted in Russian cities ranging from
Moscow to Khabarovsk. generally focus on various world puppets.
The museum also organizes themed exhibits. “Puppet Theatre in
World War 1" includes puppets from front-line shows and from
GATSTK's The Keng Srag. staged in 1943 during the evacuation.
Other themed shows include: “From Sketch to Production,” “De-
mons and Dragons ( Traditional Asian Puppetry},” "Russian Fairy
Tales and Epics,” etc.

Sinee 2012 the museum and theatre have been involved in a
unigque project for family vacations. Aboard the cruise boat Sergei
Obraztsov is a Russian puppetry history exhibit called "From Pe-
trushka 1o Obrazisov.” Puppets from GATSTR's best productions
are displayed on the main deck. During the cruise, passengers watch
a chamber production performed by actors from the theatre or par-
ticipate in the master class that concludes the show,

The Puppet Muscum's doors are always open to students, jour-
nalists, and scholars of Russian and world puppet theatre.

Maria llina is the curator of GATsTK Museum Archive.
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AN ASTONISHING CHRONICLE OF “PANORAMANIA”

WLDIA AELIALOLOET Of THES

ERRRY Uitk

Erkki Huhtamo, ILLUSIONS IN MOTION:

Media Archaeology of the Moving Panorama and
Related Spectacles. Cambridge: MIT Press, 2013,
464 pp. 48,

The rolling scroll, “crankie” or panorama. is a device freguently
employed in the mash-up of contemporary puppetry. So. puppeteers:
Take note of this astonishing chronicle of the panorams, prine-
pally its 19%-century heyday —a period known s Panoramani,
The author, Erkki Huhtame. o media archaeologist, is searching
for, wmongst other things, the conditions that set the stage for the
emergence of ilm and television in the 200 century. He prescnts
compelling evidence for this case and in doing so he has unearthed
a history. which puppeteers will recognize as our nwn.

Huhtamao's exhaustive research is replete with images of various
scrolls, their mechanisms, etchings and broadsheets (though unfor-
runately reproduced only in black and white). The end-ol-chapter
foornotes, the appendix and the biblivgraphy titsell 36 puges!) are
treasure boxes of delichts

The hook has histories and anecdotes about the many precursors
and variations to the panorama, These include the Eidophusikon,
an invention that lnter inspired the 19%-cemury mechanical theatre
mevement: e ciretdor panorai, an architecturally designed ro-
tunda room with a continuous puinting on the wall, sometimes with
the audicnes on amatating platform: wansparency seeodls watercolor
paintings on China paper hand-cranked on a television-sized box;
and the Myriopeicon, o product of Milton Bradley which allowed
the public o re-enact panorama shows i the privacy of their own
home, 1 was sold with a lecture text, @ handsome broadside and o
set of tiny entrance tickets,

But ultimately it is the peristrephic panorama that becomes the
focus of the book —a scroll stretched between two vertical spindles
and twrned with a crank. When coupled with a dynamic interlocutor,
the peristrephic panorama became a perdformance sensation of the
mid- 19" century, Huhtamo profiles several Barnum & Bailey-styled
impresarios of the period. such as the selt-tavght artist John Banvard
who claimed that his 1846 punorama of the Mississippi River was
over three miles long. Huhtamo recounts the performances of the
former slave Henry Box Brown who began his Grand Panareare of
American Stavery by leaping From ashipping box as a demonstration
of how he himsell had escaped from slavery,

Muost interestingly. Huhtamo reveals various technigques of pan
orima construction, detailing exact scroll dimensions and mechani-
cal designs for full rigs installed in theaters to smaller mechanisms
desizned for touring. He examines compositional agsthetics used in
the paintings and the dominant role representational images came
to have throughout this period. Audiences of the time craved veri-
similitude — they expected panoramas 10 recreate the sensal 1on of
being ina real place and witnessing the events that actually happened
there, Huhtamo describes how the Pearson Brothers promaoted their
Cirane Historie Mirdor of the American Wor—an aceount of battles
of the American Civil War— by “claiming that the moving panarami
wirs updated weekly, based on sketches and reports from “distin-
suished artists at the theatre of war” Huhtamo adds that “[w [hether
this was true or just promotional make-believe, it demonstrates an
aspiration to newsreel-like dissemination of visual information.”

Hulitamo sets a high bar tor scholarship forsuch neglected fields
of research, He skilltully follows the threads of this fringe history
into the fabric of our collective culture, ultimately validating the
role storytelling-with-objects has playved in this period of history.

