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nat's New at the

Center' for PuPPetry Af'(.s"'

See our Web site at www.puppet.org
for more info and to buy tickets fee-free!

* Charlotte's Web
September 19 - December 3, 2006
by EB VWhite, adapted by Joseph Robinetre.
directed by Bobby Box.

Recommended for all ages!

The Ghastly Dreadfuls’
Compendium of Graveyard Tales
and Other Curiosities

Cctober |1-29, 2006

by Jon Ludwig and Jason von Hinezmaeyer,
co-creators of dventi Do Vined!
Recommanded for ages |6+

The Velveteen Rabbit

MNovember |7 - December 31, 2006

by E.B.MWhite, adapeed by |oseph Robinette,
directed by Bobby Box,

Recommended for all ages!

» Art Clokey’s Gumby:
The First 50 Years
(pictured above)

Through March 4, 2007
Curated by David Scheve, The Deep
Archives, TDA Animation

In the Love Family Atrium

Dinosaurs (pictured above)
January 5 - April 7, 2007
by Jon Ludwig

Gods and Demons,
Monkeys and Men

Fecommended far all apes!
Tales of Edgar Allan Poe

January 17 - February 11,2007
adapted by Bobby Box in collaboration

Through June 17, 2007

Curated by Dr. Kathy Foley, Professor
of Theatre, University of California,
Sant Cruz

In the Special Exhibits Coltery

Shop til you drop
in our online store!

Visit www.puppetstore.org!

with Jan Ludwig.

Recommended for ages 12+ You can now purchase Center DVDs,

finger puppets, rod puppets, hand

puppets (like those pictured above),
== ]

PUPPETRY
Ara

| 404 Spring Street NWY at |Bth « Atlanta, GA  USA  30309-2820
Administracive 404.873.3089 = Ticker Sales Office 4048733391 » www puppet.org * info@pupper.org
Vincent Anthony, Barbara and Bill Wylly Executive Director » Headquarters of UNIMA-USA = Consttuent of Theatre Communications Group

Muppet busts, books and more

anytime you wish!
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PUPPETRY INTERMNATIONA L

From the Editor—

“In the Begimning was the Word.~
\nel the Word was. .. “Boom! ™
...

“Yalhwel. ™’

"y

One might well wonder: What worth words, when there
are no ears o hear? Sl there’s plenty w ponder in that
sentence, which is, after all, o translation and therefore
an interpretation. Certainly Faust (as the instrument of
I W, von Goethe) gives it a thorough mulling in Act [,
Scene [— an agonized mternal polemic, which Kathy
Foley uses as o framework [or her consideration of
Japanese puppet scripts |page 22|.

There are lots of other words for you to ponder in this
issue of Puppetry International. dedicated. as itis, to the
puppet seript. For this endeavor, we've enlisted the aid
of Dr. John Bell as our first ever Guest Editor. John is
not only a theater scholar (PhD. Columbia University,
presently on the faculty of Emerson College). but 15 a
puppeteer as well (a longtime associate of Bread and
Puppet and a founding member of Great Small Works ).
John has also been an advisor to Pl since the first issue,
and 1s a frequent contributor as well as being our Histo-
rian and Book Review Editor. We couldn’t have found
a better candidate to shepherd this issue.

In addition to all the scripts, there are reviews ol
some terrific new books. Film Producer and director Joe
Jacoby’s memoir, Bov an a String has some fascinating
stories of working for both Maury Bunin and Bil Baird
in the Nfties and sixties, Sandglass Theater—From
Thought to Image is the story of this beloved theater™s
origins and their twenty years in Vermont. Hazelle and
her Marionentes: Creaiing the World's Largest Puppet
Conpany is the fascinating tale of Hazelle Hedges, a
puppeteer turned manufacturing mogul,

Finally, plans are underway for the Puppeteers of
America 2007 national festival, which will feature some
very exciting puppetry from distant lands. So. whether
the universe was mitiated with a “Word.” an "AcL” or
an “ldea.” Hanus Hachenburg foretells how it will end
for us—

End of performance. We invite you again tomorrow ut
twelve o'clock. Entrance free!™

T 8ee Gary Friedman’s moving account: “Looking fora

Monster,” page 18

oy

— Andrew Periale

Guest Editor, John Bell-

This issue of Puppetry Infermational is devoted to scripts
Tor puppet theater, and it presents a conundrum, because
to a large extent puppet theater and the written word are
antithetical to each other. By this I mean that. in fact, pup-
pets don’t need words to do their work, since they work
primarily as moving sculpiure, moving image. In this
sense. puppet theater is like dance. musie or the visual arts.
i that words nught connect (o or sometimes adorn such
works, but are not essential to the art forms themselves.
Ultimately, puppetry is not a text-based form.

But, having said this. one must admit that words and
puppets often seem inextricably connected, above all by
the voice connected to a puppet: Jim Henson's alfable
and simply nuaneced voice for Kermit: Frank Oz's bump-
tious comie tone for Miss Piggy: and. going farther back,
Punch's reedy, menacing, swazzle-inflected chirping as
he proclaims “That's the way we do it!™ after one of his
peremptory murders, IUs the voice which marks the pup-
pet, no matter what words are being said: it's the onal and
inflective qualities which complete those characteristics
begun in sculpture, rather than the literary content of o
particular puppet show.

And yet, finally, yes. the words in puppet shows do
matter beyond their simple aural qualities. and words do
very interesting things in puppet shows, which the mam
different seripts in this 1ssue will show.

Whereas the tradition ol “The Drama”™ supposes and
promulgates a process beginning with a playwright.
passing through producers, directors, and actors to the
realization of a play onstage, puppet theater i1s more often
“devised” (as o contemporary theater neologism has i), I
is the combination of “image—music—ext,” as Roland
Barthes put it, in which all three elements share equal

credit. This aspect of puppet scriptwriting comes to the
lore in the seript for Bread and Puppet Theater’s A Man
Savy Goodbye to his Mother, which presents the play as
the succession ol different particular moments of “action,”
“music.” and “narration.” Likewise, Jerry Juhl's seript for
a sketch Irom the last episode ol Fragele Rock makes one
redalize how much the work of Jim Henson's Muppets was
primarily a4 succession of images and gestures. In Juhl's
seript one can see how i short Muppet sketeh s a combina-
tion of camera angles, sound effects, and puppet gestures,
among which Juhl’s words rest delicately, as if punctuating
the visual and other aural effects. Other methods of writing
puppet scripts understandably place great importance on
stage directions. for example the transeription of’ Great
Small Works™ Tervor ay Usial, Episode 9: Doom!, which
includes elaborate descriptions of toy theater imagery.



Tit, Tet, Sergeant and Usurel-Temiquats, made by "Didd,” from Moveag Howse, a Catalonian puppet show, (page 46)

On the other hand, in many spectacularly stunning puppet
traditions, words can take on their own intense political and
religious power. Kathy Foley explains the power of words in
puppet shows through an analysis of Jupanese bunraku theater
as the articulation of samurai values in eighteenth-century
Japan, One can see echoes of this in Daniel McGuire™s tran-
seription and translation of a Javanese wavang kulit scene
performed by dalang Tristuti Rachmadi. which is not only the
presentation of a “branch story™ from the sacred Javanese epic
hased on the Mahabharara, but also a personal statement from
an artist (Tristuti) doing his work at a very difficult political
moment, In this case, the words of a puppet show operate on
many different levels. not simply because of the hierarchy of
different languages employed in wervanrg performance. but
because such spectacles involve constant interplay between
the artists and audience members as members ol a community
ol the present moment. Here, the words of a puppet show
are not simply important as dramatic literature, but also as a
multi-faceted communication system full of nuance. ambigu-
ity. and multiple meanings.

The puppet scripts in this issue also bring up the larzer
subject of puppet dramaturgy: what stories do puppet plays
show us. and how exactly do they do so? Four scripts here
based on traditional sources—Polichinelle Preceprenr, Mov-
ing House, The Adventures of Petrushka, and The Pocior—are
connected by their serial structure and Punch-and-Judy siyle
violence. That is, all four feature a trickster main character
{Polichinelle. Titella, Petrushka, or Karaguz) who meets up
with a series of regular folks whom he tricks, swindles, or, in
some cases even murders. This puppet dramaturgy ol serial
duets can be explamed guite practically as o necessity rising
from the limited possibilitics of the solo puppeteer with only
two hands; but beyond that importam physical limitation,
the series of one-an-one scenes assumes its own power as
a repetition of charming mischievousness (or evil) visited
equally upon all strata of society—au quite complicated and
morally ambiguous message, which must be part of these
stories’ constant appeal around the world.

In the early twentieth century, puppet theater stirred the
interest of many avant-garde arists, the beginning of a wrend
which stll marks puppetry today. In this issue, we present
a translation of Lothar Schreyer’s expressionist attempt al
a ritual celebration of procreation, Mandspiel, in which the
chopped telegram-style poetry of expressionist drama is used
Lo create an intensely emotional and erotic world. The show

was performed with life-size puppets at the Bauhaus theater
in 1923—could it have achieved what Schreyer hoped it
would? Likewise, the Spanish poet Federico Garcia Loreg, in
Buster Keaton's Stroll invented a kind a surreal puppet world
(quite different from the other puppel plays he wrote. which
seem tame in comparison) where random aets of beauty and
violence flow from the puppets’ speeches right inte the stage
directions themselves, creating impossible challenges which
a comtemporary puppeteer, Blair Thomas, was only too happy
o take on.

Adifferent kind of avant-gardism is represented by Robert
Bromley and Al Carthe's 1930s Sancho Panza marionette play
for the Los Angeles puppet unit of the Federal Theater Proj-
ect. Here, the currents of modern California puppet theater,
mitiated by Blanding Sloan and Ralph Chessé m the 19205
as an outgrowth of the Little Theater Movement., emerge as
part of a nation-wide effort 1o make live theater play an active
role in natonal cultural life, not so much by stunningly new
and ditferent techniques. but by straightforwardly claiming
the puppet stage as a forum for the most serous stories the
theater can offer.

The political dimensions of puppet theater (which are
never far from puppetry’s strong roots in religious ritual)
can be seen in Bread and Puppet’s street theater picee, which
sought tore-tell the experience of Harlem mothers during the
Vietnam War in the frame of an international moral struggle.
Itis also present in the political ends of bunraku, which Kathy
Foley elucidates, and (as Gary Friedman tells us) in Hanus
Hachenburg's teen-age persistence. The latter left us a record
ol life ina Nazi concentration camp as an allegorical puppet
show of outrageous dimensions., even as the outrage was lak-
g place all around him.

Although words aren't the primary focus of puppet theater,
they can somelimes assume a power even greater than tha
of actors” theater, because they are somehow separated from
the characters who voice them. The separation is based on the
practical knowledge we all share—that puppets themselves are
incapable of speech—but we leap over that flat impossibility
with the wild desire to believe that puppets can indeed talk.
and that what they say (while we know iU's really the voice
of the puppeteer) is in fact—by some magic Teat!—the actual
voice of a wooden, paper-mache, plastic, or cardboard ereature
who is both of this world and beyond it. That ¢lement, which
pertains to puppel theater but not 1o actors” theater. makes the
words puppets say that much more intense,

§
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A MAN SAYS GOODBYE TO HIS MOTHER
A STREET THEATER SHOW BY BREAD AND PUPPET THEATER

While the war in Vietnam of the 19605 and 70s lead
to o resurgzence of political theater in the United

Stites, the most dramatic and potent examples of

that theaier appeared in Ameriean streets, not in
playhouses. Peter Schumann’s Bread and Puppet
Theater produced the most striking images and
performances of the Vietnam War vears, reinvent-
ing puppet and mask theater as o modern means
of ritual performance with strong cultural power.
A Man Savs Goodbye to Hiy Motler was a central
element of Bread and Puppet's antiwar dramaturgy,
“u small masterpiece.” as Stefun Brecht put i, “last-
ing about a quarter of an hour,”” Another theater
historian, Ron Argelander, described the show as
“narrated in presentational style by a symbaolic

figure (Death) and then translated into a series of

symbolic actions performed in a slow and deliberate
manner by masked puppet-like figures, There are
no wasted movements, no superfluous dialogue, and
no extrancous political rhetorie,”

According 1o Peter Schumann, A Man Suys
Goadbye to His Mother was created rapidly in 1967,
N response o an invitation from a community group
of mothers from New York City's East Harlem
whose sons were serving in Vietnam, and for whom
the arrival of a letter beginning “We regret to inform
you™ was a commonplace notification that one maore
of those sons had died in combat. The show, incor-
porating masks and such simple objects as a pup-
pet atrplane, a pair of scissors, a fTat cut-out house
(“the village™) and a gas mask, could be performed
almost anywhere, in any situation by a narrator and
two puppeteers. The Narrator, the Woman, and the
Musicians wore black hooded costumes modeled
iafter the Japanese bunraku tradition, while the Man
wore some semblance of an army unitorm. In 1968,
Bread and Puppet performed the show as Reiteri-
tion, in which the piece was played again and again,
without stopping.

The script is interesting and innovative as i
method of documenting puppet theater because il
sees the performance as the combination of three
equal elements: action, voice, and music.

— JOHN BELL

Avron:

Voice:
Music
Vl"il."[’.‘:
Avtion:

Musie
Voice:
Aetioe

Music:

Voice:

Artion:
Musie:

Voice:

Actiom:
Msie:

Voice:

Aetrem:
Music:
Voice:

Avtion:

The u BN LTS ey adiny |'IJ.H: fo e e, ,”.. I,ia.l;.h W o e
they embrace.,

A man says goodbye to his mother,
Melady on drum and trumper.
He goes to a country far awaw.
£ Y b
Lhe wan .I'l-'r.,';.".'.n .-'r.'.ll':..-.f.'_,'_' i l,l'n'rr.lr.'.
Melowly an trumpet aned dram,
It*s & dangerous country. the man needs a cun.
4 =4
e werratn .[].'.i e iconden .l:'._.l'..'l:' o e man,
Melody on troampet aned chram,
|

It's a dangerous country, the man needs a gas
mask.

The warvator givey wery sk to M man
Melocly on trampet aned deoam,

[t's a very dangerous country, the man needs an
airplane.

I he mervrantin ey ihe wman i smed! FTE ATt ) r;.-.-',f]."au.-r-_
Melody on trumiper and drum.

While the man is marching... he gets shot in the
arm.

Lhe man graby Jocarm and the sooman wraps o banduge aoned i,
A eymbal crash. then the melody on rrampet and drum,
He gets a medal.

The nereador gioes Yo man a medal



Music;

Volce:

Aetion:

Music:
Voice:

At |"|'-IrH_‘

Music;

Voice:

Arton;

Music:
Voice:

Avtion:

Music:
Voice:
The NMan:
Action:
Musie:

Voice:

Actron;
Music:
Voice:

Actrom:

Musie:

Voice:

Aviton:

Musie:
Voice:
Avtien:

Music:

A MAN SAYS GOODBYE TO HIS MOTHER

Melody on trampiet and drom,

The man comes to a village. This is the
village.

Tl narrator shows e white Vietnamese fave mask. The
imien venoves Wee mather’s mask aned puds on the villuge
mietsh,

Mulndy on trumpet and drum,
The women are cooking soup.

The nerretor moes a fod to the woman whe mames shr
g o

Melody on trumper and drum.

The man takes his airplane and looks for
his enemy.

e e flies (e sonall aespderee aronnd aned adave the
e Tl wooman stoeely loicers the pot o the gronned.

The man makes an “abhhihhhh™ souned,
The village is afraid.

The aonman moves her boely in a sloio expression of Jear
and filedy a froed e of frem

Mulody om trumpet aned drani.
The man is afraid.

I am alraicd.

Tl veoman returny o stardmp fase,
Melody on trumpet and droam.

The people go into the fields to gather
their crops.

T he marrator mves some gresses or leaves to the wonan.
Melody om crampen and drom.
The man poisons the crops.

T he marralor gives a grey cloth tu the man. "1 e v
o the elotl vver e cvaps. She dvops e erofs.

Ratchet sound of the length of the aciion.

The people are afraid, they hide in their
houses.

"l mervator pives @ piece of paper painded ke a fose
bin the womtian. She faedes fer Rreadd belind 1,

Melody on tearmpen and droam.,
The man burns the houses.
T he mem tears the paper howse teio preces,

Melody on trompet and dram.

Voice:

Aetiun.

Music:

Voice:

Aetinn;

Music:
Voice:
Music:
Voice:
Actian:

Music:

Voice:

..lr T

Misic:

Voice:

Avtton:

Musie:
Voice:

Aclion:

Voice:
Actian:
Voice:

Aetion:

Voice:

Action:

The children are afraid, they hide with
their mothers.

e narretor gives either o doll paimted sofeity, or a whits
sdeeet gilleed wp ik a Banetle, tu the rooman whe folds o
fike a badn,

Melody on trumpet and drum.

The man takes his airplane and looks for
his enemy.

e anawe fiey the smadl plage avound and veer the baty
in e woman’s arais, 1 he wemean has been vocking the
bl anel sty as dhe man stogs,

The man makes an “ahhhhhhh™ souned.

He bombs the children.

Single drum bear.

The children die.

The avamean very stoiody doweers the baby to the graved.
Very slow melody on tramper anly,

The woman takes her scissors to attack
the man., and Death leads her hand, and
she stabs him.

The soomean ‘fu'.".{.'u i a paer of serssers, vane Hhene feke
it wefon, Mie mearrafor puds o a skudl mask, graby e
cowmienit's feetneed eiel staly the map an the back, Lhe man
anid the .l-f'.r..\.lrlf'l._l,l'lr:q'.lrf tu the lerrﬂ{urf.

Buileding dram beat, starting slow and soft and
huilding to tast and loud.

And the man dies.

Thawoman retwrns to standing and removes the village
micish, and puls o the motier nask,

Three slow drum heats.,
And a letter 1s sent to his mother.

The warrator gives a fulded fuece of cardboard to the
o, o blaek on the outsede. She opens o and yeads
e sfoiis if o the audtenie, Tt S “Fi regred to

i v, "

And his body is brought to her.
T he woman wealks over to the bady.
And she takes a white sheet...

The narrator gives Y white sheet to the women, who
o of aned days i ozer the bedy of the man,

And she covers him with the sheet.
Leryone (v st

END
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FRAGGLE ROCK
“CHANGE OF ADDRESS”

SHOW NUMBER 96 ©@ TRANSCRIPTION SCRIPT
BY JERRY JUHL
COPYRIGHT HENSON ASSOCIATES INC., 1987

As the head writer for Jim Henson's Muppets, Jerry Juhl was perhaps the most influental puppet dramatist ol the
twentieth century. A native of St Paul. Minnesota, Juhl began making puppet shows at the age of nime, and continued
doing so as a theater student at San José State University in California. Juhl met puppeteer Frank Oz when both were
members of the Vagabond Puppets. a troupe that performed in Oakland city parks. Juhl and Oz met Jim and Jane
Henson ata 1961 puppet festuval, after which he became the Jim Henson Company’s first full-time employee, working
as a puppeteer with the Hensons on Sam and Friends, and then continuing as a writer, creating sketches for Henson
segments on The Jinmmy Dean Show and other television variety shows,

Juh!'s humor and humanistic insights became centril w The Mupper Show, Sesame Street, various Muppet movies,
and finally Fragele Rock, the Muppet television show whose purpose, as Henson put it was “to make world peace.”
Fraggle Reck was an allegory of human relations among different races and ethnicites. including Fraggles, lead by the
character Gobo, Doozers. Gorgs, two rats named Philo and Gunge. and Madam Trash Heap (also known as Marjory),
an all-knowing source of wisdom. In the world of Fragele Rock human beings were known as “Silly Creatures,” who
live in “Outer Space.” The show ran for five seasons, from 1983 to 1987, comprising 96 episodes. “Change of Ad-
dress™ is-a sketch from the last show of the last season. — JoHN BELL

ScENE No: 8
EXTERIOR THE TRASH HEAP DAY-TIME

CLOSE UP: The TRASH HEAFP FRASH HEAP: ... You and a Silly Creature

are [mends!

SFX:

" fi f: "\‘f: LI .'r.'rrJ. b | F] rJ s
TRASH HEAP Ooo. T think... PHITO and GEUNGE Iook at each othe

} 3 T lr:l | -(J. '_I |'IJ'.I|: i x lJ_ i'I :. ‘:r
TRASH HEAP: {eond) ... you need somethingl... FIHC and UGS tnok b it S RASH S

, ) . GORO: L seemed ke we were sonna be, .
(OB comey inty pieil

4 {), iy -l. NI («f J:'f.
TRASH HEAP: {cond) ... Why are you so depressed? b0 wna LEING i o R

\.';"L 1“.‘,}"1”‘ fr'U:";'U.' _\.l'iLJl.
O N

TRAS, A "That., ..
GORO: Well. 1-1 was in Outer Hp.ur and I mct TRASH HEAT: That

i "31“\. Creature and we started o make Fends, PHILO and GONGE fook at the TRASH LA

TRASH HEAP: What are... TRASH HEAP: s ...

PHILO enters frame. Sthe openy her arms aide. SFX:
TRASH HEAP: ... you saying?... TRASH HEAP: . truly cosmic.
GUNGE enters frame. CLOSE UP: PHILO & GUNGE

Hi and PHILO look at the TRASH HEAF PHILCY frns fo GUINGE,




" FRAGGLE ROCK

PHILO: (betund fis hand) What's “cosmic™ mean?
SEXN: BIRDS SINGENG

GUNGE: (behind his hand) Snazzy.

PHILO: (impressed) Wow! No kidding?
GUNGE: M.

They look at the TRASH HEAR

GUNGE: -1 don't get it, Marjory. What's the big
deal about...

|\T':\l.r.' Rfﬁ”.'&l |lllfl: \ 'f'-‘.l- ‘\T lL

GUNGE: .. a Praggle making friends with a Silly
Creature?

CLOSE UP: "The TRASH HEAP
SFX:

TRASH HEAP: It's wonderful! Silly Creatures
need to know about the magice,

CLOSE UP: (/OBO

COBO: What magic!

TRANH HEAP: (off) Your magic,
OB Are ...

SN BIRD

GORO: . we magic?

CLOSE UP: T he 'TRASH HEAP
SFXC

TRASH HEAP: Everyone is magic. ..
CLOSE UP: GOBO

SN BIRD

NEX: BIRDS SINGING

TRASH HEAP: (uff) ... The Silly Creatures are just
sometimes oo ﬂ}_ to remember that,

GOBO: O-oh, but,..this Silly Creature is moving
away. Er, he wanted me to come with him.

CLOSE UF: PHILO & GUNGE

PHILO: O-ev,wait, wait i minute! You are moving
e Oter Space!

CLOSNE TP GOBGO
CrOBO: Wl no. . Well, than s, en T'd Love,
SEX: BIRDS SINGING

GOBO: oo, Enowell, sort ofl Ervbut,, owell,
Fragele Rock is home...And. .now T'll never
Ly

He looky wp al the TRASH HEAP

GOBO; .., Dot again,

TRASH HEAP: (off) Oh..,

CLOSE UP: The TRASH HEAP

SEX:

TRASH HEAP: . what s all this “moving away”™

business, anyway? How ridiculous! You go 1o
hin,.,

SEX: BIRDS SINGING

TRASH HEAP: ... and you say this: “You cannot
leave the magic,”

CLOSE U GOBO He's puzzled.

A PAUSE.

GOBO fooks wp at the TRASH HEAPR

APAUSE.

GOBO [ooks wp at the TRASH HEAEP

(OB That's the message!

ANOTHER ANGLE, TRASH HIZAP

Exactly! “You cannot...

She sinks dvon. SFX:

TRASH HEAP: . leave the magic,”

PHILO) and GUNGE look at GOBO.

PHILO & GUNGE: The Trash Heap has spokenl...
PHILO & GEUNGE: .. Nyaah!

TRASH HEAP: Hmmm, ..

GOBO trns and walky qeay, e exity frame. ...