—review by Blair Thomas
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PUPPET PLAYS FROM A CONCENTRATION CAMP

Lisa Peschel, ed., Performing Captivity, Performing
Escape: Cabarets and Plays from the Terezin/
Theresienstadt Ghetto. London: Seagull Books, 2014.
420 pp. $25.
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One approaches the subject of concentration camp performance
Phe Fact that inmates
made art, music. and theater in camps throughout the German

with o mixture of amazement and horror,

Reich i the 19405 suggests a cliched image of indomitable human
sparit, but also rubs m our Faces the shockimg truth that o modern
state and its people concerved, built. and managed i vast system ol
institutionalized murder.

The concentration ciump in the Caech fortress town of Teresin (on
Theresienstadt, as German-speakers referred to ib) was an unusual
site for two reasons: First, it was not a death camp. but a holding
site Lor Jews i ransit to other camps like Auschwitz: second., it
functioned in German propaganda as o “model ghetto™ for Jewish
incarcerabion. As Lisa Peschel points out in her mtroduction, over
30000 Central and Western European Jews passed throuwgh the
camp, and were exposed 1o a ' vigorous cultural life™ there: " Adults
and children drew and painted, composed. played and sang musical
works. wrote poems, essays, and plays,” all of which reflected the
rich artistic hife of the cities from winch the prisoners were taken,

Puppetry wis a regular feature of life there. The young poct
Geore Katka wrote a puppet version of The Golem in 1944, soon
betore he perished. but that manusenpt is nat extant, However two
very different puppet plavs have survived —one by an adult and one

by an adolescent

Arthur Engliinder™s marioneue play The Treasure appears a
first glunce w be the more “normal’™ of the two plays, since it draws
In the early 1930
Engliinder and his brother Ono had Created a home theater i Ote's
Prugue apartment, where they built and pertormed marionetie shows

an Crech domestic pupper theater traditions

tor their daughters. When the war began Otto escaped 10 London,
but Arthur, his wife and daughter were deported to Tererin in 1942
He died in Auschwitz in 1944,

erezin puppet plays continued the tradition of the
hrothers” pre-war entertainments for children with the same kinds
of stock characters and exotic situations typical of the torm., such

Engliinder’s’

s i puppet Cirens for which Engliinder wus the technical director
ta poster of which Pischel reproduces)

Like his Cirens. Englinder’s The Tredseere also features familia
puppet characters: not only the famous trickster Kasparek. but also
the popular Ceech puppet heroes Spejbl and his son Hurvinek, whom
Josel SKupa had created in the 19205, Englinder spins out a fantas-
tic adventure tale evoking Crech farm life, the wonders of modem
technolagy. and the exoticism of “primitive”™ life in far-olf Africa;
but every innacuous element of this puppet show tor kids takes on

an uncanny heaviness. Anmitial scene depicting the Crech firmier
Vojan harvesting his whest crop is not only @ romantic evocation
of rural life. but also a meditation on food ma place where hunger

prevailed. KaSparek. playing an urban visitor o the country village,
thrills the inhabitants with tales of the wonders of the modern city:
electric hights, automobiles. radios, running water, cineni, and even
airplanes that could fly w Paris in four hours.

Kasparek convimees Hurvinek and g voung girl, Liese, (o 2o
o Adrica with b search ol riches: and there they meet a tribe
of clicheéd Alrican natives: The tnio hinds treasure, but not gold o
jewels — nstead, a cache of enchanted potatoes. They return home,
plant the “curthapples.” and as o result, Liese says. “Now everyone,
even the poorest people. can grow earthapples and they won't be
What in

Prague belore the war might have been a spectacular but somewhat

hungry anymore, even ol they don’t have any bread.”

inconsequential entertament. in Tereain must have assumed vastly
different proportions, The young heroes” desire to feed “even the
pourest people” becomes a call Tor justice and cquabity ina place
Kasparek s evocation of the me-

chuncal wonders of modern lile is deeply ironic i the environment

brutally imposing the opposite

ol the concentration camp. bul stll evinees faith in the power ol
modernity to solyve any problem. And linally, most simply, the idea
that a4 solution to the problem of unger could be muraculously found
becomes an assertion ol hl"]K‘ 1 |l'-'l|)'-.'|l-."‘i Ervironneent

Hanué Hochenburg s stunnimg puppct play Laokeng for a Spec-
e (which Gary Friedman adapted and produced ax Eooking for o
see Puppetry bternationed #20) stands in stark contrist
With the audacity of
an adolescent |4-year-old, Hachenburg analyzes precisely what is

Monster
o Englander’s cautious and subtle drama

going on in Naz BEurope, and skewers the maniacal absurdity ol
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Hitler's regime with harely diseuised, scathing references o the
Fiihrer, the SA and the 88, Hachenburg's searing tale centers on
King who seeks to keep his rebellious subjects in line by creating
concentration camps and recruiting Death hersell’ to intimidate the
populiace, 11 construet a skeleton to scare people, which will
certainly meet all the requirements of modern society.” he tells his
ariderlings. The King draws upon the complicity of the Ca