¥
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GREAT SMALL WORKS

PRESENTS

THE TOY THEATER OF TERROR AS USUAL!
EPISODE NINE: DOOM

CREATED AND PERFORMED BY
JOHN BELL, TRUDI COHEN, STEPHEN KAPLIN, JENNY ROMAINE, AND MARK SUSSMAN

The Toy Theater of Terror As Usual is a serial
show, produced by the New York-based theater
collective Great Small Works. Themes for cach
cpisode come from stories and images in cur-
rent newspapers and magazines, as well as from
philosophical and historical sources, The [irst
episode was created in the fall of 1990 during
the countdown to the first Gull War, as a low
tech response to the everyday terror of the mass
media’s orchestration of war fever and patriotic
sentiment. Episode One was created by John Bell,
Trudi Cohen. Stephen Kaplin. and Jenny Romaine.
then members of Ninth Street Theater, using a
tiny, cardboard stage. later expanded to a larger,
plywood structure. Terror As Usual episodes con-
tinue to be created periodically, written. designed,
and performed by the collective. As of 20006, the
company 1s up lo Episode 12.

The phrase “terror as usual™ comes from an-
thropologist and cultural critic Michael Taussig™s
essay lerror As Usual: Walter Benjamin's Theory
of History As State of Siege.” which appeared in
his 1992 hook The Nervous Svateni,

Great Small Works was founded in 1995 and
has been instrumental in launching the Toy Theater
Revival Movement in the United States. with seven
international Toy Theater Festivals & Temporary
Toy Theater Museums (produced in New York at
Theater for the New City, Los Kabayitos Puppet
Theater. HERE Arts Center, and St. Ann's Ware-
house, from 1993 1o 2005) and with Toy Theater
programs and workshops that tour nationally and
internationally,

Terror as Usual! Episode 9: Doom was first
performed at the Great Small Works Monthly
Spaghettt Dinner at Performance Space 122, New
York City, in [997: and later at the Jim Henson
International Festival of Puppet Theater at Los
Kabayitos Puppet Theater in 1998,

Overture

1 e stege comvisds of @ aist-figl tadletog proscenium shaosded T ety
i werensfierper, wormally the New York Times from e deoy ol H
Jevfurianee, § e puppeteers ender frow befiand the dhase and stand Tn the
fiadet af” the samgle 3 30-ceertt food gl elippeed do ex stened in frond, They wvar
ldaek pands wneder whate pruze skits, whele slarts, neckies, and they siuint

il |..||'|,r I|'l|'l|'.’."."|' 'l'l:llll.,'_" frJ_:\fJ'I."l" i |'|r.|'I|' Tt 'ru'J‘u_lu"."fr'l § .'|'r.'.r.|r rJ‘rJ'Ir,l'l,lJ'\\. f,l'l.',- |,l|'.l.'1'lll.' e,

\LL

\\il['\|ll'[.lll',_l| s Laclies aned Crentlenuen, ..

Lhey mmediately step aican wip off the meiespapess, and paind to the
eevierteed steges w somple. Mack prosceniin with o feiedt e, seloed coriain
el the voordy 2wy Theater of Tervor As £ seeetl! " painlen i sofeite aerasy
et Fhore ix a shallow forestage fined with tiny white Cheistates lights

1l
iy
&t

Wi et et Juolleedets

Tl viertiive comsivts af etdl a"’.-rlu"rf'l.-'frr.l.» sipadfanemish I.‘”-;,:.“-,.’..-_...r_-ix LrIne,
barking, voughing, screaming, ele. until Jonny ewey them fo stope 1 pense

ALL then proeced to thetr next foisttiens,

A samadl brasy BELE. pokes aet of the slit in the enntain and begins o jinaly,
At the semie e, o BOOK peiede of nen sretfort calens, anlsn toenel the shi

i W cwrtann, and slozoly ofiens o veveal the fitbe: “Episode Nines Doop, ™

It feifely fien, Heen cloves, e BELE aud BOOE ol

Scene |
I he crariain G el fet fiises .'-I.{ viniptfler By LT N Irf'J;fiJ,lr,",r{_' s ,n'.l'.-,_-.

eeveend from cbove, A CEORES of Coneed el I."n".-.'n' =it n,l.l..',n":_-:f.'.",
fleitucafiees from the New York "Uimes meownted on flat stichs ! eiters from
e sieles onbe a series of pised ey rommnedd inpodd, Lhe BELLS stof,
Luppreloers ving the Balkan sonz “Eelina™ twice, on the svllable “da.*
Lhe belts wccampenty chotlanically on the second tie throel e sous T
paafipet CHORUS dances, sleefine bl snnd raght i fist leoate, then staveato
mneerents. The NeRreL! erets aih the l:"llfljljl'rlu I |'I,ir.'.'|lr,|'l,l.,l|'-'_\_' i ,u'l-"'-"'"' nide s i

CHOROS vomes tooo stop e a symmetrieal 1 formealion.

The ANGEL OF HISTORY enters. (21 ticking metioname orth wefte,

-'lJ“'n"l'n''l."l.'l'l'r'l'n'l'l [ I;.'JI'JII il |f i _I_i.Tl' |.‘ll'J'l ol s nJI et s .l'."r'J'IL.'.fu',;_:’ frm., the



TERROR AS USUAL

ANGEL v tle Lt:j{mmm' cemtman eleiient |_al,|" all the Tervor As
Usual apisodes, the chavacter thad, fillmcing Walter Bewjinnn ane!
Fanl Kive, wwitnesses the train woveck of history | The ANGEL, floats
wf and dueon as i tichs and gently flaps tts wangs, supported Iy
JOHNYS visible demed. Over the tivking, MARR vecites a texe from
Covorges Batariiv:)

MARK: In sacrifice, an olyect passes violently lrom the
realnt of commaon e o the world of the haly. For
the sacrifice jroper Lis I:v;.{iu, i p!'npiiinllﬂ site ancd
time must be chosen. While the victim is being led o
:hl' !\l:ll'l‘ ::f' Ihi' Hléillglﬂl'r_ CXCLSCN Bl l'll'.l{'l" ﬁll' il]i'
act which s abomt to be carnied out, Uhe death of the
victm s imented. Nowg all of the elemwents of the
sacrifice are present. Only the supreme act remains (o
be aecomplished.

| Fhe vurtan eloses. Puppeteers began o dvone, on the sllable “ab, ™)

Entr'acte

A CHORUS of Puppretecrs walks counterelockiotse arnmd the stage,
halding (hin wanden duels, tapping the flov, and self-flageflating

N HRIS, Tﬁ{.‘}' cover their eves with one femd, "The dvone condinues
tnder vach fext)

MARK:  Thisis the story ol a ciry:
Not here, not there, not L,
JOHN:  And every four years,
the peaple ol the city eome together
1o choose who would rule over them,
TRUDIE:  And those who rule over them
prepare a sacrilice for the ciry;
and the question is asked among them:
JENNY:  What shall we saenbice,
sor that the city can comunue!
ALL (3X0: Tt must be spent

Willingly or not
Glonously or catastrophically:
(After the fost chores, they break formtion aned mave fo positions for

the stext seere. At the ond of e thivd chorts, @ evasl of prevecoreed
teneler andd the s of vt on @ cily slreel iy lieare )

Scene 2

[T e cortain opens on a cidy scene af wight, wear-projected oo Be back
watll of e stege. dn the foregrmned, fonr cwbouts ol 19205 Newwr Jark
f,'.frh' wky serafiere s vowined o favger erebot iIJf. the afed Browx courthose
Tl varn coned Mrander sounds contine,

A sequence of lny cars, buses, and people ceith umbrollas pass, pulled
i stens i front of e bedldings, wlach torcer abave them. The mood
i foreboding

" he seene oy hroken |‘_J]= i acelate weth e words “EXTRA
EXTRA" aloupily replacing the rear-pragected city street, ony
eaad-ted VTN enter from the stddes, tapgnng on the stage floor as ey
advenee, el defe ‘.l'mul.l’fu.r..'i ."f.'.ﬁ'un.f rl.l_.l" ek '.’,"r. i I_,ﬂ’r'mf l'lﬂfa’l‘-.l'll".li.l'-.h’l.';.\,

T wond “AUCTION™ fifafrcerts .rf:'{!l.q-_rrimf!ﬁ' et the toords on e
sereere. JOHN yells veer W thuender sonnd. |

JOHN (quating a Newo York Gty offictal, cted in o Fada Joung

artiely from e New York Times):

The city has many beautiful buildings in is
portlodio, burwe are getting out ol the landlord
businiess,

Ulhe RATS, sovrfang an pairs, somave e dotonstage patr of
alidings.)

‘](]H:\:; ]t‘ l;|!]rq-,'r\'. ('nnmlutlil}' cenlers want Lo kl't'l'ﬂ [i'll'lll'
buildimgs, they should b on then, ke every-
hody else.

The RALS vemare the ufistage peer ol dmeldings, leaving onfy the
Brony conrfhonse,)

ALL (in harmony: AH!

A CHORUS of the Coreel dencers from Svene L instantly afean
ahore the Brawx corrthotise.)

ALL (chantng tn harmony|:
The city built this public hinlding
with public funds or the public,
and now they want the public
o buy iis ovwn building back
so01t can be kepr public.
A

TRUIM: That's not democracy as we know it
{The CHORUN desafipears amed 15 vefplaced by o vole AT, who .5.|'rﬂlp'u
a hemereritioen “SALE™ h‘.':[;?.l o e conmthnse.

The ciertain closes, Duving the follaemg set change, Fuppetecrs fnam
rekina™ front Seeng {.)



PUPPETRY INTERNATIONAL

Scene 3 _ ;
Huh! Stand up and do the wrong thing?

Llul!..

Fhe back wall of the stage iv seplaced f e collage of nerosfurpiers,
FLAGELTANT puppets, ehessed fike the Puppeteces e wdite o
shrede freesy o framd ol o e connderelockaoie etrele, " ey hae

v ! ! : - I - ] T ] ! ' T |
arfiendated wrme phat carvy small # 'rh',l'.n. far sedi-heating From ALL exit. 4 ke tights dim. L he sound "'I'J Uaneneter and et veturns,
: : i = o i) y | sevion wf ders in e werespaper backedvag open, vevealing identical
aeiad s these e cudords of podictanss Strome 1 ineaond, Plal h 4 ’
Covamm, Bab Dade and Neret rr.l'.ff_'_f.'n'-"l'l.' I|'l'.'.'.'ir|'."l hy |'."ln'l,|r.'r|'.||I Ry,
aeed Hillary Clinton, [TRUTM S texis belorg do the fioure of
Hillary | They an tfieres i from above, and letfr i e vteoe Mo

weitfe el “Huh

| . P p
sedv of ey peeriny oul af the audience. Wien all the dvars an R,
L TGN 308 G eves ane pisibile, Mhe eves Beoin fo sl (e thei

;
coandoes fromr side to side. Affer g moment, @ color J"'.'rrrl-'.'-e afir frefifiet

uf Bl Clintaw enfers, |

w Leptafeng Clidon )z ¢ als 3
JOIN: Gusing nreativel MARK (guateng Clinton: On badanc
\L Huly! the Weellare Retorm Ball
ALL: uh!
T . 15 i step lorward lor our country.
I'RLTM: 1 takes a village, e
AL Hukh! i sy batchevend Cartam ilves,
ALL: 1h!
JOHN: {ining negative!
NT Huht Entr’Acte
A uh!
IRUDI: Ftakes wovillage: .-!"Irm'llllflﬂr,” ith the |'l.lr.'lfr.lll if Vi Jok Mavor Rudy Giunlian, dvessed
i fofoe s meidve cened filugpiced cloak, aphears albove the prascenium o
\LII Huh! _:l'!r.n'l.'.'.l FLR s e Jirsd ers af a '-."I-';'I"-'."f'll mielifreed verstancnf 2 The Laed
MARK: There he EPUMER .IL'|.|iII! n_-',l' W Denee, ™
ALL:  Hul! : : :
JOHIN: T daneed in the morning when the world was young
I'IRUDME: [ 1akes a village! :
I laneed watl the moon and the stars and the sun
ALL:  Huld! : )
I divneed up o heaven and Tdanced on canh
JENNY: Opportumity!

. In Sunnyvside, Queens 1 had my birth.
Responsililing!

Clonmmmimity! Ll frond curtiiny e stfled mto oo fegeoise feadler cowdog bools,
formneg e ooy ."-'.'n':"',-" af th Jipfe RO TV T ¥ ”,,'fi',””l.:'l}' AN

ALL: Hul! ; h .
.'|I|'J.-'|"r|'."r |'_|r|'.l -'lj:ru.'|"\ll|"|'..l.l,'.l a'.'l.-'| \.n’u‘l.'_ .|_'_||l.'|'|lll ',rf.iff"'. |IJ|"J.I veles f[’r,-r,n': S ftecied

B 3 ’ ¥ a T Ay
FRUTDE e glaad we're not angry! Sinay fre N0V Verses
ALL:  Huh!
JENNY: Opportunity! JOTIN: T daneed on Friday when the sun went black

R il In's hard 10 danee with the devil on vour hack!

SCSPOTSIER LY

G A Uhes Twred may Trosely s they thoughn Ued gone

HRTL AN N TR TIRN! '
Bur oo the dinee and 1 sull gooon.

MARK: Fhere’s a grean deal ol oymicism oul there! :
Fhey i me down baan D lept up Togh
ALL Gingh e For L am the light that will never, never die
Al L Il Bve invons 18 you'll live i me
JOHN; Liberall Elsih! Foor 1o the Tl of the damee, SAYS M
I'RLU DI Liberal! Huh!
JENNY: Libseral! Huh! ALL:  Dance, dance, wherever vou may be
MARK: Lilseral! Huh. Huh! For 1 am the lord ol the dancee, savs NLEA/HE
JOHN: sometimes, in order w make progress Andd Pl lead you all, whoever you miay be
and move ahead, vou have to stand N Al Fl e Yy all in the dance, SNy ME/HE!

¥ : - 1 T
and do the wrong thing JOHN: OR TLL FIRE YOU! HA!

A Hub! Suind s anel do the wrong thing! A deone e b aes Gitnleann oy -.".'h"'f’-'-'l.l‘{.-'u Tty vy do ostdions

. . or e pevt seene)
Huh! Staned op and deothe wrone thing! J, 4508 TEX SET



| TERROR

Scene Four

UL D curtan afiens o the vavsed steps and the Greek CHORES
pafafiets from Seene [, arranged symicdiicadly Spoden text in this
acene oy exeerled from “Unele Tolook and the Secred Bafry Poo
Pooof Aet.™ ant andervestere woith Jack Smith by Svlvére Lotringer in
Semiolext(e) 3, no 2 (1978): 192-203, 1 i delivered by nerrators
postlioned al muse stawels D and DR of the pupper vtage. )

JOHN: What do vou mean exactly by Tandloreism?

Sward! strifis oif mn.».A'rr{;r Jresfer aire den r_.lj'l.ir thie anerliad frecion
elech to reveal ek Smrdh'y fJ.f.lr.-’u'.u “Fear Ritual Of Luck_y
Landlord Pavadise” proyeetod onto We hack woall of the stage in
farge Black hpe. Nowspeaking Puppeteers stand g “Erekine™
mndernvath e remanng dext. 'Lhey sel up the four buldings and
By rorrthan l..-'_}"i"rm; Mo 2 ’l'r'n.r.-.l'.ur;fﬁ, ol e Juififiety fromn the
previons seenies ave adeded onto @ grant fablean that feeps proeing
eratiplinit Wie scene.

'[".H']_\' & JENNY: Fear ritual af lucky lancllored [);u';u:li-ir,
That's what supports the governmment.|...| The
whole fanasy of how money is seueczed ou of
real estate, T supports the government; i suppors
evervihime And itsn even rational, When is a
building ever paid lor? The prevson that baale the
building is dead long smee, and yer it can never be
paid for, it has to be paid or all over again, cvery
momtln, That's as irvational as ]nlj. iug H |1;|5[ ol
shoes and then going back as long as vou wear the

shoes and paying lor them again,

Puppeteers gradually add edditional puppets. tansforming the tabiean
el o fostive and pestorad seonel mdtiples of bbteeflies, naked balies,
and frezoy yelloe dickiings — all cardbord ext-onty
e atagte ey very full aned « rJfrJ:"ﬁ{H.

ane etelelea veninl

MARK H"_lfliﬂrr.fr ' \;fﬂ‘ff-\' o8 nirialee )
‘[l':';"{'}{\-: Wonled there Tue any nuun'!l.'.'

MARK & JENNY: Yeah, | don't mind.|...|
Buving and selling s the most nataral honan
mstitution; there’s nothing wrong with that.|...|
Buying and selling is the most interesting thing in
the world. Tt should be aesthetie and evervihing
vlse Ban t‘.'l]}ihl!i.\im 150 pi'!’\'l'l'HhiH ol this, N:thinq

s more wonderful than o markeiplace. v gives

AS USUAL

prophe something to do... and it can be creative,
Wanderful things come rom commerce...

byt niot [rom 1'.'111il'.|l'|!-im..

LA e glaxy smanedafa fens vepluces the “Fear Ritual...”
Jawectan, T REDE veplaces JENNT ay narvador )

MARK: Have vou ever thought ol another tvpe of society?

MARK & TRUDI 1 ean think of hillions af wavs lorhe
wiorld te be completely differenn. Bike o the nddle

ol the city should be a repository ol ohjeets that
peaple don’t want anymore, which they would 1ake

tos this giant junkvarel, " hat would form an
oreanization, 1 oway that the city wonld be
organized. .| 1 think this center of unused objects
anid unwanted objects would become a center of
mtellecuwal acnviey Things would grow up around
L] [T [here could be exchange, that would stari
to develop, You ke anyihing that vou don’t wiant
tor this :.;i:tlil Eﬂ.‘u'l'. .':I::|.jm.| lesve it and Took for

somcthing that vou need.

(Pawse, Singing contintees. Puppeloers place Wee central element of Hee
tebdeana: @ revolving eivewlar platform coith oy cars and co-mals of
[T f”l"iT?f.lll Jlln'llrliln' {‘.“ flIr{FIFI'r{” I'lJ”rIIIL ['H'l.!|l _\ff!.l"[.lf.l‘.l’.frfﬁl{{_[: il If‘ﬂ’”“‘”f ’]'JI'JI'J.!ll JIJHI
ecerter il of ol vives a civenfer, gold adtais)

MARK & TRUDL T never had sunlight, T was alwavs so
maiver [ just kepr tking places thae had no sunlight,
But the next mme T moeove there wall De somme sunlizla
ivodved, somehiow, comnge throagh a window, o
anvthing Evervthing o do with water would he
e }}i::t':' and nowould be i the form of a warerlall;
llnll il 'A.\i“tlll |Jl' i'!ll'!l H\l'(L :n]l{ !II:II'I'H \\[H,II{[ |I!' II.'I]]IJ}
there: washing the dishes would become a polynesian
thing. it would not be an ngly thing washing the dishes;
:1'”] 'l’\.."l:‘\'lli“!__'| l'l1!||lt'.‘\, lilk;ilg il |P.I|l| 'I.'HHIIfl '.I|h||1|r‘
dome i this place: the dishes would wash themselves.
[ewould be in the central part where the sunlight s,
Uhe waker wonled be mixed seith the sumlight, a
stesumroon would then be created, steam s very

healthlul, it cleans your lungs,
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And | can imagine anvthing on carth hike that,
But it T oy o builed ot there would be a million

baws savng 1 can’y Lunlel it,

JENNY reavhes il e stege wilh o lghter and fights o
amatl.  metal ean of Sterna sefan the eentral ool of
vater Droing fie final fives of Jack Soith's levt, an
Ameriean dodlar Wl thes doven i above. calohey a cornen
i the fTare, andd e,

Pase, T VIR AlfIs ittiel af it tiekine of the

INGEL OF HISTORY iy hwand,

MARK & "TRUDI: T ean think of hillions ol ways

[or the world 1o be 1|1[IJJII']|'J'\ ditferent.

f,'_u.".l.l'\ _L'.'._r.',"'.'.a”'.lr.l',' l.’.n.'.-.".- i .'J".'.- \.'..l;__i:'_ |"J'.-'.l'- .'..'.'3_: |'.III|'." I,"-.'.l|,".-|,’.-'."'. 11
liaht of the flame. The ANGEL OF HISTORY appeays in
e perryi spoliialt above the comler wf the proseemiim aiel
el Frovers, Breking, wently flaffrng 1y gy, The tickmg

shiafas, s e Liodels o Dleck

END

PUPPETS:
THE POWER OF WONDER

Rated by the Atlanta Journal-Constitution as

"one of the top five exhibits in Georgia,” and

by MSN.com as one of the top 10 children’s

museums in the U.S.

PUPFPETS: THE POWER OF WONDER |s a hands-
on museum displaying more than 350 puppets
from various time periods and countries around
the world. All provide an exploration of pup-
petry as an international, ancient and popular
art form,

W puppeLorgdmuseum/permanent.shtml

! ‘meH"T'“"'“

AD DEADLINES

for fall—
July 15, 2006

: = 107 SPriNG—
w Jan 15, 2007

AD submissions or inquiries to:
Reay Kaplan
3838 Hunting Ridge Road
Lilburn, GA 30047 USA

reaypuppet@yahoo.com

b

Puppetry Yellow Pages

Join UNIMA-USA and

list your puppetry

resources in the new
PupPETRY YELLOW PAGES!

Don't niss the inaugural edition,
prodiuced by UNIMA-USA

This next generation of the
Touring Directory soars to
new heights with;

= axciting design = improved organization = expanded listing
categores including: museum exhibis, resident productions,
touring shows workshops/classes, design services,
and special evenlsfachivities,

Company Level members recewve three comphmentary listings in this unique
and groundbreaking publication! Don't be left out of this new and optimal
reference for all things puppetry,

Go to www.unima-usa.org for more information.



WHAT ARE YoU SOBBING ABOUT ¢ o
My STOoCK OF PUPPET SUPPLIES IS
AS EMPTY AS My SoUL. AND,
WE'RE HALF WAY TO CHRISTMAS,
g

HEY, You SHOULD VISTT THE PUPPETEERS P

oF AMERICA PUPPETRY STORE ONLINE —~ 2

AT www.PUPPETEERS.ORG! THEY 1% MEG
ﬁ

HAVE THE DAVID ADAMS CoLLECTIoN
OF OLD RARE PUPPET BooKS, GREY

SEAL’'S FOAM RBooK DVD, THE 2oo7
AMERIZCAN PUPPET THEATERS
CALENDAR, BACK ISSUES OF THE
PUPPETRY JoURNAL , AND MoRe 1!/

PUPPETS, GET YoUR
PUPPETEERS To Go
To THE PUPPETRY
STORE AT

WwWW. PUPPETEERS. ORG

ToDAY /
T N

CTHIS IS JUST WHAT T NEEDED|)

5
_?g" y

|

S

THE PUPPETRY SToRE
Ww. puppeteers.org | - 602-262- 2050
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BUSTER KEATON’S STROLL

By FEDERICO GARCIA LORCA
TRANSLATED BY CATHERINE BROWN

AS PERFORMED BY BLAIR THOMAS

| came across Bister Keatent s Stred when [was combing Lorca’s
work in translation for short companion pieces (o include with
The Pupper Show of Don Cristobal. First published in 1921 in
the journal Galle (Raoster). Buster Keaton's Stroll was written
not as a play o be performed but rather as a play/poem using the
theater seript format as a literary device. Lorca himsell was never
asurrealis, though this textis clearly inlluenced by the surmrealists’
agenda, T also has a certain cultural richness, with Lorea provid-
ing a4 unigue perspective on the ULS. through the cultural images
ol our great comic [ilm actor, the city of Philadelphia. and more
(A black man eats his straw hat™).

It seemed obvious to me that this text would make an excel-
lent toy theater show — some of the best writing is in the stage
directions, which I recite during the performance - and the toy
theater form i which | perform it allows For easy mclusion ol
such self-referential material. Other than that, I didn™ know
how exactly w proceed. T didn’t even really understand the text

though | enjoved its plaviulness. Then, as with all my shows,
there is & stage design agenda that s more about what 1 think
would be fun to make than anything else. In this case i's a toy
theater with low brass instruments woven into the proscenium
with the mouthpieces twisted up to where | could actually play
them at the same time | operated the puppets. 5o we started with

the obvious and built two-dimensional representations of most of

the text’s images. Then | ried o recite the text, move the puppets
and play the horns at the same time. | warked with four different
puppet and stage designers and a director o balance this all out
o a presentable performance.