Chureh. and even a Jewish leader. Mordechai: but the populace

1lic

refuses to be intimidated, and laughs at Death, who finally Kills the
King in a dance of death.  The brute comedy of this play ean be
compared to Alfred Jarry's 1896 Lhg Roi; but it is more eoncise
than Jarry™s rambling work. and more powerful. as o response (o
the failure of modermity represented by Teresin
here 1= no evidence thal Lookine Jink i .SI.'h CHE WS Per

formed before Hachenburg was sent o his death at Auschwity in
December 1943, and apparent I_\, no SEn 1f the voung wrtist L'“_‘_'ii:_"'L'll
in other puppet performances at Terezin. Yet this drama is one of the
most profound puppet plays of the 20" century, and a deeply mos

ing testament o the power of puppetry o respond with subversion.

sophisticated analysis, humor., and ¢ven joy to & ratten sitianon,

—review by John Bell



FIDENA
INTERNATIONAL FESTIVAL IN THE HEART OF THE RUHR
MAY 2014, BOCHUM, HERNE, ESSEN

I was fortunate to be invited to one of the many Visi

tors” Programs run by the NRW KULTURsekretarnat ol
Germany, this one associated with the 2014 FIDENA
International Puppetry Festival. FIDENA offered up
provocative puppetry fare in a locale where embracing
artistic experimentation has become a regional economic
project. Once Germany s industrial heartland. the region
is now committed to artistic growth as its economic en-
gine, in a way that strives to preserve and highhight local
industrial culture and the region’s heritage.

In the grand opening spot was Mystery Magnet from
Belgium's Miet Warlop. It is an extremely abstract his-
tory of experimental art told as an mitially fun party gone
terribly wrong. It begins with a pure white backdrop
and black floor, an untainted three-dimensional canvas,
which, by the show’s end. is an exhaustive mess of paint
splatters, torn walls, liquid foam. and scattered objects.
Among the many events that take place during the per-
formance, red and black mop-headed figures., their wigs
dribbling black and red, splatter paint across the back
wall, leaving Jackson Pollack-like drippings behind.
then throw chemicals into bottles. which comically spew
brightly colored foam across the space.

Germany’s Eva Meyer-Keller's Pulling Strings and
Russia’s AKHE Engineering Theatre’s Gobo. Digital

DuDA PAlva, BASTARD!
PHOTO: JAKA [VANC

Cilossary, took place at PACT Zollverein, part of the for-
mer coal-mining complex. Ina small. bare. functional
room., Pulling Strings made the work-a-day things and
structures of the traditional theatre space the stars of the
show. sometimes supported by accompanying music of
Prokoliev’s “Romeo and Juliet” and Stravinsky’'s “Rite
of Spring.” Like Warlop's ohjects. these exude both
playfulness and menace.

Gobo, Digial Glossary also engages with the threat
ening potential ol objects. In a surreal experimental
laboratory ol sorts, two somewhat clown-like characters
submit each other to unusual acts, include one performer
being strung upside down. shot with a toy gun, hit on
the head by an ingenious Rube Goldberg device that
requires a live flame to get started, having his head
held under water in a [ish tank as a puppet swims by.
and punching himselt with a puppet boximg kangaroo.,
to name a few. Continually energetic, surprising, and
engaging. the show unmoors spectators from any tra
ditional theatrical anchoring.

In Count ro One from Yas ¢ Tamam., in Iran, three
soldiers take handluls of clay and shape them in front
of us. continuously transforming the images we see,
moving from destructive o peaceful ones. The show ex
presses how we can imagine new futures by concretely
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constructing them through art, a weighty message within
today s Tramian context.

Other offerings of the lestival include Whip, by cho
reographer Bourne Schweigman rom the Netherlands,
What Do You Mean and Other Pleasantries, commis-
sioned by the festival from Belgian artist Maarten Segh-
ers and Horrible Facts, by Needcompany.

www. fidena.de

YAS E Tanan [|Ras)
TOHOINE, AN ANTHWAR PIECE, ITS FIRST &

PHOTO: MANI LOTE

ERMAN PERFORMAMNCE

ZADEH

LAUNT

Overall it was difficult to take the temperature of the
local population’s engagement with these new crealive
projects, even as they hope to reap the economic benelits
of them. Yet. the overall idea that art can be an engine
for economic growth. and that puppetry, stretching itself
to meet other arts, can be a part of that, remains a highly
enticing one.

—excerpts of a review by Claudia Orenstein

Puppet Arts Program
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KANOON THEATRE, race 21
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number of productions, For further information see the book, 20 Years of Clifdeen
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Toni & Robert Bader
Donald Battjes, Ir.
Black Cherry Puppet Theater
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Paul Vincenr Davis
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Rvan Howard
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Karen Soiith
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Daniel Feregus Tamulonis
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