We made the show in 2002, | take it out and perform ita couple
ol times a vear now, and it has molded into its own thing with a
certain energy and clarity. Only in the past year have Tarrived at
clear position on the text. see this show as about 60% done. We
rebuilt the main part of the stage a few years ago dand now T would
ke to rebuild most of the puppets, mcluding o redesign of the
panorama scroll which serves as a moving backdrop. 1 now think
about the piece as being about desire and its unattainable quality,
and the play being a fantasy of fulfilled dreams that are ultimately
destroyed by reality, 1 hope some day o return to this waorld striv-
img for s perfection.

—BLAIR THOMAS

CHARACTERS:
Buster Keaton

R sl

Ol
Black Man
American Girl

Crrrl

ROMISTER., Covkadoodledaoo.

Enter BUSTER KEATON with his four chil-
dren by the hand

WISTER KEATON, (Takes out o dageer and
kills them all) My poar linde children.,

ROOSTER. Cockadoodledoo.

BUSTER KEATON. (Counting the bodies on
the eround] One, two, three, and Tour
{'I'nkes a bicvele and sers off!

(Among the old rubber tires and sasoline cans.

a BLACK MAN ears his strae ha
BUSTER KEATON. What a beautitul dan!
A parrot hovers o the neatral sky

BUSTER KEATOXN. How b it is to take a

stroll on o bievele,

OWI.. Hooo hoon hoo,



BUSTER KEATON’S STROLL

BUSTER KEATON, And the little bivds sing so

sweetly!
WL, Hooooooo.
BUSTER KEATON, S0 moving!

Pause. BUSTER KEANTON. inellable, crosses the
recds and the littde field of rve, The land-
scape shrinks between the wheels of the
machine.

The bicvele has only one dimension. It can enter
into books and strerch isell oot inthe haker’s
oven, BUSTER KEATONs bicvele doesn’t
have a candy seat and sugar pedals, as bad
men say it does, s a bievele ke any other,
but the only one soaked with innocence,
Aduam and Fxve would run away terrilicd 1if
they saw a glass of waten, but they would

caress BUSTER KEATON's bicvele.!
BUSTER KEATON. Oh. love, love!
BUSTER KEATON falls to the ground. The bi-

evele ges away from him. He runs afier two
eray butterflies. He goes along like o lunatic,
hall” o millumerer from the ground. |

BUSTER KEATON. (Gening up) I don’t want to
say anything What am I going to say?

VOLCE. Lo,

He keeps walking, His eves, indinite and

sad like a newborn animal’s, dream ol lilies,
angels and silken bels, His eyes, like the butt
ol a handblown glass, His foolish chald eves.
That are so very ugly. That are so very beau-
tiful, His ostrich eves, His homaan eves i the
sure equilibrivm ol melanchaly, Philadelphia
is seen in the distance, The inhabitants of
this city already know the poem ol the Simger
machine. They will never be able 1o under-
stancl the subtle diflerence between a cup ol
hot tea and a cup ol cold wa. Philadelphia
sparkles in the distance,

BUSTER KEATOMN. This s a garden.
AMERICAN GIRL, Good alternoon.
BUSTER KEATON smiles and looks in “gros plan™

al her shoes, Oh, what shoes! We should nen
aclmit these shoes, T takes the skins ol theee
crocodiles to make them, )

BUSTER KEATON. I would like...

AMERICAN GIRL. Do vou have a sword adorned
with mivrtle leaves!

BUSTER KEATON shrogs his shoulders and Tifis
his right foot.)

AMERICAN GIRL. Do vou have a ring with a poi-
soncd stone?

BUNTER KEATON sdowly closes his eves and lifis
his left foot,)

AMERICAN GIRL, Well then?

[Four seraphin with winegs of gauze dance among
| gsof g 2

the Mowers. The young Ladies of the city play
the prane as it viding bieyeles, The waltz,
the moon. and the canoes make the precious
heart of our fnend tremble. To everyone’s
great surprise. Autwmn has inviided the
oarden, like water into a geometrical sugar
culye.)

BUSTER KEATON, (Sighing| I would like to be a

swane, But I can’ however much 'd like to,
Because: where would I leave my hat! Where
would T leave my Bintde bivd neck and on
moird neckne? Whar a shame!

A YOUNG GIRL with o wasp waist and her hair in

a bun comes alone, ndhng o beyele, She has
the head of a mightingale.)

GIRL. Whom do I have the honor of addressing?

BUSTER KEANTOMN. (With a bow) Buster Keaton,

The GIRL faints and falls from the bicyele. Her
striped legs tremble inthe grass like dying
zebras, A gramophone plays in a thousand
shows at onee: “In America there are Night-

mgales,”™

BUSTER KEATON, (Kneeling) Miss Eleanor, par-

don me, it wasn't me! Miss?! (Quiethy) Miss?!
IMore quietly) Miss! (Kisses her)

(O the horzon of Philadelphia shines the glowing

star ol the police)
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MONDSPIEL

BEY LOTHAR SCHREYER
TRANSLATED BY STANLEY RICHARDSON AND ANJEANA HANS

Lothar Schreyer was a dramaturg working at Hamburg's mainstream Deutsches Schauspielhaus when the wild cur-
rents of Expressionism led him to attempt his own version of expressionist theater, Schreyer began to see theater
not simply as un opportunity to perform text with actors, but as “the spatial means of artistic expression: form and
color, and the temporal means of artistic expression; sound and movement.”™ Schreyver started a theater in Hamburg,
the Sturm-Biihne ("Storm Stage™), where from 1919 10 1921 he produced plays relying on masks and over-life-

size puppets which he designed. Schreyer came to believe that theater should be o spiritual and communal rather
than commercial endeavor, and his performances wok on the faver of mystical cult riwals. an approach which
continued in his productions at the Bauhaus in Weimar, where Schreyer was the school’s first theater director.
Moon Play (Mondspiel) premiered ot the Bavhaus in 1923, using life-sized puppets (designed by Schreyver) and
actors in abstract stage designs, but Schreyer’s cultic, anti-technology mysticism was too much for the Bauhaus
studems, and he lost his job. Schrever continued his experiments in theater for the next forty years, attracted o
Christian mysticism and, at some points, National Socialism. but always convinced of the possibilities of puppel

and object theater. He died in 1966.

Man: | am the moon /2 Moo s mv Sell /1 vise silently /
Come along /A Dream tree waxes /4 Gaze Talls tlirep s
the wordd /7 1 wander all onver the waorld £ Mouth sings Lo
(o the world A World Tower blooms £ Come along £
Mile s mighu /4 'The gentle womb darkens 7 The sleeping
seed sparkles / We waneer up / Hovering we waeh /71
crvsial Nashes jumyp /£ The glowing arges surge / Sors
ever carth over acean ol oceans 4 Into the center ol the
birth / Circles dell basin rises /7 You are received / You ar
opened S You are embraced S Come along £ 1 earry von
home / Already vour blecding Blooms gold /£ Already the
Hamine abundance Nows £ Womb shimmers morst /' he
evee sees the germ ol the fruic 7 ' he mowth uncovers the
waord of the world £ Owt o the silence £ O ol the e /
Circle alter cirele swings rises solichfies £ You aroond You /
And 1 glide gleameglow 4 Unlix the border ol no shore /
]’|'|-|J]L rill people seatter /7

Man Woman: Contractons wander / Miracles wouned /
Listen exchange / Home 7 Open widen 7 Flee v £ Seat-
ter gather £ Seeds stars S Deep carth /S Dreopodrop /£ Home /
Lesave loose £ Rocks |]:|_1,_r_\ /Streaims ribbhons/ Heasy earth /
Hearts Ball £ Lves weep / Breacihs glow 4 Chalices fill / Sear-

ter seeds £ Gather seeds  Dall stars dall /4 Home /7

Man: Mine is night / Mine is conter 7 Mine is reversal /
Wiiken watch « Your hooar / IJ|||1|.|- able without plea S
Buorn vour heart / Shine resplendent / Clear vow Pt /
Become star=like / Stars heam mto the carth /

Earth orlats in me S You beann S Flowers over animals over

humans over S Out ol vou orbin all the heavens /

Fam you / Feet surmounting hell 7 The alllicted howl /
Cleave paths without error /4 Pale Gices Liehten / Yearn
vearnings / Incessant blows Trom a bammer / Dig
canyons S Forest fetered /7 The breath Blows Lunent oul

+|1I1|||' \,;Llil\ ¢ |'||¢'nu':lll vors Lo the ocean / 1{”" WS
sLE 'III.lL'.i III.|II.||.1' ."r. IJi'Hllill' i‘l'lllill' [N'l '|PII' s I.-“lli'r 'Ul'l'-"'.
You ceali o the ring ol the lieavens yvou £ Heaveneireleed #

Heavenloosed / Owver vou & Chvoun /S

Man Woman: [oevotten b / "\|lil|-'r1 ocean /S Umbouand

beanicls £ No ||;|I.l:-1ﬂ\_\ fTutters # No hlossom

withers £ Woe S ||l_[||l Ireim I||r1'}|'\ i l.lh ||'.||':'_'|I'.|IJ|I' ]I!-
surmountable / My heart glows /4 Your heart’s e

looks /£ You womb £ We / Waking remembranee / Find
what is lost / Devored growth £ Sccretly marry & Abun-
chnee Tullills / Quenches the Dame /£ We carry the belowed
liehit / the ligla love £ Without t[l'Lt-|J[L|r]1 L Ulntorgotien
lowes / Lowe emptiod out / Chrry carry £ We /S

Man: | the light of the nieda £ The darck human glows
within e 4/ Warnl weeps insolt heds £ Pravers halilile
nuecdly / Sull children hanger on the carth /Sl old men
dliv: e the trost ol the ity / Far is the sun /4 All the stars

stll sleep £ My vas Dow o the thisey 7 My blowing leeds
the hungey / The burdened T inte heavens 7 My light
trnshieures the sick / The prisoners T untie /| loose Tove /
Al red hands sleep /Al teed Teet rest /4 Teer of all helpers
bring glad tdings / Hands of all helpers console gricl /
Winderer wake /£ Dreamen rest vou £ Rest wanders S Peace
prace / Peace forall / Heavenly peace /
Heaven over Barth £ Lacth in Hegven 74

Farthis peace S

Man Woman: Born low / Resurrected / Punfy Punby /
Ampliudes soomd £ Somg of e heighis / High e /
World reverse / You / Avsencarisen £ Lot us Jove éach
other / Peace 1o us /7 Let us Tree omes he glad /£ Choet oy /
Cuiet suitor /4 Al the world released /- Light love / Tn deep
might 4 Do thwe sdst ol carthvs mohi £ We love you /7 YWe
tlomimate vou 4 Peaee to vou /Y
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Woman: | am the Mother Vivgin 1/ Flower ol pure
wonnih /1 bear frait £ 1 heal von /1 carey vou tenderly /
You hald me in vour breast £ To yon 1 sing the joyous
song /L am vour heart £ See seer listen /£ Lean vou into
voursell” / Koeel down before vou / Embeace me quictly /
l'\]] I|I|' "\” ||'|:'”nh[‘l'\,lh'r;l:h
Blaom / The sleeping enemies smile benignly / The hater
L';i.'\?\-l"ﬁ lkli' ]‘til.“":‘l .‘r ]\.‘.1'1 [RIN T i.ll'(l 1t }!lll 'Ill’l'. hIRIHY .‘ll ‘i;:lll Ii]él."l'

.1T'I'i|'|l!'|f'\ FLE :II'I'I'.;IIJ'B, \'il!'lll 7/

iy heart S Merge with all the world £ Seatter seeds of
hght / Secret sparks sink in the breast of the fallen 7/ Colleer
the lost / Cleanse your dust /2 Glow in voursell / Healing
womihy / Hn|‘|-.' wormb / Swarding misis pass away / Growns
arbin brght / Between evening and morning comes felicie /
O vor mouth the kiss rests /£ Uneer vour (oot the frai
germinates S Ot o vour waormb Tairns the sy Blossom /

Beloved world 4 Heavenly virgin / Lovaing eavth £ Heavenly

Mother / Aceept / Give voursell / Embrace the creatire /
I}tl RN Jl'l['lll J'i \" JJI"IIJ'"“\ 'l'\'I;1 cIII'I' llI‘!,' ! ”l' L0 A e i.-

M the poor believe already / Heaven is new /4 All children
love already / Earth is new / Give birth 4 Born wo mie /
"1”[1 \'ll-llJ Wi Ill!l]l .I‘r 1 FIRLANE | 1y ”IIF'\.\. Jf | E"tl' ll]} l||l|l||||

e |\||1|r||= 4 Ligla v r\1|u1|.u I B | rises Lhe star /| mhl
descends / Munkind glows £ Love glows # And VOLE YO
are / You and W  Your arve vou /£ N vl S

Man Woman: [n oll the worled / Decp into the stone /
Dyeep into the dust / Stardust Earthstone blows / Beam /
H|]Jit]l:'i‘- Clonels Hedaven / '['lJl'nqu]l the Spee o .IIEIIHIIIE_:"lI
the grotends Z Fill empriness / Empry ones Gall /£ Roars the
abundance / Beam /7 All hearts grasp £ Blood shattered /
Bram decaved / Sowe deep deep birth 4 Awesiruck S/
Beam //

Man: Upwards //
Woman: Downwards 7/

Man: o all enels 7/

Womamn: Hell and heaven /7

Man Woman: Human of the carth //

Man: Circle cirele /
Woman: Awaken wanderer /7
Man: S //

Man Woman: l.icln #/

Man Woman: | bear /4 Death and life /2 Al vonesues

Tame /£ All eves look / (J|1:'I1r¢i breast /¢ UL ned woimh /
Sivtless sinmers £ Seatter rops Stnmners £ Seeds Biless /
Comavrds grow /4 Guards stand 7 Guards announee £ Coaards
Beam £ Guardinns atend £ Guardions judee £ Dillieah
it/ Lowve with no eleive / Laowe with po oz Divives
the wheel of the jodee / Judses haman love £ The judsee
lowes / severe Judae / Beaming judge £ Judae jodaer /
Break on the wheol broaker & Touem mrner 4 Beam beamer /
Chivele civeler & Lewe ]ij_[lﬂ 4

Man: Bond voursell” //
Woman: Sucrilice yvoursell //
Man: Prepared //

Woman: Cuonceived /7

Man Woman: Forall /7

Mamn: Wi ruise //

Woman: We cleanse /7

Man: We change //

Woman: Decpinus //

Man Woman: Sucrilice saciilice £/

Man Woman: Come / he one whe calls calls movon /
e O the caller £ Your heart hstens i v £ Onee VL
listener / Strip ofl the hurden / Put light o your (et /
Enter into voursell’ / Open is the door /- Come home /
Heaven womb of the world /4 You iitdle homiankind £ Yoo
child of stus /4 Drink the elear milk of the moeon £ Vieginal
Mother imbues you benignly / Play in the hair of the heav-
11["\ wionmnin Pl wrls roll about on 1.|‘1: carth / Rest e ntl
i Ih( Imrh ol the (i{]]!h.\. / l]lnp.x rise e lile / Hold in
voursell child-like / Trast of the loyal £ Religious human /
{dut ol the imentation of humankimd / Set loose lowe /4
Woman: ear solver //
Man: Humun #/
Woman: [icht in nigla //
Man Woman: MAwakening //
Man: You inovon /7

Man Woman: Deep our ol von //

Woman: Be vour von A/

END
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Looking for a Monster:

INTERNATIONAL

The Discovery of a Young Genius from the Holocaust

by Gary Friedman

Terezin (Theresienstadt in German) was a fortress town sixty
kilometers north of Prague in the Czech Republic. During the
Second World War, the Nazis converted it into a prison and
Jewish ghetto. Created as a propaganda blafl, Terezin was
promoted to the world us a “humane selution to the Jewish
question.”

In fact, of the 130,000 Jews sent to Terezin, fewer than
32.000 survived. For its inhabitants, it was a thriving transit
hub on the road o extermination. But under the harshest of
conditions, prisoners in the ghetto created unigue literature.
music, theatre and art. Described as “dancing under the
sallows.” cultwral resistance was virtually the only weapon of
the human spirit. Of the 621 performances at Terezin, only a
2.5-minute film remains. Nonetheless. many texts, drawings
and songs were miraculously preserved.

| am a puppeteer and Hilm maker, originally from South
Adrica. and now based in Sydney. Australin. In 1999, while
researching in Jerusalem, | discovered a prophetic puppet
pliy written by a thirteen-vear-old boy in Terezn: a writer,
poet and aspiring puppeteer named Hanus Hachenburg, The
play was called We Are Looking for a Mopster, and i is an
allegory of cruel life in o camp, in which Hanuos revealed the
lies behind the facade of events taking place i Terezin irsell,
The play was never performed!

[ found Hanuos's play attached to a file containing 800 pages
of Vedem (Crech for “in the Tead™). a handwritten magazine
created by children in Terezin, which was read ou loud in
the bovs” dormitory every Friday night. Hanus, one of the
magazine’s main contributors, wrote We Are Looking fir a
Monster Tor o Vedenn contest in 1943, the year alter he was
imprisonged in Terezin, but nothing more about the competi-
tion or its resuls is known, The following year, Hanus wis
murdered at the Auschwitz-Birkenau death camp.

| had to confide in someone, so | confided in paper.
Paper is silent, it can take anything. | could pour out my

anger, | could weep,and | could rejoice.

Let me live till I'm too old to suckle the breast,
To fight like a man in this age-old struggle

| want to live! I'm hungry, | thirsted after knowledge. ..

~Hanus Hachenburg, 1942, Terezin magazine Yedem

In We Are Looking for a Monster. Hanus looked behind
the lagude of events taking pluce in Terezin to show how the
Nuzis created o so-called “Paradise Gheuwo” which allowed
the world 1o believe that their “Jewish problem™ wus being
dealt with in g most humane way,

According to Jerusalem writer Elena Makarova, who has
written extensively about cultural life in Terezin, We Are
Looking for a Menster <is an allegory, in which the King
Hliterate Trepresents the supreme power of anation at risk. In
his desperate attempt to retain authority, the king decides 1o
Irighten his people into submission by constructing a monster,
using the bones of his older eitizens.” Makarova explains tha
Hinus™s parable had o direct connection 1o the daily lives of
children in Terezin: “Hanus's ideas.” she writes. “reflect the
cruel circumstances ol his briel lite. In Terezin. children saw
their grandfathers and grandmothers lying cramped on straw
miattresses in dusty atties, then dying of disease and starvation.
Their bodies were carvied along the streets i carts,”

In the play itsell, o shrewd lew, Mordechai. embodies the
idea of Jewish selt-rule, and says to the King: "And now, my
King. let me serve you body and soul and collect all the bones,
skins and rags in the whole wide lund.” The character of the
Minister is probably Hunus's vision of an 88 officer of the
Terezin Kommandatur. He says to the King, “Your Highness!
I will set up camps where people will forget how to think.”

King Hterate | himsell is an allusion to Terezin's camp
commundant, His reply o the Minister is, “We don’t need
non-thinking people — we need thinking ones — the way [want
them to think. Otherwise whom shall T rule in my old age?

Menster's first pages were written calligraphically, but the
last two pages reveal nervous haste. Some pages are numbered
incorrectly, Having his own transport date declared, Hanus
obviously had no opportunity o elaborate the stvle or finish
the plot.

At the end of his play. Hanus presents us with a dance o
Death. during which the King and Death blume each other for
the fate of the empire. But while the King and Death argue
about who is responsible, a small boy, Jenichek, says, “No
one is 1o blame!” Jenichek understands that neither the King
nor Death are ultimately suilty, since they wo are victims ol
i terrible Fate. Life 1s a eireus: a fareical show, unjust and
brutal.

I'he end of play is. oddly enough, its turning point. A
character called the Jew declares, “End of performance. We
invite you again tomorrow at twelve o'elock, Entrance free!™
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But why do we have to attend this play again? Why at twelve
o'clock? And whal does “Entrance Free™ mean”? According
to Elena Makarova, it can only refer to death, since any “free
entrance” at Terezin certainly did not lead to hife—it could
only be an entrance to hell. “Child, poet. prophet.” Makuarova
calls Hanus: “his prophecies come true much too quickly. The
Monster whom Hanus tries to denounce in his play, comes in
the enteance is free.” Inhis play,
Hanus saw that history is made up of repeating events—aircles
capturing the universality of life under totalitarianism.
Since discovering the play, 1 have been on a journey Lo
“lind™ the spirit of the young Hanus Hachenburg and bring
his play and life story 1o the world. As a puppeteer and film-
maker, myself on a life journey. D iavelled back o the Crech
Republic in 1999 1o find my old Pupper Master from twenty
yeurs betore, He gave me anold puppet bead and symbolically
placed it on my head so that [ became the charaeter: He told

person and drags him along

me the head “came from during the war,” [ heard him mention
the word “Terezin™ and it immediately made me feel that the
puppet head was one of the characters in Hanus's play.

This started me onmy own journey with the puppet head,
hack to Terezin, where in the museum | found the original
play. at the back of an 1ssue of Vedem, handwritten by Hanus
SiXly years ugo.

I then returned to South Atrica and wrote a play about
the lives of two puppeteers. Hanus Hachenburg and mysell.
and how we meet sixty vears later, across the barriers of tume
and space. This was performed lor the Tirst time ad the South
Adrican Jewish Museum in Cape Town. in 2000, Soon aler
this. I moved to Australia, and two and o hall years liter. I've
decided 10 continue my work on the memories of Hanus, |
onee again began collaing the archival documents T had col-
lected and decided to start making a documentary hilm about
his lite and work and about my journeys w find him, There
have been many uncanny links uniting mysellf with Hanus
that will be revealed in the film,

[ have only recently completed the extensive shooting :ind
interview process. Between 2000 and 2006, 1 have Tilmed
interviews and found archival sources throughout South Af-
rici, Israel, Australia, Poland. the Czech Republic. the United
States and Cunada. Experienced Australian [lmmaker and
producer Rod Freedman and 1 are co-producing a one-hour
television documentary using all this material. Hanuss puppel
play is being interwoven with the other elements. so that by the
endof the film. the audience will have understood something
of the experience of Terezin through the writings und poetry
of this talented but doomed voung visionary, Here is but one
child who was lost. Who knows what he may have contributed
had he survived? And what of the millions of other children
lost to “the Monster?”

In 2004, there were exciting developments in our research.
With the assistance of the director of the Museum in Terezin, 1
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first traced Kurt Jirt Kotouc, a close friend and room-mate of
Hinus from Tereein, who stll ives in Progoe, We [ilmed an
interview with Kurt in September 2004, which gave us deep
insight into Hanus's life. We also discovered another great
artist, Yehuda Bacon. who also shared Room 1. Block L417
with Hanus in Terezin, Bacon. who now lives in Jerusalem,
gave us his interpretation of Hanus and described the Friday
night meetings of the boys in Terezin L 417, where they
read aloud their weekly 1ssue of Vedem, and Hanus became
i short-lived star.,

With these crucial interviews, invaluable insights into
Hanus's lite have been provided—a depth unparalleled by any
other footage available so far. We have now traced more of
Hanus™s room-mates—Ifrom the Jewish Orphanage in Prague:
froom Room 1. Block L 417 in Terezin: and from the family
camp in Auschwitz-Birkenau—who survived the war and who
still carry the memaries of Hanus and his co-writers. Five ol
these “Birkenaw Boys™ arc stll alive and living in the United
States and Canada, and we have recently mterviewed them,
discovering o wealth of new and invaluable archival material
and invaluable information about Hanus and his colleagues.

In the Czech Republic. | lilmed my eighty-vear old Pup-
pet Master, Honsa Dvorak, just before he tragically passed
away last year. His gift of the mysterious puppet heuad was a
catalyst for my search. Honsa provided « personal link and
a perspective on the use of the puppets and the nature of the
play. Lalsointerviewed Dr. Jan Munk, Director of the Terezin
Museum, who took us into the archives to show us Hanus™s

original writings.,

In September 2004, we filmed once again in Auschwitz-
Birkenau, documenting the remnants of the Family camp, and
the gas chamber of Cremutorium No, 4. where Hanus and the
other members of the family camp were murdered late on the
night of July 10, 1944,

Two months later, while interviewing three of the surviving
“Birkenau Bovs™ in Melbourne, Australia, we discovered a
diary (“pamutnik™ in Czech) which Emil Kopel had hidden in
the bottom ol his wardrobe [or the past sixtv-three years. The
patnednik revealed texts the boys had written while iving in
a Prague orphanage in 1942, just prior to their deportation to
Terezin on October 24" of that year. Hanus and twelve of his
friends had secretly celebrated their Bar Mitzvah ceremony
in the orphanage. and (o commemorate the event. the boys
wrate dedications o Emil in his diary, and Hanus contributed
one of his short poems, This document brought many of the
missing pieces of the puzzle together lor me

The Holocaust generation, sixty years on, is all but dis-
appearing. and it 15 an invaluable resource for our hives and
culiure o learn everything we can from them. while the op-
portunity stll exists,

The film is currently in post-production.

B
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SANCHO PANZA:
A MARIONETTE PLAY FOR ADULTS

BY
ROBERT A. BROMLEY AND AL CARTHE

The 1930s Federal Theater Projeet is, after the Little Theater Movement of the previous two
decades. probably the single most important development in twentieth-century American theater,
and puppetry was central (o its purpose. Most of the United States™ important puppeteers were
part ol the FTP. whose regional puppet units across the country ereated innovative modern puppel
shows while also preserving older forms. The FTP puppet shows were popular and successful,
oftentimes attracting larger audiences than FTP acting productions.

Bob Bromley und Al Carthe were Los Angeles-based puppeteers who had long and Tull careers
creating and performing marionette theater. Al Carthe was performing marionette shows based
on Chinese fables as early as 1928, According o Alan Cook. Robert Bromley worked with the
Lamous Yale Puppeteers and the Olvera Puppeteers (both companies located on the same block on
(Mvera Street) in the early [Y30s. Bromley became director of the Federal Theater Project’s Los
Angeles puppet unit. which, according to Gregory P Williams, produced about ten shows [rom
1935 10 1939, including Petrouchka, Don Quixote (using the same puppets as Sancho Panza).
Snow White, Captain Kidd and The Marionette Parade. a variety show which included portrait
puppets of W.C. Fields, George Bernard Shaw, and other luminaries,

Alter the demise ol the Federal Theuter Project, Bromley comtinued his work as an active
member of the Los Angeles Guild of Puppetry. and edited its publication Puppet Life. According
o Alan Cook. Bromley also performed to acelaim in France,

The Tollowing excerpts from Sancho Panza are taken from the complete scripl. one of twenty-
five Federal Theater Project puppet plays now housed in the Harry Ransom Center at the University
of Texas at Austin. — JoHN BELL

Noste [Ty Browndew amed Clarthe ] "Uhe voelerbying Geea ol ihis plav is the saome as the original
Clervantes idea: that s, DON QUESOTE s wosaeal o dignilied Beure, surrounding himsell
with a series of ridicnlons charaeters and adventures, most ol them produces ol his own -
ration, In earrving oul this original idea aned popular concepion ol the characien DON WTT-
NOTE, here is a real man, nota puppet: and the knights, gtans, deagons, pigs, eres, really all in
his imagination, constantly surround the human QUINOTE, They sit an his shoulders, stane
an his up=torned Tand aod shide deswn his lees, Mose ol the bosiness in the play s implicd in the

serp, rather than detmled deseripions ol cach move given.
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- ACT TWO --
SCENE ONE
PLACE: A held m che Clounm

AT RISE: Before the curtain rises, the same Luughier from the HOUSEREEPER. Curtain opens
dr.u|5, s |||«im_'| i wi!ll]ﬁl' CNLeTIO |.||-_-| cuton tree mothe conter ol 1 sLiLLT, .|.'_{.Ii||=! the
evelormma: Beneath it Don Ouixote, the veal man in the saame old battered armon is siretched
out, sleeping, He snores,

DON OUIXOTE: (As the lughter dies out, he wosses and hall mumbles. A bee hes down aned an-
nowys him, He Ooally awakens aned vawns broadlv as be does so; SARNCHOY comes ranmng m,
shisuing:

SANCHOY: Good morning, Master! The s is higdy i the heavens ane thow o acthis momem

.|hi|'tilll'_'..

DON QOUINOTE: “Tis true. Sancho. bue D have Tad aovery bad dream imdeed. D seemed o hear e

VOee ol ey swaeel Doiletea.
SANCHO: Hurrav. .. huarray.. ..

DON OUINOTE: But, want. Sanche., she was non aving me ber Bilessinge as is the castonn ol B
maiclens to their knigli-crrant buot do o vou knose Saoncho, whan she o was dome?!

SANCHO): No.aoeano. e Juoaps upand down

DON QUINOTE: She was Bwghing e me

SANCHO: Laughing. . .?

DON OQUINOYTE: Making Tun ol e il yonn will,

SANCHO: Ahomiasten han i indeed acsaancion o be remedied inmedinnely

DON QUINOTE: Youare vight, Sancho, and my dream convinees me that I must send (o her this
letter 1 havee wrnen,

SANCHO): (Quesaoningly) Sened.. oo heer!

DOXN OUINOTE: Yors. ...

SANCHO: That means me, 1 suppose!

DOXN QUINCYTE: Prue, Sancho. and this s wha 1 hiove writien

His veadst = Most high and sovercign Jacs. T areer thee, Twho son stabbyed by the poing ol ab-
sence and prereed by the arows ol love . do ask thy blessing: Thy Blessing onomy journey ol
chivalry, 1 thy beaoey despises me, i thy discBain sl pursoes me, Tshall always suller under

0 ETRRTT L TR THYAN "'.ll. '_'IMHl -\.I'Jlli,ll'_ Sonvcho, sl tedl thee, ol Bae omee, torwhae estate T am redoeed
on thy account, W be thy pleastre o relieve me, Dann tnne, ol nots ado whant seemeth
gond w thee, lor by my deadh [ shall ae onee appease dw eroeliv and my osn passion.

He looks it SANCHO and nods, SANCHO) also nods, QUIXCTE cominues reading: Unil
dleahe Dam dune, The el of the Waoelul Comnenanee.” What do vou dhink, Sancho?..

Roecd e this seripn s conttiniel P RN EHE WWWL LTI - nsaLorg
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Puppets and Text:

Buddhism, Class, and Censorship in Farly Bunraku
by Kathy Foley

Alane m his study, Goethe's Faust rranslates St John's Gospel
o the vermacular “In the beginning was the THnd” he writes,
but then decides, 1 cannor possibly rate the Thed so highly™
He wdes again, writing, “In the beginning was the Poroer ™
before Mephistopheles (“The spint who always denies™ mam-
lests lumsell) (Caoethe 198 12 57381 1 eie Fast both beeause
Goethe was mspired Iy Fast puppetry, and hecause words,
religion, and power are my themes,

My examples are drawn from Asia, especially Japan,
but correspondences exist o Buro-American traditions. 1
Behies e the anthoriy we IL}ikl' 18] "Lil'l'il[!!v even inomedern,
Western sceularism— links 1o old ideas of velizgious trath as

ied and eternal, Polineal powers; inspired

texctually establis
b religion, use wxts o fix one perspective of ath, Finally,
H‘xllm“[_\\ and ¢ u'l:h|r|'~||i|a,|l':- linked.

While the genesis of puppetry in Asia is complex, |
believe correlations of the Word of Gaod, the power ol

i

ass, and the spivic thar denies are partdy respansibile for
creating strong text-based puppety in countries like Japan,
where relimion and polites molded puppetry to ereate works
ol enduring value, The tesis in Asian |i|[[h|}l'||’ii'\. are olten
considered their sreatest streneth (lor example Kamban's
eleventh-century Kamayana or Chikamatsu’s cighweenth-cen-
tury bamrabn seriprs ), and while they have ]n'nlul:lul pres-
ervation elfors, they have also delimited the movement of
puppet genres woward modernity,

In the Beginning was the Word!
RELIGION AND TEXT

Where traditional puppery is nol the |1-u|'\'i1-1.\ ol rablle-
rousing jokesters and CYPsy 1|n-l||-||||||¢-|'n._ there 1s a relation
hetween religion and public display: Solomon and Sheba
puppets of the Renatssance faivground, Christias e|i.~:~|:l.ly.-'
ol Eastern Eur e, aned even Christian puppetry ol con-
temporary America are Western examples of religious pup-
petry. In India, puppets present stories o Vishnu or Shiva,
In Indonesia, puppeteers are associated with the wall saines
ol Islammizaton. In Japan, puppetry begins with Buddhism,
."Ul.'\- |I||'\." III-'||'|E 1‘“““!1 icl. Illlllll'
with rehigion, Until the Protestant Bevolutions
ANL-COnL L.Lu]jlllfs_“lj sl Western theatn .\i':l:r|1i||j_-_ lor acs-

morally, Anancially, and
culturally

thetic and secalar wath rather than veligious verity, Chirisi-
anity was the great ar [rtron of i".ln'u[u-.

The essence ol oath in world religions has been
comveniently condensed into texts  a Chnstian Bible, an
[slamic Koran, the Hindu Vedas, and the Buddhist Trip-
taka [“three baskets™) are examples, Texts set amorphous
personal understanding of “rrath™ w bind a larger BT

Threa masler artists from the Japanesa National Bunraku Theatre demanstrate

manpulation of & hgure. Withou! the ammar, the manipulation tasks of the artists

can be saen more clearly pholo: K. Foley

and last throueh gencerations, Yoo due (o general illieran

or the wse of “holy™ Gand obscure) languages, religions
specialists are olien required to make texts understandable,
I'he Latin-speaking priest, Avabic-speaking iman, Sanskrii-
speaking pandil. or Pali-sspeaking biksy (Buddhist monk) were
linguistically clite individuals who through langoase come-
petence, could access the w-text, Sermons, storyvielling, and
theatee
ordinary people could aceess the truth of distanced texts,

olten puppet theatre — were modes through which
Somoetimmes narralors delivered cuttings [rom actual
religious sources, But often these were oo sacred - con-
sider recent conlromations about images of Mohamaned
or Chrstanity's recurring iconoclasts 1o see why one mighi
alter materials to make ideas less comroversial, Mivacle
stortes ol Luropean Ghrsioan saimis appeared an religions
[estivals, Istam’s Amir Himeah (Molammed's anele) was
presented by Indonesian dalare and Indian storyviellers, The
Hindu Maladlarate (the tade ol Pandawa hieroes beser by
vindictive cousins ar o (e story ol Crod Vishin
incarmated wsave the world) are popalar puppet material
in India and Southeast Asias In Burma, Laos, Thailand,
Bhutan and Tihet Buddhise gateda (ales of the previons
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fves ol the Buddha! ave performed in puppet or mask dis-
I?l;'l'_l"\. ][I ( :illlll.l_ ]l'-l' 1'|’”|ka\ |{i||‘__'\ l"III.III 1\11[-'\‘.“”_‘__" ;I|1:li|iﬁ
cnlightenment by helping carry Buddhist seripuures from
Inchia, Stories sheny how ordinary huamans (even those who
star |J‘| [Ttllr-ll'\l \'i:]‘l_[,]‘ .l]'1l1l|1r[| CHn ocarn ‘\.!l'\.ll[i!!ll I:I'_l |1I','I|'i|"|i|_:l
[|1l' 1lll\llll'[l_

Pupperm: with s Hexilality wo partray demons more
terrifyin
[N 8] '|'I'|.|H['Ii ||i'.i'|1 |]'|I'i.‘1'f‘ '\\.i|11 \'I.'l"lillll Wil H‘q,'l'_
medium for religion. Medieval picture shoswmen explicated
cireles al hell
'\.'i'\'llillifil!il”i, III .\!IIII_ |]i'|| \l'l'f'l"‘\ Wit [J['l""\.i'llh'l'l l‘ﬂ I{IIF[-
dhist and Taoist performers. In Chinese puppetsy, Mulian
Sanskrit: Maudgalvavana) travels 1o lind his mother, Lach
Nilaehi, who was sent o the miost groesome of hells, named
Avicl.,™ In Bali. Bime Swzcarga shows how the Meababharata
hero Bima releases his parents from hell. Even woday, these

Iiilll Fhose swe Biee 1 our evers Iiil'\_ .!ll(l |t|'|'rH'_n

s 1cdeal

Bosch's |mil|lit1_!1 i= one such wh'lllih-ii[ ateed

stories outelo Friday the 1580 i hormar cifees.

In cach of these instances, the text (relisious story
mives the performer an miprintatoe, which he uses 1o trans-
TTis Word has a

power which moes hevond Aristotle's sense ol tradie nenons.

e elevieal wexis e ae I'!\"\ilb]t' IEAES

1|J |l]t"‘ I|klll.l"\-'l_ [hl' |I'I:||il|=| b:li'!'l."l('i'” J'l']i:_‘\iillh \I]{'f i.l]i?‘]\- '.I[Ill
||||.P|H'H'C'f‘\ i\ i (I;'I'I"I'| IRRTAE] F!ll'lii1l'| "w]lll".\.‘\ FLR N |'I|'l‘~l"|]|t'l|
by lavmen. However, in Asia there 15 a historeal correlation
berween Buddhist monks and HIIrI'\.l:'”i[IL" with serolls, |-
pets or masks (Mair 1988: 17-51).

Japanese mdavre narration by the favy (narrators) of jeran
eloll thearre, or buwraku) dervives, Tike sl mask theaee, from
Buddhist storv=singing, First come the firoe (laten plaved by
bliind monks relating Buddhist narraives, who soon sang
l'[:lil'.‘\ \.\i'h ]il“li”iiﬁl ]I"_\‘\II“?\', II'I ]“F.‘)”. |'i||'|('l H:I\\:I.u’.'llrlli
Kenksvo o Tuking Kot imonks who praised the deaths ol
Hetke warmors| popularized the shamien, 2 new Okinawan
instrument. Their disciples worked with St e -fadi
religious doll) puppereers and Buddhise batoke maceashi
(Buddhist scrall] presenters, Tayn expanded vocal wechnigques
|'I'|i|1|'fl i|| PHHll:lhi?\'l 1 |I'.l|ll :I'III[ Hllﬂi [ANERIR & |'|H'l]l'| 1l ‘\|t]'|'llf"\.
The tarn held the ttle of i associated with the imperial
court, and were honared, unlike manipulators whao origi-
Fromm onteasts (Opolani 1960 214,

status ane their genea

ekl IJrf..'l'n'.l' .1|1¢! leex |HI||

oies linked them o religions truth

Lt was considered blessed o hear stores of the Amida
Buddha (sonree of the oldest pupper teses. Aanida’s ealm
Buddhi visaze was the maodel for wagofe (relined ) heroes,
Wonder and terror came from hearing of Furous Fodeo,
il _\!Ll;lll'l..l”'.l .',\_:l'n!'ill 'll'hiﬂ'll' ll.‘\'lll'i" IllI Hlllll“lll_ 1"l|f|ll Wiils
mindel for Kimpura, the ferocions hero ol earty pupper the-
atre: and all the l'.l!",i,q'i‘—lh;m—iiir hvergEain (S1rong characters,
I-Illlfflllf_'\lll |}f'llilil'|]l:|[ll'{'.‘\ WP T |4H)',_'||'|' Illl I'.|||l:|| COnexls,
finks 1o religion remained in theme Jramsience of worlely
things, icomowraphy, and singing T'he fapes” respeet for
text wats the legaey of monks who brought divine words 1o
ordinary citizens,

In the Beginning was the Power:
CLASS AND TEXT

[IJ"\E Ii\. ;||‘\'I'i ',i"\"\.ﬂl"i'.lll'l't \.'l.fi|]| ['l.IH'_'\', I.'||I‘I'.'t('_\. CRITE {'Il\}ll'il’]l‘.{l
in religion. next moves o the political elite, and texis relleer
r|1l' \'LII|'|[I'I.'i1"l\‘\ Ibl- I'IJ]E'I'.‘\, \’l'll”i' rl1l' exis fﬁl‘llfl]“ﬂlt'n[': Are
supipressed I Asia andd cthe West, the second-hest suppor
ol the artst alier religion s the patron. In Asia. elites then-
‘Ef'l'\{"\ IPl.“"II Ili'l':lll'll‘ flll' llll'l"cll.l I'I"\'l'M'Ill\lulJli' “III !JII])IH'! | e
|I|1l'll'|' ['|.i'\.\ I'I"Illl.’l'\'l.t'1[]TIIP'TE“H"_\' \'l'll||"| Alellis ||"|.;I| |]II' IR e
teer seldom found in the West.

In Chind. a nobleman who failed o pass the Mandarin
exam might find refuge in novel writing, playwriting, and
even puppetry, Zhang Yimou's 1994 film 7o Live shows @
high-class man in the early twentieth century who bhecomes
A puppercer and thereby Tives through the Communist
revoluton. 'Iheatre and puppet artists are linked with the
literacy of the lord-patrons. In_Japan, some samurai-class

authores created |11||'-]J| I lex1s, II||"t|11|t l|]l\ wrote for mer-
chant audiences, their texts o tnstll sammuead values,

The great _,lu'.l.hf.i‘ author Chikamatsu Monzacmon (1655-
17924 was a samurai. While sall called Nobomaort, he Trved
at the Chikamarsa Temple, from which he wook Ins name,
(detalam 19900 2211 He served a4 nobleman who wrote for
favae LT K g no 0 78 puppetry wis ir: msitnoning from oral-
aural o print medium, Texts, marnhon, were printed so thar
amateurs could sing//read them.

Chikamatsu wrote for fafids actors, bt then became

e first '|n'ni'u'-n'i:5r1.'|1 puppet dramatist, His [rr'u'ti-rrm'u' {tor
puppets is usually aseribed 1o the narrator/reader’s Taichiol-
ness 1o text. At the tme Aabiki was dominated b stars like
Damjuro 1. who bent text in order wo display himselt: the per
former was the thing, Chikamatsu allied himsell with Tnke-
L6 1-17 140, a chanter in the Osaka theare
where the play was the thing, and the ey did all voiees and
wonld not go Coll” book.™

Chikameso’s westy responded o the evenes ol his time
including recent gossip of the pleasure quarter] bu his sto-
ries also conveyed Buddhist and samurai ideals. The Bud-
dhist ideq o transionee was meaninglol T s saomrei in
i world where merchant money ruled. Chikamatsu is lest
known for plavs about merchani-class heroes. their hapless
wives, aned theie Tnithlul geishas, Caoght orever in the -

NILRIIER! ;if|.'|1. 1

reconcilable nexus of gif (duy) versus sigge (haman feeling),
his characters find consolation i poene mchiedl lower
journevs) en rote o suicide. During one such journey the

chanter sines:

Farewell to the world, and to the night rewell

We who walk the road w deatls, o whan should we
b likened?

Tor the st ||1. the read thit leads w the _:.-_l'.m'f.'.u'\'l.
Vanishing with cach step we take ahead;

How sad is this deean off
Septesakt, Baeene 1961 51

a chresan! | Loee Suicades vt
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Chikamasu's dichotomy of duty v, fecling sull
resonates in Japan’s Buddhist-infused culiore, Consider
Takeshi Kitano's film Oells (20027, where the hern hows
LEN |il[nlll‘l h\ |'1H'I1|'ili'|ll=|'_,_'L A1l :'|'|||]|-|I1'11':|||\. iid'\'.'1|li.|'_'|1'l”l"\'
IaAarr: iu!E_"l' "-i;'-'.-'I'J- IJHH \'Lll[ 1 ||': ll'.l] [ I|i|l.‘\' LT III'I.I ||.!.‘\ \Ill..
firreel aomental breakdown, e retarns (ool The Liners
micdiveft takes them throngh changing seasons towiard
||l':||||-" .lI]i”!H'HZ\'Il.‘-, III ||1(' HH:Il SOOI, |IH'I| ."-'.'a'.l,n'.ir.u'l,.ln' ]'{'F]'I'i'-
sentations hang lileless, Kitano's story: like Chikamatsu’s
|i|\.|' 3'\-I|.H'i[t1' I]l:l?.h_ i‘l H | |1.||'|.||.f‘.l' Ill Jrln’.'l'.l'.' e ||-II'I|lI
'A".IIII e |I'?I.‘i"i1'1| illl”ll] !:Il'il' IV iI'I |||.I' i | |'|'.||'3||H'1| ill
the illusive “Hoating world™ of materialive. Death is para-
el ;|||‘_. e yelease,

] |"|.'I'1.I' r'llil|l'|'| r‘l'l.'ilifl”.‘\ I]I'i\.\l'l‘l'l |i|1'1':|i'_\ i||'IC| i |.l‘\‘\_
wrs have olten been hera, ey

showing puppet aut
borres eleas from I'l'li&finn_ Pt commmuneate values via

parables drawn From Dastoary or lile, vather than religions

aebras: Story aliens commoners with arstocrats” valoes,

The articulated hand of 3 e (punraku-shda) puppst, From the caliection
ol the Imada Mingyo Theater, lida City, Magano Frelesture, Japan
phota: Brad Clark

The Spirvit that Alwways Denies:
CENSORSHIP AND TEXT

Texts are secso that repetitons [all within definiwe
Boumeds, Written tesas allow censors wo contral whi is
satcl, Governments that are nervous demand wxis in
order o monitor them, France’s Louis XV England’s
Walpole, and many others knew this, Japan’s Tokugawa
gowernnent also imposed siict controls, Censors re-
quired puppet seripts be distaneed from the real world,
so events had o take place inpast worlds fseden ).

Take Chlushangnra, a play inspived by a 1703 event,
Somme st (mastertess samurat) exceuted an oflicial who
cansed their master’s death, and were ordered w coms-
it sefneda | ritual suicide ), Japanese were amazed thi
the samuran ethie lived on e the bourgeors-clominated
cieliteenth century. The lirst pline appearmg two weeks
alter the medent, was quuckly banned, even though i set
the incident in the twellih Ceniey,

Japanese puppet theatre rich. 1

In 1706, Chikamatsu wrote a PUPPHT Version sel i
adourteenth-century world, using Lord Morane s vil-
Lvinee A T8 bt version by Thkeda Baumo and others
claborated on Chikamatsa and set the text eternallv. Kb
Fserrromvedd this Prupxa [ LR Ili iI_ Y||l'.|_t|u\l,|L| - |,|:|i' leaeler ol
the ronin, takes the :]'.l',;",;'i'l' ronw his cloomed master ar his
sefipkee as a remembrance, He deludes his opponents b
drinking with geishas, and reassembles the rag-tag o, In
the linal seene, the disparate men linally come tgether in
|=-:'I'II:1'I |r|':||'l, i!li'il .||i_*_l|lll'|l.|'ll1 |I|-u I||1' !I'||l'[‘ |||. |||I'_IiLl]i|[|1'\.l'
:|||||\:|h1'1'
The seven men seand in a row, the leters on their
cloiks spelling ou epu-freeai=fo-fi-tn, | Clisingira, Reene
971171
Letters are no longer random but ordered by the poet,
thives making sense of the universe. Sounc, narvative,
menall aligned o show the power ol ext.
As a * lourcenth-century™ wxt/story m prinse of
sanuran values Gand thus no lomeer an attack on the eonv-

crnment |, Clhingoa became acceptable 1o ralers an
percnntal work ol Japanese herature, untl American lorees
cepsored i e years alte World War L Generl Do

Lis MacArthur was alvaid imperia

sty would use the play s
propaganda ggainst the Alled oceupation,

Texts allow artistic structure and polish that are i||||:q|~.'-
sihle i oral theatres, Textual q'|||:||:-u~\i|in|'. opened new
possibilitics (o Japanese puppetry, but it carried hag-
gage, Becanse ol its associations with religion, text defines
“truth,” The litevacy ol Buddhist monks |lt'|Pi'lE lo create
the authority of text, and rulers then patronized text 1o ce-
ment ther control ]Iq_f.lp;ut. samural such as Chikamatso
authorecd Juppel texts which conveved class values, Cen-
-||I'\.|I'i]| |ii'|!|i|||:|t'n] lexis s lonls 0l ln]tll'u], .'|||l| ']'-|Ll.|.'_{.|u.|
censors tailored texts o their requirements, prompting au-
thors to think Inl'l'.I]lhill'iq';1||\.' i order to cast current evenis
e Sworleds™ ol e (RHEL

While links to religion, power. and eensors have mace

1y hinve also made the
genre more conscrvative than homan theare |"|||1]n try hias
texts ol preolouned beante buat the fays delimited repertoire
lvas macle puppeiry slivweer 1o r's'-|1r:[|va| (o moclernizaton.
which is hetier represented by many voices and diltering
Lakes on il
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A. A SHADOW FIGURE FROM
TRISTUTI'S PRODUCTION OF
KILATBUWARNA. [rPaGE 28/

B. DALANG TRISTUTI RACHMADI,
THE PERFORMER OF KILAT-
BUWANA.

C. THE HEAD OF A JORURI
(BUNRAKU-STYLE) PUPPET.
FROM THE COLLECTION OF THE
IMADA NINGYD THEATER, 1IDA
CITY, NAGANO PREFECTURE,
JAaPAaN. [rPAGE 22)

PHOTO: BRAD CLARK

D. A MUSEUM VERSION OF THE
TRADITIONAL STAGE OF A SYRIAN
KARAGUZ PERFORMANCE. FROM
A POSTCARD IN THE COLLECTION
OF FADI SKEIKER. [race 38]




A. POLICHINELLE AND PIERROT,
FROM POLICHINELLE PRECEPTEUR.
frRAGE 34]
PHOTD: PaAsSCAL PRUVOST

B. PETRUSHKA AND THE GYPSY (WITH
HIS HORSE), FROM A TRADITIONAL
19" CENTURY PETRUSHKA SET.

{PAGE 2]

C. GoBO, FROM FRAGGLE ROCK.
™ B D 2006 HENSON [PAGE &)
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UNDED BY
RUMENTS OF
E, OPERATING
USTER KEATON
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SAGE Fd]

ALL WORKS'
3|SODE NINE!:
HISTORY FLOATS
‘Us OF GREEK

SKETCH, AND

- LIFE-SIZED

A STOOL) FOR HIS
OF MONDSPIEL.




A. BLAIR THOMAS, SURROUNDED BY
THE MECHANICAL INSTRUMENTS OF
HIS TOY THEATER STAGE, OPERATING
CUTOUT FIGURES OF BUSTER KEATON
AND AMERICAN GIRL. FROM BUSTER
KEATON'S STROLL. [Face (4]

PHOTO: ROB LONG

B. SceNE 1 OF GREAT SMALL WORKS’
TERROR AS UsualL, EPISODE NINE:
Doom! THE ANGEL OF HISTORY FLOATS
GENTLY ABOVE A CHORUS OF GREEK
ACTRESSES. [PAGE 8]

C. LOTHAR SCHREYER'S SKETCH, AND
A PHOTO OF AN ACTUAL LIFE-SIZED
PUPPET (STANDING ON A STOOL) FOR HIS
BAUHAUS PRODUCTION OF MONDSPIEL.

FPAGE T&/)




A. MURRAY LEVY AS “THE MAN" IN A PERFORMANCE

OF BREAD AND PUPPET THEATER’S A MAN SAYS
GoODBYE TO His MOTHER, SAN FRANCISCO,
1968B. fPpace 4} FPHOTO: G. GSCHEIDLE.

. PUPPETEER GARY FRIEDMAN WITH EMIL KOPEL,
A HOLOCAUST SURVIVOR, WHO WAS A BOYHOOD
FRIEND OF HANUS HACHENBURG. [FaGEe 8]

GARY FRIEDMAN OPERATING “DEATH" AND “KING
ILLITERATE | MARIONETTES (WITH SHADOW
PUPPET BACKGROUND) IN THE FIMAL SCENE OF HIS
PRODUCTION, WE ARE LOOKING FOR A MONSTER.
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KILATBUWANA

AN EXCERPT FROM A WAYANG KULIT PRODUCTION
PERFORMED BY TRISTUTI RACHMADI, UNDER THE PSEUDONYM OF SURYAPUTRA.
TRANSLATED BY DANIEL MCGUIRE AND LUKMAN ARIS

The Javanese shadow puppet theater, or wayvang kulit, is a
unigue form ol theater that has been the subject of a great deal
of academic scholarship., Missing from the scholarly canon,
until farly recently ', have been tanshated texts that would allow
non-Indonesianists and interested western puppeteers o gain
an appreciation of the form’s narrative tradition. Much of the
problem stems from the difficulties of the Tavanese language.
which has several speech levels that are difficult to transkhite into
English. Stll. if one wishes to gain an appreciation of this furm
of theater beyond rhapsodic musings that the wayang kulit's
Hmpressive, evocative, visual presentation engenders, entering
the lexical minetield of translation is unavoidable.

Typically, performances are heéld in conjunetion with
weddings, hirths, and ather events, The performance
translated below, however. was spectfically commissioned in
4984 for the purpose of academic research by scholars at the
Indonesian Arts Academy in Solo, with funding from the Ford
Foundation. and in collaboration with Laurie ). Sears of the
University of Washington, Seattle. The idea of the Branch
Story Documentation Project was 1o document regional
variations of the same shadow theater story. This context no
doubt put pressure on daliangs o put their best foot forward.
and differentiate their individual skill and regional stvle Trom
the other puppeteers” efforts.

One daluang was guite literally liberated by this situation.
Triston Rachmadi had. just two years earlier, been released
from prison for the “crime”™ of holdimg membership in a leftist
artist’s group in 1965, when the military took over reins of the
government. murdering up to a million innocent Indonesian
citizens i the process.  Afier surviving nearly two decades
under truly hellish copditions in prisons und penal colonies,
Tristuti was released to an uncertain fate — his wife and children
had enmgrated to Australia, he was blacklisted and unable to
make a living as a puppeteer. Tristuti was chosen as one of
the eight performers to be included in the Branch Story Project
because he was known to be a greal puppeteer and had been
recognized as such by Indonesia’s hirst President Sockarno. The
day of the performance. one of the Academy’s administrators
beeame nervous about Tristuti’s performance and tried o get
it called off because Tristun had been a political prisoner.
The organizers had to go 1o the Muayor of Surakarta o get
the permission to hold the performance in the interest of the
historical documentation.-

The perlormance excerpted here was Tristut™s first in
public since 1965, He did not squander the opportunity.
Kilathuwana is not found in the Mahadierato, Iis a“*branch”
story, which takes churacters from the Indian epic and puts them
in a decidedly Javanese narrative. The basie story involves a

mysterious, charismatic wise man that wrives in the kingdom
al Astini, and becomes a teacher to the Pandawa and Kurawa
brothers. In this scene. carly in the performance. Kilatbuwana
establishes his intellectual and spirvitual authority by presiding
over o Q+A with the assembled roval characrers. This situation
is mirpored in the context of the dulang’s relationship with
the audience: having been called 1w perform for perhaps
the toughest audience — his peers, students of puppetry, and
academic experts — Tristuti had o deliver the goods or risk
public humiliation.

The central challenge of any wayang performance is
embodied in the oxymoron “conemporary tradition.” A daliang
must somehow make the ancient traditional form relevan
and meaninglul to a modern audience. A superficial way ol
doing this is 10 make an oven reference o i current event
that resembles the ancient myth being told.  Another is o
acknowledsze that the wayang is. in fact, an anachronism, and
‘play” with that ides — for example, having a clown character
pull oot a gun and kill an ogre.

More difhicull. and more meaningful. is to use the
timeless, ancient torm ol the wayang o hold a4 mirror up Lo
the lives of the audience = and connect their condition with
that of the ancient heroes ina way that deeply resonates. In
essence, the audience linds himsell in the role of Arjuna Lo
the dalang’s Kresna, who, in the Bhagavad Gita, strips away
the illusion of time to reveal the continvom of the human
condition, freeing the hero o act in the name of honor, ethics
and duty. and not merely in reaction 1o the mirage of “current
events.” Adalang will o back and torth, pushing and pulling
the uudience from a timeless and meditative state of mind o
self-conscious realizations set in the Now,

This translation atempts o rework o highly seylized
form of Javanese into readable and evocanve English. This
requires the literary cquivalent of pounding square pegs into
round holes but hopefully the reader will get something close
10 the puppeteer’s original message.

For those unfamiliar with the Mafabarata, o viewing ol
the Peter Brook's film adaptation would help provide contexi
and introduce the characters. There are alse o number of
videotapes available at public sites such as YouTube if you
have an interest in the visual presentation of a wayang. The
full text of Kilutbuwuang has not been published, but | can
offer it to interested parties (contact me al petruk | @ mac,
com), The Javanese original text, along with the audio on
CD. is also avatlable in exchange for a donation to dalang Ki
Tristutt Rachmadi.

— DAN MCGUIRE
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KRILATBUWANA

It s an anspicious cvening, and being Sl night, 11 s
appropriate o hold o meeting for the purpoese ol promaoting
clarity of thoughe Dwill give my son King Durvodans the
first chanee o ask. Go ahead and seck my wisdom, my son.

whiile 1 still live,

PURYTTIANA
\.‘I']'\ 'I.\l'”_ |H'![I.I]]‘- WO (L ‘\l]illl‘ = |i'_'||i| (R141 ||1iS
l||||"\liHH. I Ell\t\ (Cekdd I ilL"l‘iIl PO i jI(I\\ Lkl I .l|.|~!ili

chemmy and honor mdhas life!

KILATBUWANA
It s weritten that three thines are ri'|||ﬁ|'|~:|‘ iy, farte and
B iy, TV is associted with vocation. |m~il|c|1| anl

sorcial stvns, Havda velers o property, g inesis means

knowledge. "To have dignity or 1o be respected in his lite,
il it s possible, you must attain all three, or an the very
least. one of them vocaton, property or knowledge. A
lili: without vocation, property or knowledge is not worth
more than a dev teak leal, Nevertheless, there s something
more important, my son. Though one may attain a fine
cccupiation, good propersy and wisdom, e will non receive
respect il his behavior is hadl Thevefowe, wdepe, Sevte ancd 1
wwrmasis must be complemented by good behavior and good

speech evervilay,

DURYTIDANA

I s, Thank vin.

KILATBUWANA

Fheretore, in vour case, you clearly commaned respect as the
Raing of Neastinw, Cerainly vou are vichoin banede and rieh
in baneln. Rich in b means vou have many possessions,
Rich in benele mieans vou hawe ey relacives ane warrors,
Bt von munst make i <<||||'|Jl|'1l'_ My s, with wooed behavio
and RIRE b This 1s hess by atlann real :ills_tlllll':q dngl e,

it i!l\i through vour o |1|J.‘||ir:l|. [ATERICTIN Ol L|1r1\.\|i'1|!_'|i'.

DURYUDANA
1 | i .Jll'..IIlI\. WOl \.l'l':l (RRRRL II, |J1'I'.| Itlll.l!li'lll_ I'rll 1IJ||' 1"||i|l'
|.ll'i||t:.[l|.1| ii\l'lllHi:_'il. I.I'l I-'IH']II!I:)'Z]EI'H‘\I'I |I?||]E'i’i|||i|:|\".;l

arinhiers,

KILAT BUWANA

My som Yudistera, 1o von have am qsu'.\'liu!u. SO

YUDISTERA
Yirs, I o, A voue son Trom Nearmara has been given
mstght. Lo, wish o receive vour wisdom, T wonold like

.|'-l1'\I!|.]||.l|il||i '1|.11|' TR il "‘.'i”l"“'iflll I |.I.'I'|.l |I! .II.II—

NTERNATIONAL

et

meant by thae!

1“. }|,1| ‘l"|

ws for the Euu'l'_\" aned “Ckothes Tor the soul.”

KILATBLIWANA

The *Clothes for the Body™ are ot property, not line
apparel. They are concuet. actions and speech m -|,Ii|f\ Life.
These can bre aomeans by which one may attam happiness
i this Nl

YUDISTERA

I see, Then what are the *Clotheés lor the soul?”

KILATBUWWANA

Uhe “Clothes lor the soul™ are thought, sensin 1y,
chiraerer, wd ention: Cipta, or thoughe, through which
we gather knowledae, e -l'lniluih. thirough which we

consider orvaloe something, fuede, chaviacrer, theoueh which

wie control sornething, and dem, intention, throueh which

wie el Uhiose are the *Clothes ol the soul.”™ v son,

YUDISTERA
hank vou, T have Been listening caorelully, Whian von
have said is onbv a small portion ol vour knowledge, vet it

Crehes iy undlerstanding,

BILATBLWANA
Fhat will have o be enough for now, myv son. Do not expent
v manch at firvst, son.

YUDISTERA

CH course.

KILATBUWANA

Wik, whit o e Ieaes 1o sk e, son?

BINLA

[ I iy, | would ke an answer to a riddle that was onee
posed o e, “Whi should e surrendered 31 one wishes o
acouire [rends, what s thae, il thrown away: allows one

live in [} aced”

KILATBUWANA
Hla, Hao Ha! Arve you asking mie, or are you testing me,
B

BIMA
As oo weacher, Vil shouled Tae like o swell, Yoo shonled allow

others to draw [rom VORI W tschonn, Dhan't be SUS| RS



KILATBUWANA

KILATBUWANA

Alright, alright, am ready whether you wish w ask or sy
mc. oy son, since Dve been around and seen o lew things
ey e, Fhat which should be survendered in order

tor develop strong fricndships ave those personality teadts

known as anggep-angeepan. Those of this character display
arrogande, price. boastulness, idl-temper. snobhbishness,
bellhigerence and self-righieousness, Those are the
characters that people try o avoid. These people neven
participate in community activities, which is why we olien
veler o them as “loners,”™ I one wishes o avoid ecoming
such a character, my son, he should be well behaved, kind,
open o contrary points ol view, well spoken, aware ol his
own shorteomings, diligent in his search for knowledee, and
willing to help others withowt expectation of reward, As a
result. miany people will Tove hime and he swill howe mamy
COMpPanions,

BINLA
I see; Wow! That. thar was quite an impressive littde
speech!

KILATBUAYANA

-\.\rl']]_ ]"\'1' |H'l'i1. I':Ir|tf'1ili|]u Ilﬂll' (1Y el e | '|I'|I:I||t|'||,| |.'|'|'l il E}"l]llfi
old man, and T eouldn™ stand il people stopped listening
tes me | hiave to sty sharp, in case some smiart-ass punk
tries o stunip mel’

BINMA
Fair enongh. Now what i thar has to e thrown away in

arder to live in i}:';u'i"_"

KILATBUWANA

What must be thrown away inorder to ive o peace

15 selhshmess, sinee than s the gqualioy which makes a

man hesitate, worry, prejudge, get into trouble, and act
inappropriately Selfishness, defined as the pursu for
personal pleasure, is what makes us hurt our fellow man.
We forger that God s benelicent and juse 15 vou are willing
ter gain control over your passions by performing asceticism
day and neght i vou are willing 1o work hard, then yvou
will e miven peace inthis il He who less go ol his sellish
personal interests will work for the greater good. And such o
person will be pagent, humble, divine, open-hearted amd as
good as gold. Yes means ves, and no means noc Therein lies
cternal peace. Bin,

BINLA
{:l Illl.

KILATBUWANA
Amyvthing else?

BINA
That's enongh. When T need something else T come over
g your honse.”

KILATBUWANA

Ahem!.. Moving one Arquna, Ay guestions, son?

ARJUNA
Fwould like 1o ask, hnun, how shall T poe this? Well, sinee |
am s0 Lo for oy love Tile, D wouled like o know what s

potmally meant by the word “love.”

RILATBUWANA

For stophcity’s sake, my son, Dwill say that there are two
kineds of loves The st is orue loves and the second is love
iz, Troe love wanis e nothing, i s self=sustaining,
whereas bove mipsgzon s qualilied, and unsustunalble. An
example of troe love is a mother whao gives barth o chiled,
Although she sheds her blood, sambles her life olien
[ty
is the mother of the child and thin is 1'[1:![1:_{]1_ That is true
lowe oy som A chilel can never Tully returen the intensity

ol his mother's love sinee the mother risks her life w create
that

she has no speailic mtention or alierior motive. She

the chiles Lile, In the case ol love weryngoan, however

15 the pvpe of love e give domeste animals, We “love”
them but one day we hope 1o make money from them,
That is lowve srngggan. Therefore. whenever possible, seck
[Enils Ii wet {'\,'('r'}'\\.'h(“l'l'. I"Ul' l"."{,'ql.l”l}h‘,‘ '_\lll_”' |'ﬂ'ji||E1 P“Hl]i]] "a‘llhll
your wile, Be sure that it is troe
Your love shonld come rom the love of God who governs

ove el ol Tove arnunggan,

the universe. Your love should be without specilic imtention
orulierior motive, but rather the natral bonding of man
and wile, Love and protect your wife, that is true love, Stay
wway [rom love mirmggan . An example might be marrving
i wontan i order to improve vour stalion or your income
bracken, Than is love mamggan,

ARJUNA

I listen and understand.

KILATBUYWANA
Anything else. my son?

ARJUNA

For the time heing, that is enough,
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KILATBRUAWANA

MNakula, Sahadewa, what are YOIL llnlrnlir'm. sos)!
NAKULA

[wonle] like woask Holy man Kikubwowana.,, Twant..,

|'I[‘l'.'?|||\.|' | 1!)?\1 LARL [L1I'r'|'||'\' when I Wila 'i1|-\| ol |i||]|" ||ll‘|‘}, =il

what [ would lke 1o know is., sehar orswho is meant |r\_.

thie word “Tather™ and “mothes”

KILATBUWANA

What is meant by a “Fuher™ is 0 man who sives a ehild.
B, meore than that, @ man whe proteets and norianes
aned clivhes a child, that woo is o Gcher, even 10 b does
sive, A thivd wwpe of Baher s aoman who s vour teacher,
A weacher s alse called a Gcher 8o, althoveh voure Giche
King Paadic has passed awav vour brother Yudistera has
protected vou since vou were a little boyve 5o unul you
are fully grown, vou should refer wo vour elder brother as
fther. And a teachern who gives vou words 1o live by he
Lo 13 vour “lather”

NAKLILA

[ see. What then s meant by the word “mnther?”

KILATBLWANA

Wohiat 1= meant by the word “mother™ 15 one who gves
rth, Secondly, one who protects, cares [or narures,
hesals, and clothes is also called a maother, And thivdi o
wornanwho leads o child mto adulthood s also called a
mother, As an example, there is the case of the Alinster of
"-.,:_:H.'er.'-j;}'.';n. While the woman who gave barth to him was
Dhezve Komnthertefefrata, s oo Neefha, the wile ol Adiada, las
|||l' r'i_th lin h:' |':||||'|E hi*- |]t1||!li'|' =i she Lo II\'. Care ol

[, looked alter loo. aned led hom mieo o lthioodd.,

NAKLULA
[ see. Thank vou very much {or giving us, Nakula and
Salucewa, insight.

KILATEUWANA

Sangkuni, what are vou going to ask me!

SANGRILUINI
I hove no questions, o happy just lswemng o the musie,
! 1Ty Thiel Loy I|]i|]|\' TR AR AT |1 b

KILATBUWANA
We will talk latern thene My son Dorvudina and hrothers
Koo, aned also my Pandasa sons, that coneludes

tondav’s lesson, and 1t must sullice for now.

L]

nroduetion Noes

Psee the S-part Lontar series ol Indonesian EITRER

]!'l"-'|' e trirskations, wwalon i

I'.ill I'i*—lllf‘llh el Ii||r|*- gl s |||'|'1||11_
sec wawwirdernatonalocleedn/eseasdarele.

aspparentid =Y 100

[Serin Notes

= Sl thas BET The 1".,||.|IL-..-I tises e Sanskt avord
.'Ifr.-r-.rr..l'ufr."..l which means <l 1 ihis wiorlol, at tha
present time, that vou arve now living™. Adternative
A[H |:-ill.'_'.-- are Vel .'.I'Ihr.lu'.n'_ .1!.'.l|r.'lfnfr."rr anel 1 r.',-'.--.'r.ll.-'.
Franslated bronm samdbeigeammg rase verdlang: clothes,
e boselv | aned sanethonaaning e irias soul
"l Tirsi b bvoehy o the |}l'r'|;ll'lll.lll: e T h [|_I|.I||_'|
II|.I|'\1"- ol -|II||||- el e e 1o the [l |||1||, |'|.|I<J\,\.ill-_'I |li
s '.;qlﬁlll; |I|'|:Il'l'|ll|'||| iII. J.I'Illll vl oo Lll",_':' .|:|||I|'||1 14 |||'
Pt o intensely with his muosicians in Preparation.
Fhiis pvpwe oF allustion is eallecd @i, aned 11
eladiang’s aliuliy o ke relerenee o the topical contes
while non disrupting the Howw ol the story s an essential
skill, Here, the ehsbung hinasell is the Bt ol tie joke,
Dot saweefirom can reler toothe Tost, o noted AL,

|Hl|l1ic al 1ssrie, 0 other worels, anvthine

Srnari-ass punk” eengengesan kiva cah="eal, o
“sneering claldren™ L This s the second big Lagh I
reliers Lo the avdience, made opoal many ol the voung
sttwcdennt ebalomes From AL the art aeademy which
coespataorced il perlarmiince | T phiase reatls
Ineralbv. * I case one ol these socering cluldeen thinks
I not invulnevalsle,”

"B abwavs reis Lnghs durig the opening seene
Brecanse he is the anly eharacter 1o insist apon Ganed et
awary with vsine low Javinese 1o anyone, nomaier
what their soctal stintus.

€ Mherwse known s Karna, Hos maother; Diews
Kunihitalibrata. s also the mother of Yodisiera, Bima
aniel Arjuna

his line gor a big laagh as well. and 1 suspect there
o bwi reasons, e Best s et e nwasie e reliers
tonis the msie ol the gamelon, and the seeond reason
B that Sanekoni, o Machiwelan sohenmng pobitcal

tnisttler salwavs his something ap his sleeve. Muoeh ol

thie himor comes from the dalane’s and the aodicnee’s

siibathi J\IIII'\\hrE*_"l ol sl ol the elarebers
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POLICHINELLE PRECEPTEUR
A FRENCH GLOVE PUPPET PLAY

BY Louis DURANTY, 1B62
THEATRE OF THE MARIONETTES, THE TUILERIES

ENGLISH TRANSLATION

BY SEAN KEOHANE, 2006

lemis I.jlli.lfll:n. M -century French mowvelist, erite aned [recpeonent of Realistin, wiol tii.uu]ill:]_\ h'.l.Hrn'.l"]lLl'}\ foor 11w

I heatre (1I"‘i "'i i.'ll'iillllli'll.l'\. }Ii'\- ul“\l' |JII[?|D! I [lH'illH' iiIJ p’.!l'i.‘\‘ .Illli.ll'l il'.‘\ ! lilfllf 1. I‘.‘E]tl:{ I'-\llll'L.i !Lillill'il'l.\ llt‘l]\!'ll 1‘:II]lI

Commedin and advice trom (nends like e server Churdes Baadelaare and aorists Edear Degas and Honore Dawmiers,

Ihrany « :1".l|='|l.-f'.||a.\1it k comedies of manners intended o illl[”'ﬂ‘.l' ilae c]lmlil\ of children’s entertainnient,

“l“.lﬂ\\i[]LL \L'Ii|F|. colited Ton ||'||_l..11[|1. teickster Polichunelle,

turor for o rich man's son, with darkly comie resulis,

(A park; Cassandre, Piero.)

CASSANDRE: Pierrot, my son, vou will never amount to
anything... except an idiot!

PIERROT: Like futher, like son! Everyone calls me a [ool.
But it's your fault, papa!

CASSANDRE: Mais oud. you can’t help it if you cannol learn,
Do you even know what two and twio makes?

PFIERROT: [t don't make nothing.

CASSANDRE: It makes five... or three... no... four,

PIERROT: Why?

CASSANDRE: Because | say so. that's why!

PIERROT: You don’t know any more than me, Why does our
cook say she could teach vou how o spell?

CASSANDRE: She's an idiol, f-d-e-t, and you're o mooneall’, m-

o= Call! Herve. .. tell me what the moon is. if you can,

PIERROT: IL's a cheese.

CASSANDRE: Do vou want me to die of shame?

PIERROT: What is it then?!

CASSANDRE: A balloon!

PIERROT: Oh. Have vou been there!

CASSANDRE: OF course not! But itU's simple enough 1o
understand: a cheese cannot hang suspended in the air,
while a ballpon....

PIERROT: Ah! Do you know why the moon shies in the
evening?

CASSANDRE: Why?

PIERROT: 1L puts on a nighthight.

CASSANDRE: That proves it's o bulloon! Who could set o
light inside a cheese? Ah. Pierrol, my poor, half-witted,
nincompoop of a son! My Favorite child! How [ would
ltke o find some honest preceptor to tor you, someone
who'd take pains penetrating your spongy brain with
doltops of learning!

PIERROT: Let him penetrate vou with his dollops first!
{Polichinelle enters.)

CASSANDRE: Here's an upstanding-looking fellow. 1711
ask il he knows o suitable ttor, (Bows, Pievrot, bowine,
hnocks Cassandre's rear ) 'Watch oul, ninny! (Bowiny o
Polichinefle. ) Mansieur!

PIERROYT: (Penvanie ). Monsienr!

In (e
|]II {r.L”it AL ['l!. \!I IiII]II il.. Is il.il'l.'[] P | ]Jlfl'i']lilil. Lkl
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POLICHINELLE: (fenving ). Meonsicur!

CASSANDRE: (fonving ). Monsiear!

PIERROT: (Howing). Monsicn!

POLICHINELLE: (henving). Monsieur!

CASSANDRE: Now this is how a respectable man makes a
greeting.

PIERROT: (apping Cassandre). Papa, there's @ ly on the end
of your nose!

CASSANDRE: Will you stay sull?!?

POLICHINELLE: Ths lad has a most pleasant look. One

sees immediately that he is your son. memstear: the
resemblance Is uncanny.

CASSANDRE: Alas. he is my son, but 4 complete simpleton,
[(RIRR

POLICHINELLE: Somuch the better!

CASSANDRE: What!

POLICHINELLE: He'll never lose that... carefree spirit... one
detects about the eyes.

CASSANDRE: Here's the situation. This boy is going to be
very rich one day,

POLICHINELLE: Really! I've taken i liking to him already!

CASSANDRE: | want to-2ive lum a tutor before he begins
running my alfairs!

POLICHINELLE:

CASSANDRE: Anything, ' it makes my son o man ol spirit!

POLICHINELLE: Be more specthic. As to what you will
pav.:

CASSANDRE: Well. room and board. of course, and six
thousand ecus in salary... New Year's presents, teaching
subsidies. surprise packages on a regular schedule.
Sundays olf. loose coms wherever he nught hnd them,
Christmas bonus twice a yvear.. nol 1o mention my undying
aratitude. Moasivur, il only you knew a tutor!

POLICHINELLE: [ do,

CASSANDRE: Who?!

POLICHINELLE: (foaks frem pight ta feft before answering ).
Mo, Clest i,

PIERROT: You

POLICHINELLE: Meag, wne, dof!

Good ideu. You'd pay well?
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PIERROT: But you're as red-faced as a dronkard!

CASSANDRE: Obviously the rosiness of health and virtue,

POLICHINELLE: He's atough case, but | charge myself with
his proper education. What's your name, boy?

PIERROT: Pierrol.

POLICHINELLE: A propitious name for a child.

CASSANDRE: He is twenty-five vears old!

POLICHINELLE: Then he can’t be a complete jackass:
Jackasses don’t live that long.

CASSANDRE: [ warm you, he has a hard head.

POLICHINELLE: P-shaw! I'1l break that for him!

CASSANDRE: His head?

POLICHINELLE: Just an expression we use at the university,
I mean Il break him of bad habits.. soften his head up..
miake it casier o knead learning into it.

CASSANDRE: How prettily you put things,

POLICHINELLE: Let's see him take mstruction. Pierrot, pick
up that stick! {He does ) Now sive your father o good blow
o the head! (Pierror strikes Cassandre.)

CASSANDRE: What's this?

POLICHINELLE: | have rendered him obedient!

CASSANDRE: Render him intelligent!

POLICHINELLE: Soon you'll be asking for miracles!

CASSANDRE: Pierrot. listen to your preceptors: fill your brain
with his counsels. {fuits.)

POLICHINELLE: First fesson, call me Polichinelle. not
“momsiens” 'm oyour friend! (Pierion hands the club 1o
Polichinelle.)

PIERROT: Well, then, Polichinelle, fifend, I'd prefer o end
the lesson and go home with my father.

POLICHINELLE: The first duty is obedience. (Sfrikes fum)

PIERROT: Was that a lesson?

POLICHINELLE: If vou want to learn to do nothing but have
fun i life. don’t histen o anyone except POLTICHINELLE:
We'll have a blast, When the time comes that your Father
asks you to take over his affairs. you'll send the idiot
pucking!

PIERROT: Any fool can learn 1o do nothing.

POLICHINELLE: Thit remains to be seen. What do vou think
ol geography?

PIERROT: 1 don’t know!

POLICHINELLE: Itisn’t hard. What's a street!

PIERROT: | don’t know,

POLICHINELLE: |gnoramus! A street is simply o way (o go,
at the end of which one always hinds a nightclub,

PIERROT: Bah!

POLICHINELLE: Manncrs! And what, pray tell, is
nightelub?

PIERROT: T don't know,

POLICHINELLE: This kid really is backward. A nightclub is u
pliace where you sit before dancing girls. drink good wine.
and have fun from the wee hours of the mormng until the

next night when iU's late again, It's the kind of place you
2o into walking on two feet., but walk out ol on your
head!

PIERROT: That is a good place!

POLICHINELLE: Now... what's a city”

PIERROT: | don’t know,

POLICHINELLE: A city is a marketplace. where, if you're
hungry or thirsty. you take whatever you want from
yvour neighbor’s house, As long as he's not home, You'll
remember all this? (Sedkes Piereot,)

PIERROT: Ow! O, onee!

POLICHINELLE: Then we'll skip the pop quiz, Now for
calculus!

PIERROT: With or without blows of the stick?

POLICHINELLE: That depends on how you apply yourself,
Say you take twenty seas from your futher —

PIERROT: Ciood!

POLICHINELLE: And thirty sous from your uncle

PIERROT: Good!

POLICHINELLE: What does that make?

PIERROT: Two poor relatives.

POLICHINELLE: My boy. 1t makes what you need to buy
wine, pies. and firecrackers!

PIERROT: | never thought of that,

POLICHINELLE: That's an example of both addition
and subtraction. [ will now teach in just one blow
multiplication, division. and the rule of three!

PIERROT: The rule of three!!!

POLICHINELLE: First. vou take the cash ladden in your
Father's desk.

PIERROT: (.

POLICHINELLE: Then you sneak a hasket of wine from your
aunt’s cellar...

PIERROT: (hif,

POLICHINELLE: And finally. you steal your cousin’s watch.
Three operations in total. Then we divide the loot into
three shares. and I take two of them!

PIERROT: No, one and half!

POLICHINELLE: Sneak, vou've known arithmenie all along
and just played dumb. Well, vour education is nearly
complewe, (He gives Pierrat a o)

PIERROT: Hey! Why'd you hit me. then?

POLICHINELLE; Graduate school. Now let us pass on o
cthics. Are vou listening”!

(Giives Blow.)
PIERROT: (hed, !

POLICHINELLE: Then here's ethics: so long as nobody s
watching, take anything that isn’t nailed down! When you
eal. eat so much you give vourself a bellyache. Never loan
your maoney o anyone. Never let anvone take it from you,
And, when vou're stronger than the other guy, light like a
tiger. When he’s stronger than you.., run like hell,
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PIERROT: Good morals make good advice!

POLICHINELLE: And your father said vou had a hard head...
(He caresses Pierro's skufl with ofad.) Now you can be
launched into the world! (He sirikes Prerrot on the back,)
Gt

PIERROT: |'m gomng!

POLICHINELLE: Wait! We forgot a subject!

PIERROT: Which?

POLICHINELLE: Fencing! The man who cannot deliver
proper blows with a stick is not a man. Your last and most
essential lesson: first there's the wind-up... one, two. three!
{ Neils him.)

PIERROT: Adin!

POLICHINELLE; (strikirng frown vartous positions.) The right,
The left. In fromt — behind — the nppy-top— the “saw™
— turn and — (pins) return! Okay? Test time.

PIERROT: 1've had enough! (He takes the stick.)

POLICHINELLE: Come on, then! (Plesrod misses.) Try again.
(Pierrot misves, ) Wol even close! (Takime the stick.) Walch
how it's done! Dodo, dodo! (Strikinge hiee.) Catch! (He
tosses the stick w Pierror.)

PIERROT: Hello!

POLICHINELLE: Do vou think vour father will be pleased
with your developmem? All you have 1w do now is join
practice with theory,

PIERROT: | like that idea, In theory, ( Cassandre enters,)

CASSANDRE: Progress, memsienr?

POLICHINELLE: He's a prodigy!

PIERROT: Papa. | learned fencing! (Striking Cassandre.) On
the right, the left, the behind, the top... evervwhere else!
LStriking repeatediy.)

CASSANDRE: (faking the stick and theashing fim). Rascal!

POLICHINELLE: Sorry: did you find his exccution lackluster?

CASSANDRE: An contraire. The ruffian has quite smaoshed in
my rihs!

POLICHINELLE: That's my boy!

CASSANDRE: Monsicur le professenr. | must ask vou nol to
teach Pierrot anything too advanced Tor his age!

POLICHINELLE: Have no lear: Rousseau, Jacotol...
Pestalozzi! — amateurs compared 10 me!

PIERROT: Take that, Papa! (Misses Cassandre and strikes
Polichinelle.)

POLICHINELLE: Have some respect for your tutor!

PIERROT: Let's go 1o a mightcluh!

CASSANDRE: A nighteluh?

PIERROT: For geography. (Prerrod shoves Cassandre.)

POLICHINELLE: (sfrovine Casseandre back qowards Plerror),
Geography!

CASSANDRE: Monsieur!

PIERROT: Geography. (He beats Cassanedre.)

CASSANDRE: You've been making a fool of me with your
“schooling.” Show me his diploma!

POLICHINELLE: (striking fin). Voili!

CASSANDRE: Perlidy!

PIERROT: Geography! ( Cassandre is beaten offsiage.)

POLICHINELLE: Good job! ¢ Wirh the stick, Plervor waps on a
nearhy house.) What are yvou doing?

PIERROT: Going to a nightclub! 'm thirsty! Open up, yvou
devil of & tavern keeper!

POLICHINELLE: He's a little Buridan!? (Harlequin enters,
beernping tnto Prerrot.)

HARLEQUIN: Oof! What can | get you gentlemen?

POLICHINELLE: Adrink! (Harlequin gets a bhowle. Piervot
fries foodrank. )

PIERROT: Cloh. oral exams!

POLICHINELLE: When you can grow a heard, then you can
drink first! Lucky I grade on a curve! (Drinks,)

HARLEQUIN: Gentlemen, vou've had yvour drinks; now pay
for them.

POLICHINELLE: Wha!

HARLEQUIN: Pay for your drinks!

POLICHINELLE: Pierrot, pay the man.

PIERROT: | don’t have any money!

POLICHINELLE: Pay him in philosophy!

HARLEQUIN: Gentlemen, the money?

POLICHINELLE; What money'!

HARLEQUIN: Zounds! (Gees from one to the other.)

POLICHINELLE: Go on. Pierrow, pay the mun!

HARLEQUIN: I'll have you arrested!

PIERROT: How much s it?

HARLEQUIN: Thirty francs.

PIERROT: (fitting him), Keep the change! (Pofichinelle
feerghis,)

HARLEQUIN: You villain! (He takes up oa stick of his own,
They batile. Harleguin thrashes Plerrr. To Polichinelle:)
What do you say to that, thiel?

POLICHINELLE: 1 must defend our school's honor!
(Retrieving Pierrot's stick, Polielinelle baiters Harleqguin
offstage.)

PIERROT: Ohhhh... I'm pounded to a jelly!

POLICHINELLE: The student of Tife needs o thick skin. And
bandages. Your exercise in nightclubbing left our purse
empty. We must apply the rule of three!

PIERROT: Let's go home and see if Papa has anything worth
stealing, (They e, Harlegum and a Geadarme enter.)

HARLEQUIN: This is where those robbers beat me.

GENDARME: How many robbers!

HARLEOQUIN: Two!

GENDARME: Two! I'd betier hide!

HARLEQUIN: That's no way to stop them!

GENDARME: No, but I'd get a good look at them!

HARLEQUIN: The law must protect tradesmen!

GENDARME: Don’t nag or 'l lock vou up!

HARLEQUIN: But I'1l help vou!
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GENDARME: That's a horse of a different color, Trying (o
round up Polichinelle alone, a copper catches oo many
humps! Let's both hide: then we'll nab them separately
(Theyv exit. Palichinelle and Pieveor emier. drageing a
eSS, )

POLICHINELLE: This stuffing will fetch a good price!

PIERROT: There’s more upstairs! (Fxirs.)

POLICHINELLE: He does his tutor proud. ( Fieresr returns
witfr another mattress.y Let me find another treasure.
(Exirs.)

PIERROT: That will make one... two... three. Calculation is
a beautitul seience. and profitable, wo! (Leaves. Piereo
centers, drageing trink.)

POLICHINELLE: He'll empty the place! (He exvits. Pierno
rentrns witl o pat.)

PIERROT: We can pawn this. (Gendarme enrers.)

GENDARME: Villain! You may pilfer. you may plunder, you
may pawn, but [ will catch you._. subsequently!

PIERROT: | just do what my preceptor teaches,

GENDARME: Follow me. rapidiy!

PIERROT: Where?

GENDARME: The zallows!

PIERROT: He never tauzht that

GENDARME: Then he was remiss, definitively! The gallows
is the good friend of thieves. speaking substantively!

It hugs them about the neck. then gives their final Kiss,
superlatively!

PIERROT: After vou! (Delivers blew.) Give my regards to
your gaflows,

GENDARME: (gralhing Pierran, Brule! 've gol you,
permanently!

POLICHINELLE: (entering). Uh, oh! That Gendarme plans to

string up my pupil! Let's matciculate, (Fits.)

GENDARME: Since you won't come to the gallows willingly,
the gallows will come to yvou, hnally! (Calling affsiage.)
Landlord, bring the gallows, it you please, while 1 guard
the culprit. watchfully. Even.. mercilesslv. (Pierrar tries
escaping; the Gendarme drags him back.y Don't move...
injudiciously! (Pierrof tries again, but is drageed back ) |
said stay put!

PIERROT: Let go!

GENDARME: Chin up. Meet your Maker straightforwardly!

PIERROT: I'll give von anything you want!

GENDARME: You're not doing yvoursell any Tavors trying 1o
bribe un officer of the law. and that so... belatedly!

PIERROT: | beg you!

HARLEQUIN: (eutering carrving scaffold and nacse). Here's
the gallows, Looking good, eh? Sturdy,

GENDARME: All right, young man, ups-u-daisy. Smile, now,
Ny peed 1o meet your end so grimly.

PIERROT: Oh. my tutor! My tutor!

GENDARME: Neck in the noose. Gently, gently: I'm Knotting

vour last tie for you!
PIERROT: | swear [ won't steal any maore!
GENDARME: Too late now... seriously! (Hamgy fin.)

HARLEQUIN: Next time, Pierrol, maybe you'll pay vour bills!
(Harfequin and Gendarme exit.)

CASSANDRE: (emrering). My son! What manner ol wtor did
[ give my child? T will avenge you! (Polichinelle enters))
Al T must speak with you, mensienr!

POLICHINELLE: What's up?

CASSANDERE: My son! Your abominable teachings have led
him up there!

POLICHINELLE: Up there, down here, what's the dilference!

CASSANDRE: He's dead!

POLICHINELLE: Yes You know, he was very stupid.

CASSANDRE: You're a wretch!

POLICHINELLE: No. I'm Polichimelle!

CASSANDRE: You are the terrible Polichinelle?!? Tt was 1o
Palichinelle | entrusted my son? Mongrel, you won't live
torenjoy your tool’s paradise! (He fifts a olub,)

POLICHINELLE: Relax, Grandpa!

CASSANDRE: Twont! (Lumnees. misses. )

POLICHINELLE: Don'l lose your cool!

CASSANDRE: I will! (Same game.)

POLICHINELLE: (disarming fum}. Take that! (He beais hiim.)

CASSANDRE: 1'm dead!

POLICHINELLE: That makes the whole family! [ hope they
remembered the college in their wills! (Hurlegquin enters.)

HARLEQUIN: Quick, gendarme: I"ve discovered the other
robber!

POLICHINELLE: No, I"ve discovered vou, tattletale! (Slayy
him. Ciendarme enters.)

GENDARME: Polichinelle’s ina blood rage! Better decamp.
immediately!

POLICHINELLE: (keeping fim in place), Halt, bully! You
hanged Pierrot?

GENDARME: No. no! Assuredly!

POLICHINELLE: Go make your adverbs in hell! (Kells fiine.)

GENDARME: | die. headed southerly,

POLICHINELLE: fra deri dera! Time (o lind another student.
(Peers imto crowd.) How about one of you kiddies?

DEVIL: (appearing in smoke ). Stop! (Devil battles
Polichinelle, wins. and throws him over his showlder.)
Ladies and gentlemen. | beg you: don’t entrust vour
children 1o this clown! 1's crowded enough down here
with all the graduates we already have! Adicw, mes ans!
Adien! (Exits, carrving Palichinelle )

END
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THE DOCTOR

AL-HAKEEM, AN ANONYMOUS PLAY
FROM THE SHADOW THEATER OF ALEPFO
TRANSLATED BY FADI SKEIKER

Shadow theatre in the Middle East was traditionally performed in coffee shops. weddings and feasts between the twelfth
and nineteenth centuries. Each seript was traditionally performed by one puppeteer who changed his voice Tor each
character. He used his two hands, chest and stomach to control translucent colored puppets held by sticks, casting their
shadows on a piece ol white fabric.

The texts in Middle Eastern shadow theatre were not finished literary works, but instead served as starting points,
leaving plot gaps for the performers to il with their improvisation skills, All texts shared similar topics revolving around
political and social criticism, as well as sexual subject matter. In Syria, most shadow plays had two main characters,
Karaguz and Aiwaz. in addition 1o other recurring characters. In recent years individual Synan puppeteers have attempted
to revitalize this shadow theatre tradition: however, these efforts currently receive no governmental support.

The following anonvmous text of The Doctor was liest published in Theatre Life, a leading Syrian theatre journal.
The show was performed during the end of the nineteenth century in the northern Syrian city of Aleppo, which at that
time was o commercial center of the Levant area. Several versions ol this text exist in Svria as well as in Lebanon, and
the play is sometimes titled Afranji (The Foreigner). Although slight changes mark cach version, they all share the same
main plot. Karaguz takes ill, and his mother (in some variations, his wife) consults the recently-arrived European doctor,
whao supposedly gives money (o poor patients. (In one version, he takes money only from those he cures completely.)
The doctor's visit brings about a spate of linguistic misunderstandings with amusing consequences.

— FADI SKEIKER

CHARACTERS:!: . . _
Abwae: Crad s the omly healer! \\|I*.. wistilel WONLE EReE [l
Kill'ilgll/_.‘i Maother closctor :aned [BHE" I an least [T Eil'.l |"i|'|tl'll.i||$_"
Atwaz that Giesel 1 the 1lltt'_\ healer? \'\']ly oy i Vi
= bring Kariguz here o hang out instead? My
Karague cornpany will surely specd s recovery!

Franjon

SCENE 2
AcCT ONE Mother: (veffing) Kiavamee, rise and shine!!
SCENE 1 Karacue: Who is shouting!

Fhe o @ I|'JJ'I.I|'T'._ . .
: Mother: | leel vou are gerting better. Yoo can not be that

Mwazr Hev weleome! Most revered. FESp teel mothen stk 4 von can seredam Chan loaed!

Heww hiaves vt been? . .
|ﬁ.:||i|'_;1u.'. Mom, [ could et Bestter i 1 went back wo '1||'|'[:.

Karague's Mother: You are such a hypoernneal guv: vou Did vou bring Apwae!
koewy omly how o i Why havve not vow conme

o visin your sick pal Rarague yer! Mothers: No. he was notar his house.

3 : h T A )
Adwazs 18 Kiopgns sok? Karague: Damn i

Maother: T ean into Hassan, We were talking and he rold

Mather: Heots sick. neither hving nor dying! He s as sick : -
P [ J'.Hr.:||s-:-:|r| oo el [!':|:|]||I| is here.

is aperson who has just coaen fileen bundred e e ; i : :
sioces of cikes! Franjon s very kinel, and il he finds poor sick
) people ke us. he will treat them and give them

Avwazr What?! Where are vou comi now?! naney !t
Maother: 1 am going to get hina docuon Karaguz: Goreat! 1 ean be a Tull e sick person then.

Maother: '\."'r-"r.'.'.'.r.'l-_;' Lot us LiR] .|I|1| micet the doctor, hurm
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Karaguz: Stop it L ean not hear vou when yon shout,
Muother: Are vou deal? Lt us o,

Karaguz: Aadel Ther Franjon is o quack.

SCENE 3
Maother: Doetor Franjon!

Framjon: Yes! L am.
Raraguz: Are you Franjon?
Mother: Indeed. he is Frangon,

Karaguz: 1ranjon, T have to well you that seeing vou, 1 lecl
Cyven Nil'lf.('l' ;Illli '\'il |'\.l'|.'.I

Maother: Franjon., Ihave brought you a sick person.,
Franjon: Excuse me!

Muother: I]!r'nlq!_[hl Yl ol EJ.i-I”l‘IlI.

Franjon: Where does i luaree?

Mother: All owver,

Franjon: All over, all over?

Mother: Yes.

Franjon: All ower, all ower, all over?

Karaguz: All vwer!!!

Maother: Do not seream or vour lever wall get worse!
Karacuz: What!

Mlothers Tt mwe talk! You be |]1Ii:'1.

Franjon: Hey, vou!

Mother: Yes

Franjon: Bring the patient to my olliee.

Maothers Come in!

kKaraguz: Where!?

Maothers Come in heve so he ean examine vou.
kararuz: Fine,

Fravijon: Let me haold Bis hand and hear his hear Beal,
Monhers Let b hole vour hand and hear vour ieart beat.

Karaguz: Why does not he address me divectls? Cfa the der
dor | Whae the hell elosveou think vou are o lold my
T !

Maother: Just give him youwr hand, he is rich! CGave hun your

hned!

Rarawwe: Mol
Mather: Wha!

Karaguz: He s going (o rip my nails out when he getsoom,
haned! Please, let us et out ol heve.

Franjon: “Tell him o give me his hane,
Raraez: T will not

Franjon: Hey vou!

Karague: Yes!

Franjor: 11 he does not want o give nue his hand, ask hum
tor oive e his head, T will take his pulse from his
head!!

Mother: H:“:. iy son?
Karnouz: Yes!

Mother: e said that il you do not want to hand him vour
haned then give him vour head,

Karaguz: But doctors take a pulse from the hand, not from
the head!

Mother: Tt's the way they do it in his conntry,

Raraguz: ORI T o, Here's miy headd,

AcT Two
[l I,U.".*;l'.'..-

ranjon: Hew, Laudy!

Framjon: Hew, Lidy!

Mother: Yes?

Franjon: Tell the patient w uneover his head.

Maother: Uncover your head. (harama lakes the fad off hes
reaid |

Franjon: Chomy! He s a bald onge!
Maother: He cervanly is.

Franjon: (o fe mother) Ave you bald wo!
Karague: How long have yvou been hepee!
Friamjon: Almost four days,

Rarasuz: flade) He acts as though he has been here lor-
ever! He spreaks the Tanguage soowell! (7o fe doctor)
I am bald, s what!

Franjon: “This patient is bald, limmm,
Maother: So!

Franjon: We should put a hale right through the middle of
fes head,
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Karamiz: Ouch, o holet?
Franjon: (o the wother) Hey you!
.\\lllﬂll'l. 1'|-|':-\..'

Franjon: He needs o haole. .

Foarmenz: What would 1 do wath o hole in mv head?

Frangon: Are you arguing with mel Answer nn fuealions
and vou will understand.

Kamgue OK...

Frangon: Wlhat are these!

koramuz: These ave oy eyes,

Franjon: Yes, ©seeo., And what are these eyves lor?

Iararug: The Better o see you swith, s

Franjon: And you walk, right? Why do you walk?

Raravus: 5ol can see the road?
Framon: Yes, and why the road!

Karaguz: Look, are vou trving to ask what my eves are lor?
l.1'||'|,|||”" ‘l‘llll[ o N Al | I|||\'i||'_'| il il'l ||I. LI I||||i| 1A

Rearaeuz: What do vou mcan by that?!

I LU EHn, |.| Wi lnn](! sl :\l'IH'.in. -‘r1||||'|.||:.||'_; .ill[ll WORTT s,

el '|||||| i ot thronvh vour eves. T think tha
would take care of a lot ol viur ilili-'l.
Maothes: What an interesting treatment!
i

|\-..L|.|',1u.r.' ”l.\ chamn ||1-' |:tlf|| |||. Rl

Franion: Hev L, e vou accome with me? Answer my
I ) b

Cpuesions el VOLL W Ul vnelerstaned
Roaravne: O,
Franjon: OK, new whiat 1s !
Woaraguez: Tlat is iy nose
Franjon: Ab., And tas?
Raraguz: My mouth.
Framjon: Hew, laedy!
_"tl-:-l||-'|': N, sir!
Framjon: His s a hopeless case!
_'\{nll|||['_ \IUJ1||'.|\\ ||||I|||t sy I|I.:II
Framon: T have wosav i, s e,
Muother: Please, please!

i ,'||]ir|[|; He il oot recover bromm this.

NTERNATIONAL

Moather: Please. pli'.lwf
I'.I'.|'|1ir|||' \:u!,:r.
Maothers Please, pliasel

Karapue: He s a cuckoo. Hive vou ever heard of such
doctor who would say w s panent, “Sarry, no

chanee lor vou!? \sk him swhat his elimioges s,
Mohers Doctor Framjon!

Framon: Yes

Maother Wha s LRIl 1|I.:‘_'|I|la-|~i'

Franjon: Well. he has a Iiol ass on b,

_‘\.1I|||H"I'. |'{j|['i'l"_-'|ll.". W NI G asss son

Karague: WD sere not an ass, doovon think Twonld come
i an ass of o doctor ke !

Maother: Frangon?

Iramjon: Yes,

Minher: Would vou write ham o presenpuon?
Franjon:  What do vou ean for hreaklise. Kamguz?
Koz Lol Tim 1 have sonne milk and sonp
Muother: Franjon!

Framjon: Yep,

Maother: He drinks some milk and some soup.

Franjon: Ne, noc e | ean not wreite him a preseription
en!

Isaraene: OV theo wll lim D have watermelon lor break-

last.
Mother: Franjon?
Franjon: Yes?
Meoher: He cas watertelon for breaklas
Feanjon: Now, T will write him a presenption,

Bz Tossing v ot the stables? It vour pre-

seripiom!
|"|':|||f|||:|! Hix VL
Moot hers Yies!

E"I‘Llﬂ.jlhl'li Himve him |i:' AT S0 that 1 ean _'_Li\l' B senne-
thing o drnlk.

Muothers Lie down s tha Be coan gnve vou soamethinge o

drimk

Boaragne: 0T des thaee swall o Ter soe gt o ol here!



THE DOCTOR

Moather; Well, afte yinl 1ii] him, of conrse! =

bararuz: What the hell did :.1|||.j||~I sepy!

. : . ozart
Mother: Please be nice wo hin, and up bim. He nagha : 20006

'__',i'\'t‘ s sOnTee IIIU[I!"_\.!

2501t

Arniversary

Celebrpte Mogart's 250th birthday with ws!

karzauz: You have o be kidding me!

Mother, Please!

Karagus: You are killing me,

Franjon: o Aaragez; Whan do vou sav?

Karagus: Please spare me from this treatment, doctor!
Franjon: By God vou will be cured,

Karaguz: By God? What kind of God do you worship! marionettes

Framjon: (He deechies by feged) You are healed, Take him
awiay!

Maother: Thank Goe!
Raragues: Yes, thank Crod!!

saturday, november 4th | childrens matinee 2pm & 7pim

mozart’s

END
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The Language of the Puppet (ki ok S

This landmark book brings together 19 top puppetry
performers. artists and scholars from three conti-
nents, and 1s full of beautiful pictures.

Available from UNIMA-USA:
1404 Spring St. NW, Atlanta, GA 30309 <unima@ puppet.org>

You can now purchase UNIMA publications online with
credit/debif card and electronic checks.
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NTERNATIONAL

THE ADVENTURES OF PETRUSHKA:

A TRADITIONAL RUSSIAN HAND PUPPET SHOW
TRANSLATED FROM THE ORIGINAL BY COLLEEN LUCEY

An entertarnment by hooligans, for hooligans.

~Russian puppeteer Nina Simonovich-Efimova on Petrushka shows

The comedy of Petrushka developed in Russia from European
street theater traditions around 1880, and was arguably the
most widely known and popular form of entertainment 1n
Russia until its demise shortly atter the Russian Revolution of
1917, Like Punch in England. Kasperl in Germany, Guignol
in France, and the Kasparek ol Czechosluvakia, Petrushhka is
a folk hero whose bawdiness, thirst for destruction, and homi-
cidal tendencies are excused and condoned by his audience.
Petrushka's status as a folk ieon was later used by Communists
as i ool for propaganda to reach massive audiences through
literacy programs. Most of these initiatives, sponsored by the
Ministry of Cultral Affairs, promoted the new Soviet regime
by sanitizing the puppet shows and replacing former content
with Marxist theory, But by the early 19305 the tendeney for
the comedy to turm anti-authoritarian was deemed unaceepl-
able by authorities, and the street theater tradition was all but
destroyed.

The following 15 a translation from the original Rus
sian. and compiles scenes from various Petrushka plays by
anonymous puppeteers from the late 19" century, which are
anthologized in A, E Nikrilovoi and N, E. Savushkinoi™s 19538
collection Russki Folklornii Teater. As innearly all Petrushka
shows, an actor, Known as the “feed.” or musician, remains
outside the stage area to comment on the action and pass the
hat at the end of the show, Essential 1o the Petrushka comedy
in Russian is the rhyming verse upon which most ol the humor
is drawn, but which frequently gets lost in translation, In order
o keep the imention of the original and make 11 more viable
as o seript for English-speaking puppetecrs, 've followed
the rhyming verse.

The “kvas™ mentioned in Petrushka's dialogue with the
German 15 a popular and mildly alcoholic drink made from
the fermentation of black bread. — Colleen Lucey

MAIN CHARACTERS!:

Perrushka Uksusov
Musician
Gypsy
Horse
Doeror
Gierman
Corporal
Wile
Dog

ScENE |
Pevrushka: Well hello! Hello! Ladies and genis good da!
Pl say Bonjour to vou il Dmay! Guoten tag! Hola! And o
vou vorng lads miv grectngs, it's been adav or two since
our last meetngs, [0s me. voor dear inend, Monsicur Pe-
triashka, ve come [or vour entertzamment, 1o joke and have
i ar vour annazenent,  Phas me! He, He, He!

ENTLER THLE GYPSY WITH A HORSI

Gvpsvr Good day Petrushka Ivanovieh! How are things
gonnig? Aveovou under the sweeather? Yoo wsed 1o look much
|u'l||"|'_

Petrushkat What s 1 toovou? You're no doctor!

Covpsye Dan®t get alarmed, one doctor, .. T'meoa regular
i l]"“l \‘-i"ll.'h" I“l]' b VOIee I!ln.ll.“'\- il |h|"\:‘\. '.l"i“l\ 'A.'\'.".||.|5||| Wsle,
and eat whatever 1 tasue!

Petrushka: (}rnil vour chattering, enough with vour Bilab-
bering! Sy what vou necd. or leave with no heeed.

Cavpsy: A Frenchman T knose who's a biv woached o the
bl sael vou need a horse ten™s very well Bred, The sword
I heared 1s vou're enterme the races,

Petrushka: Yes vou're vzl on tareer brather, e searcheed
e aned wide and am in need ol avide, How 1'd ke o gal-
lop over the fimish! To win the race and get in fivst place.

Tell me, el vou have a good lorse?

Covpsy: TS no horse s acdival She's ashaker o hobbler,
an everveay wobbler 'ﬁ'lll'li she blunders, one woneders will
she get back asunder. Going nphill she whines, ot dovwninll
shies's e IF 0 the moudd she gors stuck, vou're e ot ol

luek. Animpeecable horse T say!
Petrashka: Ob-CYh! That's some animal! Whea breeed?

Cavprsve She's o regular nare: she's gol shagey black and
white hair, with o homap on her back and an intelligence,
which may lack. .. But she’s a certified British breed. no
clesubon she”ll ke thie les,

Petrushka: Just one thing of course, how mueh vou asking
[or the horse? A Lo or o linde, wll me Pm inoa o kle,

Civpsvr Secing as we're friends, Ul make o deal with
anenelss 300 rulles.

Petrushka: What arve vou saving. vou lnaolish sapscallion!
You don™ ind i msking o dosoeh esorbitn asking?



THE ADVENTURES OF PETRUSHKA

GCivpsy: Even il I'd said it in jest, you'd have Tonnd o reason
Loy preatest!

Petrushka: Take vwo fifty now and the vest Dawill pay, 11
eral my club and have my own way!

{;\'Ij'i'_l'f IILIIIII 'ﬂtlll‘l ﬂiib! pll'.l'.'il'_ I.I]] Il|| '_'|'I'i'|'t: “l'I‘ll_ r\'l' i':i”
chileren to lecved.

Petrushka: How about 100 rubles?
Crvpsy: You're quite the miser! Pay up or get wiscr!

Petrushika: Heos aboot 230 and ve kowpe ks lear woioed -
ot 1D
UL

Gypsy: Is asteal, a veeasure. Well, nothing comes ol than
airy bring the money and P e i,

[etrashika l'liF'hl, Lot s see the orse.

Covpsy: The mare shall be vours, for good or tor bad, b
let's see the money belore T get mad,

Peirushka; (UNEXPLOTEDLY | Please. dear Braend, hold
(RIE] ;J !.‘4]'“ Jllli}. ]h" L .I]lli |I|.|]\’.‘.' [§ l];l]i'._"l' A il||.|||“ i.'l.”.?. t]l']‘.l}.

HIDES)
Gryvpsy: (BRINGS IN HORSE Hes, is he coming with a

1|‘]‘.\ 1 ]hl\._.'ll et

Petrushka: (FROM OFIPSTAGLE) | IIJIiI,‘:.HlI.I horses!
Whoops, no pun intended. Pm searching [or my wal-

let dom’t get oflended. APPEARS WITH CLUD AND
BEGINS BEATING GYPSY) Here's vour hundred, vour
onc-fifiy! (PETRUSHEKA KILLS GYPSY: DISPOSES OF
BODY | I vourgive a down payient Dike that youlE e as
fad as acat. Musican! Brng the horse over here, Heres
lere Linde Torsy Whoa! Don'c start geting fussy She's ot
a horse but a heathen, Lets count the teeth in her headd,
then we'll know how long all she'll be dead, (LOOKS IN
HORSE'S MOUTH) This mare will live 1o a handred!
Shes woothless and rathless and knows how o ligln! S0
lome mends! o leaving, muosiciam,

o 3 S oL i PR |
Musician: Are vou gome L

Pevrushka: Too St Pewrshurg, wo wander the great canals,
then o Sochi m the south, w sander aliou, Then, il |
stll desire, Tl go cast and work for hire, Keep my plans a
secrel, and you'll set aogift, vou better helieve i, (RIDES
HORSE AND SINGS)

The Treoika ol !'t'ill!:-.. el |'|'.|1F_x al e

1as” e 4o cide my haveel cark honsel ..

(THE HORSE BUCKS) Hey! Whoa there! Calim disan
Vacenka, or I'll fall down and break my crown! THORSE
THROWS PETRUSHRA OFF HORSE EXTTS, Oh!
I done lor my Iinends! Tve simashed my head, looks like
Ul forever be in bee!

Musician: Dot be acery babw!

Petrushka: O, woe is mes a hine young felloss: bronght
asunder by such o blunder Call for the doe! T ean barely
walk!

Musician: Right away withow delay.

SceENE 11
(ENTER THE DOCTOR)

Daoctor: Don't groan, don’t moan, lay sall i vouwill. F'm
a well-known plwsician: some eall me a quack, or even a

hack, ban P o doctor threough and through, Tve worked
the big cines — Parrs and Rome and foand mvsell here,

not far from home, Pyve got wlent and grea skills, But pa-
Hents whao seck my adviee, end up paving o great price,

Pereushka: Oh, dear sir, hive pary onomie!

Doctor: "Tell me swhere i hurst Here or there, oncthe out-
sicle or instde?

Peurushkar Liowver,
Dowctore: Here!
Petrushika: Higher
Doctor: Here?
I-}i'll'H."hI{il: ]J“\'I.'l'r_

Doctor: Ah! Higher or lower! Quite vour pranks! Stand np
and tell truthiully where it hurts vuthlessly!

Petrushka: Oh, looks like 'm fine.,

Doctor: Ah ha! Then tine w pay the hill!
Petrushka: What? Time to make out my will?
Doctor: Pay for the treatment, the treatment!
Petrushka: Okay, it's on its way! (EXTTS)
Dowector: Ha, has the toeatment!

Petrushka: (ENTERS WITH CLUB AND BEATS DOC-
TOR, Here's vour vreatnient! Higher, lower, higher, lower!
(KILLS DOCTOR AND DISPOSES OF BODY)

ScENE 111
Musician, Petrushka, German enters
German: (DANCING AND SINGINGH: Pra-la-lal Tr-las
lal Spreefrea Stee Dewisefy?

Petrushki: My respects, dear sie

Crermane (BOWS AND CONTINULES DANCING AND
SINGING) Tra-la-la!
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Pesrrnushka: Musician, what’s with the dumow? He just

o - 0
hows and sings!

Musician: This is a loreigner. He doesn’t speak oo Lin-
guage. Ask him something in German,

Perrushka: German!?

Musician: Ask him, sprechen zie Deutseh?
Petrushka: "'§|r|'['-c'hl‘|| ziee Den=tsch?
German: Oh, va, yal! Ieh sprechen!
Petrushka: Yeah!

Cierman: Ya, va! Gut!

Petrushka: Huh? What's with this bird? He talks like noth-
.“-I_‘.,: II'\'(' oVer hl':l['ﬂll.

Giermuan: Das ist abier schade, Vis?!

Perrashka: What, vou found some Kaas? Give 1t here! Now

be kind and share! Why wan't vou be [air? (GERMAN
}'I._\\-IIIIH ‘l\ilht'f'ﬂ‘i“il 1|Ii|| HH“ rin Ii'l”“ﬂ.'l”l'l I'II':. H'\:I_\," I"III
ready o gen saveed! (PETRUSHKA WANTS TO LEAVIED
Musician: Wait, Perrushkal He'll he back belore for vou
know ith He left in g piffy; bu will be back in a jifv! You're
now s guest and he wants only the best, Some Saoerkra
and Schnitzel he'll ring just far vou,

Perrushka: Ew! Pee-vew! Well, all vighr. While he's gone,

I sing us asong!
Onee TENTN e ST i|-;L,.
A young gl was on her wain
A fellossy Tollosedd and dhie say
el like 1oy Kiss vosa il 1 !
GERMAN APPEARS AND HITS PETRUSHKA WITH
SCHNITZEL: QUICKLY EXTTS)
Petrushka: Hes, muosician, what the hell was thae?

Musietan: Pav that hard smack no attention! [t's not even
wiorth 110 to mention! The German will be hack soon with
SOITH [l'f‘.'“:\! hl.T]H' ]IIH' rli';ii .'I['il'-‘ .'I'Itfl \'III!'"‘_L' I'III'.11‘\!

Gernn: (ENTERS DRUNK AND SINGING
Ach, aus dieses Tales Grunden,
Ihie dder kadie Noebel o rivcka,

Kinnt ich doch den Ausgiang linden,

Ach, wie Dilile wh mich |||':_".|1'Il ki!

Petrushka: Wow, Germuan, your song is quite puzzling Lot
me have some of what you're guzzling!

Gierman: Nein!
Petrushka: Mine!

Crerman: Nemn!

Petrushka: HITS GERMAN WITH BOTTLE: PL-
IRUSHREA BEGINS DRINKING Ha ha! Nin esta
LOOKS AT GERMAN) Musiotan. what's with the

loreigner!

!

Musician: | thaink we need the coromer, He's as dead as a
doornal!

Peirushka: Oh, what a shame! T thoueght we'd make
amends, that in the encd we'd be nends, Musician, call the
pricst! Is time for the fumeral feast! (PETRUSHEA EXTTS
WITH BODY

SCENE IV
CORPORAL ENTERS

{.:||'|||:r:||.' Musician, where 1s Perrushka? Tell me the !

Ciive me some vl

Musician: He went to the left, or mavhe the rght, Pve tald
va what T know so ger o ol oy sight!

EXTT CORPORAL, ENTER PITTRUSHEA

Petrushka: Oh dear lord! Musician, he's come 1o ke me
away! For everyvthing Pyve done Tl have 1o pay! Tell him
e left for the coast!

CORPORAL APPEARS

[:r:r'gml':ﬂ: You're gonna roast! You've been ap e phes g,
cloing the worst that vou conld! "Thats enough of your steal-
mg, your dealing, vour reelme For my oudie yvou're sured.
hlll']}l'iw'! Youve been recrutted!

Pevrushka: What! What kind ol soldier would 1 make?

Clorporal: [s those like vou that 'l ake. Stand straight and
march! (CORPORAL STARTS BEATING DRUNM) Right,
ledr, rigeha, lesfi!

Petrushka: (MINES UP DIRECTION) Lelt, right, lefi,

right!
Clarporal: No, no, no!
Petrushka: Ahhh! o so conlused!

Corporal: You're so dumb. oy amused! Take the drom and
I'll shosw vou,

Perrushka: (STARTS BEATING DRUDM) Lefi. vight, lefi
riehi,

Clorporal: Hew, Petrushika, vou're not such a dope! You
contlel e i soldier: 1 sull got hope!

Petroshka: (SMASHES DRUM OVER CORPORALS
HEAD T hope vou can cope! BANGS CORPORALS
HEADY Right, left, righa, lefi! (THROWS CORPORAL
OFFS PAGLE)



THE ADVENTURES OF PETRUSHKA

SCENE V
Petrushka: Ha-Ha-Ha!

A soldier™s Iife, o solddeer’s Ll
Just isn't Lor me, just isnte for me.
el rather hase o soldier’s seibe! A soldier’s sabe!

He, He, Hey Heo Heceoeee!!!

Musician, I served well wouldn't vou say? [ almost had 1o
give up and payv! But the smell of vietory is sweetl Now 1
woldd it mandd somethane o eat, O, aned dicl o hear the
Ing news! ve lived enough of o bachelor’s hife, Now e

.||'¢ .[|||'|| | (R |'|_:‘,t #1 '.'lill':
Musician: Whe did v gl hivehed o)

]1"||'|.J"'~|II'1.'.i A "i'- |I fllull-'“ '].III_L:|'1|"|'! [Il g A5 |‘1I|'| el COog,

i|||| :_;ﬁl'| .;I\I- 111 ||||_~|!
Musician: Shosw her to !

Petrushka: Here hitle walie!

Wile voice frome ollstace: Ch, Petrushka! Peeceeectmushka!

WIFE ENTERS AND PETRUSHRA KISSES HER

Petrushka: Oh, o lide ragamulling Bye-Bye (WIFE EX-
I'TS). Well, musician, what do you think ol my new Lnde?

Musicran: Well. in the hips she s rather wide, and her nose
T (o one stele, bt all tooadl i seems o good match, She's

gjuite a catch,
DOG ENTERS

Musican: Petrushka! Who's this manoy seoundreel belong

Lesca

Petrushka: Don't worry, 1°0s wibie's hitde mutt, Fu-lu, She’s
as ventle as a dove and needs los of love, Flere, Tinde Fu-he.
Shew the musician o tnck, Fu=fu. Tere, Tinde bity Fu=hu,
FU-FU CHARGES PETRUSHEA; FIGHT ENSUES;
FU-FU EAXTS PETRUSHRKA

Musteran: Well, thiat s the end lolks. s sad, I knosa, bul
sommethime must come 1o an end lor something new o

Ly,

THE END
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MOVING HOUSE

(1937-1938)
BY EZEQUIEL VIGUES (“DIDO")
TRANSLATED BY CARIAD ASTLES

The following play was written/devised and performed by the puppeteer Ezequiel Viguds, popularly known
as “Dido.” who is perhaps the best-known of the post-Civil War puppeteers in Catalonia. although he was also
very detive during the 1930s prior to the war, and also during the war itself. When collecting archive material
Tor his work and asked about the thirties, he said that there was “nothing of mterest” [rom these vears, which
may indicate that much material was lost or destroyed as a result of the war.

Dido was a skilled textiles worker who emigrated at an early age to Paris, where he developed an interest
in puppetry. although he did not work as a puppeteer until the age of fifty, when he returned to Catalonia and
dedicated himself to working as a professional puppeteer. He was active during the Catalan Republic and,
during the Spanish Civil War. performed short plays in Bareelona and thereabout. to Republican meetings and
pro-Catalan organizations. Performunces were also given to relugee children who arrived in Barcelona from
other areas of Spain. The traditional Catalan puppet was the glove puppet “Titella™ {also the Catalan word
for “puppet”) and had i carved wooden head requiring three fingers for its operation. The name Titella was
often shortened to “Tit,"”" as in the play here. 1t s interesting to note that this play is dated 1937-8. during the
heart of the Civil War. The central figure of “Tit™ is unusually represented as a painmter. reflecting perhaps the
interest among Republicans in harnessing artistic and creative skills in educational inmtiatives during the war.
Didd also makes nostalgic reference w his knowledge of Paris, where he was involved both romantically and
professionally with a dancer [or a number of years. £y Guarre Gars was a well-known Barcelona cafe hosting
and supporting performances. including experimental puppet shows. by artists and intellectuals, The brevity
of the play is also likely to reflect local conditions during the war. Following the war, Dido was energetic in
keeping the tradition of the Caalan puppet alive there is a square named atter him in Terrassa (Placa Dido).
outside the Theatre Institute where puppetry courses are tanght. as well as @ monument to him,

—=C. ASTLES

Ateraetens: T, ol Oty Aot il Cneareds) SCENE |l

"||”.la I8 r.|'lr.l.rhll HE .'.l.g'r.l .'I r.l'lJ."f" |r.l-'.l.l.!'.|,.'rn.'|.'|'.l'1 Heees o |'i.l|'|'|'.|'l|'|"|l|" - oy .
' e AR el  swrets Hhere Tete fater, Tt

SCENE | Lisure s Alas, what misfortune to be a landlord! What a
LEnter Tire Tt s painding o ,l'-'#rnr-'r fee 15 drying o ged a sran hesciache! What o worry! With my savings 1 managed o
Jrom Fol El-l.l.l'h."Jl Ceatts, His model iy a J-u"r;"frrm‘.' hat can fe feard Lanlel seame hide }|1|1|~.:-¢_-] rentedd |-i||-1|| ot stradeht awav
sungmng af Mee tofraf o tree, With the high ! wes that lodgers had o [Peny | should really

i = . it e ’ leevee Dol ryse I another lode honse. A the be "l!l]IH"'
Fin: You are so plaviul todis, my sweet. You're just like

|| Wails I]l "IJIIIL\ '\".l” I\l I\}HI[I'\. ||I|l| |||||: 1l ]I!"c Fracanee,
a dancer Let me see. mowve awav rom those leaves so

e i MNobodvy [ u‘umlllupn anvihing e apes, |J|Ll:!|1l|r|
thaat Tean see vou benter: Just there, thas i [T he goldfined

: sy i R p g that they have no money, They demeaned lower prices; they
ines | Now vou're just showing oft? 15 T win the grani
'l take yon to Parts. Tl gera comibortable hotel i the
rue e Kioofi, ane von oppesie, in dee lferien, full of trees
and lowers. | The goldfinel sings. Tit sees Elamel arsiving
Speaks to the galdfinchy) Please excuse me. | have to go n
and hide; beeause he's coming 1o collect the rene, Yoo re

ask [or c|nu1||u . lifls, central he ing, incinesors [or Ihn
rubbish, dishwashers, cold rooms, a gvim on the rool, a
swinuming pool in the Dasement, In this house here, T hove
a sitting tenant who s a complete disaster: he never pavs,
He must live on thinoaar hecause he never has two pennies
fev el Loyre ther, He's a SILOLLY hittle beast: nnluuh does he

sor ek nothinge w pav Tore o cent, Cfakey the feiniine
o ) { w il Loy |ty his rent. fat D IIJl]\I‘\-||JIJf1I e every tme |

rr’l'lr'l'I Hn'l:'r-'ruh_ .
LTI Lllll||||I1 Hl|| O Gy o, frem 1ocds A il |]L daoesn’l

]J.L\ I will sevee all has s sstons! hnecks on fe door) Master

Tuella. ... Mister Tuella. ..

Tie'Who isat.. !



Usuret: [V's me,
Tit; Oh, its vou. 1513

L.‘:"-l“‘l.‘l: ‘l..l".\. IIHL \'t‘l'} e, :..I‘I'-ﬂlll',l :\T(I'ﬁ' IH' L\.'It.“ o ;.l.jl(l
open up. Ul ook really angry: He's not really that had al
heart; hie's a nice young lad, Bke all artists, But you see i he
Bad rold me he was a painter, Lwould never have renee the
house to him. Enough waiting around! Open up!! (Anecks on
the door) Mister "Tivella. ! Miswer Thiella. !

Ti[: ]'m (TR]| ]ll'l'i". ] went ot aowhile iz,

Usurel: O, he's not in. He went out a liode while ago.
uMekes to Lo, Thinkys again and eomies back.) Hang on, how
can he not be i i he is the one who told me so? 1 don’
like: 1L‘]lil1|4 lies, but ['m L{llit!j_{ to tell one mows Ricky on the
efoar, | .

Tie: Whais u?
Usuret: Be a good chap and open the door, i°s the postman,

Tit: Oh, you're the postman are vou! Push the letters un-
der the door

| RS 'm."ﬂ"r'_:', Lect’s seeal this Lot v oul, I T 1 ean',
1t7s o registered letter, with something ol value inside.

Ti: Inthar case, Ul come straight away,
Usuret (s Got him!
Tt tasider: Oh no, the landlord! He's ticked me properly!

Usuret: You scem surprised by my visit, You shouleln't be
strprised. You know why Tam here!

Ttz o stretch yvour legs.... w have astroll., o ove o lnde
stmshine.., to work up an appetite, ..

Usurer: Pyve come [or the vent,
Tt I old you would pay vou tomorrow,
Usurer: You wold me tha vesterdiny, so iomorrow is today!

T What? Tomoerrow is weday? So that means the day-al-
ter-tomorrow must be the diay-belore-yesterday |

Usuret: Are vou going 1o keep this logie up [or long?

Tz Don't worry sin ne problem. How are vou? Hlow is
vour very-tuportant health!

Usurer: My health is good, 1's my tenants who are naot
cood, They will make me lose my health,

Ttz Is vour family well?

Usuret: They are all fine,

Tt Wha about vour daughten, is she already engaged?
Usuret: Yes: she is,

T And what about your inde dog?

MOVING HOUSE

Ulsurpee: Her, ton,

T Engaged?

Ulsuret: I mean she s well,

Tit: She was wearing a lovely dress the other dav
Usuret: My dog?

Tit: No, your daughter.

Ulsprer: Oh! Yes,

III"ll', th' |'|;'H'{ il '\'1'1":'.' I:I'l"l:q' l'l}":;ll'fl"l]!

Usurer: My daughier was wearing a collae?

Tit: Nocthe dog,

Usuret: This is quite enough! T have come for vou to pay
I VOUT e,

Tit: Yes, sir yes. Twant to pay you, but there is a problem.
Usurer: What!

Ttz 1 have o money,

Usuret: Then look lively and go and get some, now!

T Noww! ."ilr;tll_u‘hi .|Ll.'.|':.".1 Illll‘m':ii:-ih'i}'.1

Usuret: Yes, right now!

Tit: How can | do that? (Seradches Iy fread ) 1 knos! How
much dea T owe o

Ulsuret: You owe me for two months: that’s $7.

itz 5ol you conld he so Kind as to lend me ten, will pay
vour right awa,

Usuret: That™s vour good ideal

Ttz 1s ereat, 1ot 1L

LUsuret: Tdon™ Tike ivat all,

Tits Llove it I just go and make a note of ...

Usuret: Don't go. Come heres You're trving o get away.,
(Putdls fane back by hiy packed. |

Tt Stop, stop. don’t pull me like that, yvou'll ear my suit!
Ulsurer: Arv vou going o pay or not!

T Yes, sin Pwant to pay, but nght now Tean't T haven’
sold anything for three months,

Ulsirer: Well then, i1 vou have no money, vou lave w get
ot of the house,

T Is-almost certain that L am going 1o win i prze with
my ol painting, The Flying Bisd, and 1 promise Twill pay vou
then,

Usuret: You with your artist’s Fantasies; and me, with on
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?\'['”h'lll"i.ll‘ rhinkil‘;_:_"f I]IP e gl i“i“'ill' .Illil vacale lhﬁ‘ IlIHI‘H‘ il[l' (RLR] I'I'IIII'II"!.'. .\:1 2% hi":\ ?_:IJI'IE' Liy |l|‘|l ]! ||1l' l‘!di“”l‘\ (8] |h|'|’i'L|.' IT'I_\
miechately furniture in the street and get me.

Ttz Do you hear this, goldfineh? Tot: What a hassle! What are vou going to dao?

Usuret: There 1s no goldfinch who is worth this. I vou Tie: Mowve.

l]l!r-'l.l l{“ Ill iIrIHH'fH}ill‘ s ||It‘ |‘||I'Ii;1|ll1' \‘ki” |H‘ =111 ”\ITIL‘\ |i|T

/ ‘ Tor: Where will vou go!
the baleom: and 1 wall make vou clear 1t all up. ! here will you g
T X B ETE f [ CRLESE

itz Do what VO Wanl (gads i fo the hese), Lit: Your house.
Tot: OK, come on then, Ul go and get the truck, you can

Usurer: 5o that’s VOUT answer? Now vou will find out what [ g : :
T star l”“'”?—’;]”g |||l' furniture out.

am hike! I'm going to feteh the bailifl’ to eatch you!
{As Elsuret leaves the seene, he humps into Tl )

Tot (entermg): Cian't you [y attention o where vou're walk- SCENE IV
ing, vou blockhead!? Baififfi

Bailifl’ (enters, marching): According to my instructions and
[hl' i]l‘ifl['ﬂ'h?\' J'I\C‘ﬂ'.l'\'ﬂ'l'l‘ !hi.‘\ i.‘\ [ljl' ![II[IZ\'"_ 1]!(' Tenanl (}1. \\.'ll'il'i'l I
SceNE Il arm to take o pl'i.‘ﬁ M. 'H.fmg," Corash! .'\Cra.'rra'lff'.l.l'.r.rg_frf.u";"r o fits heaid,
(Lit and ‘Tot) Huh? What's this? (Bang! Crash! More things fall an top of him.)
It's raining furniture!’ Faced with this particular situation,
I [llJ 1ol Lilll!“.' IHI'I\ lia !Il'l]!'lf'!'ll. I \1';” ['(irli\'illi I'I'II\- l’br"l_ﬂi'ill'ti,{'l',
Leamey with miltlary step),

[on: Not even done on purpose! And oday when 'm try-
ing out my new shoes! Clearly, stepping on people’s feet is
only for new shoes and those with bunions, (Asecks an T

ﬂ'rrl‘h':
Tt (gsteley: I'm not here,
: SCENE V
Ton: You're not here, you say? (hinter Tot, driving a truck. He gathers up the bats and preces and puts

them on the table. Kaocks on the door. Bang! Crash! Something folls

T P'monot bere and Fmovery eross, :
itz oot bere and Povery oro o G ki)
Tow If' you're not here, where are vou?! - . ;
2 > i Foe: In's me, To, Qe up,
I[Ii|: IL\'l‘ S]] ]iilli||i|| 3 e T o 4 . . .
KONt 5 ['it: I thought vou were the bailitf, Come in, there’s no time

Tot: But 1 ean hear vou! There's no point in elling lies, o waste.

Come on, | have a surprise tor vou - ' : ;
! SHTERLS S (Tt aned “Tot gle the furniture and other items upy and load them into

Tit: Oh, it’s you, Tot! What's the surprise? the truck. They stavt wh the velucle; as they po. the mator stalls, This
srfneriton can be i.r'l,'u'rﬂr'r!' 125 uﬁr'u il .l.r'ul.n'.l.".u'.r.f'_ The truek Loy mila
Lot (shorvs ham lus feet): Look. .. reverse. It goes vownd and vound the stage, and stops on the far lefl,

Tit: Oh, what fine shoes!

Tint p.':!r-fﬂ.r(g 1) 1 Nt l.l',u'."r."'r'_!_' Hao, ho. ..

SCENE VI
Tir: I do like them! (i, Tot. Ulsuret, and Policemen. FEnter Ulsurot and tioa Policemen. )
Tot: You can try them on any time vou like. Lsurer: "This is my house, where the artist lives,
Tit: Thanks, Tot. Policeman: We'll cateh him, de him ap and take him o

oy : - ILSOTL
I(!lf "IIHI IHI]L' h':l{l “!IL'I_\'. 1\ IILH = ‘.'l.'!"“['l?-_{.;I I

_— . : : [ They knock an the door: bang, bang!)
lit: The owner of the house has just gone away 1n a rage '
beeause 1 haven't paid the rent. Fruck enders; with evashes and bangs, goes off  w pursit of Ulsired
anel Policemen. They vun. Usirel and the officers of fave and orde

Tost: Ohh, was that vour landlovd, that blockhead who just - : : i
e g ? ERHBER WO T4 Slee, The truck drvives ronnd the stage and disappears, Curtain,)

stepped on my wes! You're right not w pay him.

lit: 1 don’t know 1f 'm right. What 1s for sure is that 1 have END
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BOY ON A STRING:

From Cast-Off Kid to Filmmaker through the Magic of Dreams

by Joseph Jacoby
Carroll & Graf, 2006,
336 pages, B & W photos.

ISBN 0-7867-1711-4. 526.95 Film.

Boy o a String is a memoir that will be of interest
to puppeteers, as Joe Jacobhy worked Tor both Maury
Bunin (his first Aniform operator) and Bil Baird
(playig Carby Carburetor at the New York World's
Fair) carly in his career. Though the book is not
primarily about puppetry, Jacoby uses the chance
viewing of two marionettes on an early television
broadcast (one of the author’s Nirst memories) as
a potent imaze. He also credits his experience as
a puppeteer for providing a kind of metaphorical
understanding of his way of working—animating
events and people (including his own public persona)
while keeping his private self obscured from view,

The book is o kind of exegesis of a life crafted as if
it were a sort of screenplay, Tt is both a means for Joe 1o
penetrate the darkness in which his origins are cloaked as
he attempts o make sense of his life, and a way for him
to share that search. Given the carly challenges he laced
in a series of foster homes and a state institution, his gifl
to the reader is exceedingly generous.

This is a fascinating tale of a bright boy who, through
passion and force of will, realizes his dreams ol work-
ing in film and television. Along the way he works with
and/or becomes friends with many in the industry whose
names will be known to all readers: Scorcese, DeVito,
Chayefsky. He also works with some figures behind the
scenes, like movie mogul Joseph E. Levine—a powerful
man who, like Facoby, was all self made.

The people who start from nothing make their
own rules: survival requires self-invenlion.

[1"s than simple. {piape 2749

Jacoby comes across as both puppet and puppeteer—a
sort of Frankenstein's monster that somehow succeeds in
stitching his own being together and then pulls the switch
(or the strings?) that animates his creation.

The bulk of the book details his life through 1973,
when a meeting with Paddy Chayefsky indicates thar Ja-
coby has “arrived” protessionally, and then jumps ahead
nearly thirty years to when he at last opens the vault of lus
past. Oddly (perhaps). itis in this final section that he leaps
back a few years to the making ol his film version of Davy
Jones” Logcker with Peter Baird. He sketches out an idea for

= -"’.E- L L !"__

- e
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As Jacoby untangled puppet strings, an ornéry Davy Jones (the character in the clam shell)
squawkad. *| hope you dont mess up your lines the way you screw, Up your strimgs.”

a logo for the production company for this venture—Children's
Video Theater. Only later does he realize that his sketch is the
exact image from his childhood: he and his mother looking
through a store window at a television screen where two mari-
onettes dance. Thus he discovers that his work—Ilike that of all
artists—is at its heart self-portraiture.

Review by Andrew Periale

= lp

SANDGLASS THEATER

From Thought to Image
(Tewenty Yeary in Vermont)

Sandelass Theater s one of the most influential enscemble
theatres in Amcerica. They are certainly one of the most
widely traveled. This book is more than a retrospeetive ol
h;|||||5_r||:11-‘\h shoavs ora |H'(JI'IEH|U.<_!\"-H':I| hstory ol IJLl'{'nqu!:it'I\'.
Ias o look at the making of a carcer and what that career
has meant o the mdivaduals involved and their community,
That saiel, there are many gorgeons pictures spanning the
period from the carly 19805 10 the present, and there 15 a
substantial essay chronicling the company’s work over thin
timne. Sections include the shows, guest directing projects,
summer training institutes and more, o the ierest of
{ull disclosare. 1 was involved in this book™s creation, Siill,

I think that anyone with a senous interest in puppetry will
fined this a welcome addition 1o their library,
~Andrew Periale

' e-mail: infosandglasstheater.org

m =
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Hazelle Hedges and

American Puppet Modernism

Mike Joly, Hazelle & Her Mariemertes: Crearing the World's Largest Pupper
Company. Independence, Missouri: The Puppetry Arts Insitute, 2005,

199 puges.

In Kansas City, Missouri in 1932, Hazelle Hedges was o re-
cent Fine Arts graduate considering a career in fashion design
when an eleven-year-old neighbor boy asked her to construct
o marionette for him. to complement an Malian figure he had
recently been given. Hazelle built the boy o marionette clown
{with a fine costume benefiting from her design sense). and
then others o follow. Hazelle and her young friends began
to perform puppet shows in their neighborhood (she painted
the backdrops). then in local schools, and ultimately in ma-
jor department stores in Kansas City. Hazelle begun 1o give
puppet-making workshops through a summer museum arl
program, and continued (o build marionettes hersell, ina home
workshop that soon outgrew its space. In 1935, a department
store oy buyer suggested she try to sell her puppets at the
New York Toy Fair. and Hazelle soon headed east with her
riend Bermicce Rose and an array of marnonettes. At the Toy
Fair, Mike Joly writes. Hazelle and Berniece took orders by
day. and slept on cots in the exhibit area at night,

After the Lair, Hazelle stayed in New York a while longer,
studying puppet building and performance with Tony Sarg,
who was by this time not only a puppeteer and impresario,
but also o canny entreprencur whao, as Joly writes, in the
19305 had “nine different businesses, specializing in u va-
riety ol products, from his beloved puppets to fabries for
children’s clothing.” Clearly inspired by Sarg’s combination
ol puppetry and business sense, Hazelle returned 1o Kansas
City. and by the fall of 1935 had set up & puppet factory with
seven women employees who were mass producing Hazelle's
Marionettes.

Owver the course of the next forty years, Hazelle's Mari-
onettes became “the largest exclusive puppet manufactur-
ing company in the world.™ In 1941, Hazelle married John
“Woody™ Rollins. who had studied industrid engimeering, and
who soon took charge of the production aspects of an increas
ingly mechanized operation. By 1971, Hazelle's Marionettes
could produce vinyl molded puppet heads on an assembly line
at the rate of 1.000 per hour,

Like many American women puppeteers in the early twenti-
cth century, Hazelle wasn™tin it simply for the money. Instead.
she shared the idealistic goals of Ellen Van Volkenburg, Helen
Haiman Joseph., Muarjorie Bachelder, and other Midwestern

women who
saw puppetry
as o posHIve so-
cial and artistic
force: a parallel.
in fact, to the
Russian women
Constructiv-
ists who were
muking puppet
shows at the
stime tme i the
Soviet Union,
and o Mexican
WOIEen puppe-
teers such as Lola Cueto who also saw similar possibilities.
Huzele was a tireless and successul promoter of her work
because, above all, she believed her mass-manufactured miari-
onettes had important educational benelits for children. ' To
sell atoy,” she once instructed retnilers, “you should know
how it works. understand how it benefits the child education-
ally. and be able to explain these important selling points o
your prospective customers gquickly and with enthusiasm.”

Joly’s history of Hazelle's Marionettes explaims, indetail,
how Hazelle and Woody set up and ran their factory, how she
patented her desipns, how they promoted the puppets. how
Hazelle designed the packaging and advertising (winning
design awards in the 1930s), and how she was always ready
al the drop of o hat to perform with her marionettes: not only
10y increase sales, but to share what she considered their posi-
tive social function.

Joly’s chronicle of this family puppet business also eluci
dates how the changing times were reflected in the design and
distribution of Hazelle™s Marionettes. An early emphasis on
clown and fairy tale characters (as well as blackface minstrel
characters) in the 1930s shafted woa socially conscious array
of friendly imernational characters (“"Carlos™ and “Cuarmelita.”
“Chinaman,” “Dutch Girl,” “Russian Boy™) reflecting Frank-
lin Roosevelt’s “Good Neighbor™ policies and then the Allies’
global solidarity during World War Two. The popularity of
puppets on television, Joly says, offered consistent support
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for Hazelle's enterprise. from the early [ifties through the
seventies. although Hazelle™s Marionettes rarely produced
licensed characters directly drawn from television shows. A
fascinating feature of Hazelle and Her Marionentes 1s the
;1]':[1;:|1L['||;c_~. of full-color reproductions ol sales catalogues
showing the entire range of her creations through the
decades. Also fascinating are Joly's accounts ol the suc-
cession of materials used, from an early sawdust-and-glue
composite 1 a cellulose acetate material called “Tenite,”
which was injected into copper or steel-die molds. Equally
interesting are the simple corrugated cardboard stages
(for marionettes, finger puppets, or handpuppets) which
Hazelle's Marionettes sold, together with short seripts
Harelle and others wrote o mspire children to ereate
their own theater performances. In many ways, Hazelle's
Murionettes were a twenticth-century continuation of the
oy theater eraze which had characterized the previous
century’s home entertainment.

Just as in the case of commercial, political, and “artis-
ti¢” puppet performance of twentieth-century America. the
world of toy puppets was affected by changing tastes in

manipulation style. In part reflecting the development of

television puppetry from Howdy Doody to the Muppets,

INTERNATIONAL

the marionettes which were Hazelle™s mainstiay were aug
mented by handpuppets. Moreover. by the 1970s the popu-
larity of puppets themselves as children’s toys was being
eclipsed by increasingly more complex computer games.
By the time Hazelle and Woody retired in 1975, they had
sold their business to a South Dakota puppeteer/business-
man, but it soon became apparent that Hazelle™s Murioneties
was. as Joly puts it, a “Mom and Pop™ organization, and
no one else had the personal contacts or energy required 1o
muke it succeed. Finally, after a quick succession of four
different owners, the business went bankrupt, The Puppetry
Guild of Great Kansas City ultimately received what was
left of Hazelle's Marionettes. and created the Hazelle Rol-
lins Puppet Museum to house both her creations and the
large international collection of puppets she had acquired.
United States puppet modernism involved a wide array
of styles, technigues. and approaches to puppet theater that
were particularly American because they combined com-
merce, art. technological mnovation, and non-western as
well as western puppet traditions, Mike Joly's book shows
how wide and deep modernist puppet culture could be.

review by John Bell

JIM HENSON FOUNDATION

Supporting innovative and contemporary
puppet theater for over 20 years

For information on our grant guidelines and other activities,
or to check out our new grant recipient archives,

please visit our website at:

www.hensonfoundation.org.

627 Broadway, 9th Floor
MNew York, NY 10012

Phone 212.680.1400
Fax 212.680.1401
Email info@hensonfoundation.org



PUPPET RAMPAGE 2007:

The Puppetecrs of Aevia National Festival Breings International Flavor to Ameriea’s Headtland

Concordia Umversiog 6 Paol, Minnesota Joly 17-22

Their performance Kust portrays a bizarre offshore
pirated radio station,

GRUPO SALTIMBANQUI from Mexico presents
Cuentos de la Tradicion Orval Indigena Mexicana,
a hilingual rod-puppetry piece told by two Mexican
inchworms and Legendus en Flor, an exceptional hand
pantomime blended with miniature Aztecan masks in
a love story for all ages,

Several stateside anisis will present performances
with foreign roots. The Greek folk hero Karagiosis
will appear in his traditional form, performed by Greek
Puppeteer LEONIDAS KASSAPIDES followed by
a reinvented Karagoz from the high-energy virtuoso
of political object theatre. PAUL ZALOOM. MEIS-
TERKLASSE, a New York ensemble hand-picked
by German Master Albrecht Roswer. will present
vignettes they developed with this legendary artist,
BALI & BEYOND will perform Alice in the Shadows.
The National Puppetry Festival is a biennial happening pro- 4 reinterpretation of shadow tradition via psychedelic
duced by The Puppeteers of America. It is a caffeine-laced  rock and roll.

{ o Sttt

endurance test of performances, workshops. symposia and late From the state-ol=the-art, air conditioned theaters
night shoptalk. Puppet Rampage "07 will be no exception, so perfect for puppetry, to the Late Night Lounge (open
mark yvour calendars. nightly mto the wee hours), comfort and camaraderie

This festival will bring together dynamic productions for — will ubound. Puppet Rampage 2007 is yvour passport
every taste—cutting edge performances for adults as well 1o a world of puppetry, all on a single college campus.
as outstanding shows for Kids and families. This is a great  Space is limited. so eurly registration is recommended
opportunity w enjoy performances both traditional and con-  For more information, visit;
temporary [rom across the USA, but it’s also a chance o see www.puppetrampage2007.org
some highly accluimed foreign puppet troupes.
Festival organizers already have verbual commit-
ments from puppeteers in England, France and
Mexico and are angling for Brazilian and Dutch
performers as well,

From France, CIE. COATIMUNDI presents
a sequel to thetr outstanding performance The
Vrchanee! and the Amima! Tramer from the
1999 National Puppetry Festival in Scattle.
Howsehold Allicnces 1s reminiscent of Keaton
films where actors. puppets and machines all
have a role.

Maonty Python's Terry Gilliam has described
the UK's GREEN GINGER us: “The deranged
product of dangerously sick minds: For the sake
ol the nation they should be kept off the streets.”
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SHADOWLIGHT 1S PROUD TO ANNOUNCE THE DEBUT OF THE DVD SERIES

is-an award-winning production that tells the epic love story
of emperor Kublai Khan's journey to the underworld to

rescue his wife,

SHADOW MASTER

T VISIONS

is the story of a yaung monk’s forbidden love and hidden identity,
revealed through a series of visions, Written by award-winning playwright
Oetavio Solis, the musie and images hanar the Dia de los Muertos.

THE WILD PARTY

ocking classic poem of the Jazz Age. about a couple of

quarreling vaudeville performers. The music and visual style reflect
the American traditiens of jazz and film noir.

AMBROSIA OF IMMORTALITY
Is & larger than |ife tale from the Mahabharata involving gods
uprooting mountains and demons churning the ocean,

portrayed with intricate Balinese artistry.

DIRECTOR'S CUT Shodpwlight presents eross-cultural storvielling working with hath traditiona
SPECIAL FEATURES il comtemporary artists, writers, compoesers, dancers amd puppeleces Lo
create origl shudow plavs vna giant sereen. ShadiwLight also teaing and
INTERVIEWS WITH ARTISTS : h ;
educates people of all dwges in the art of shadow theatre though workshop
BEHIND-THE-SCREEN MAGIC leclures, residencies and our DV sere

COLORFUL ARCHIVAL CASES

TO PURCHASE THE DVDs VISIT: WWW.SHADOWLIGHT.ORG




