


























































































































Asian puppetry—a fast disappearing art

(Continued from page 37)

occasions such as marriages and in connexion with cere-
monles to celebrate pregnancy or circumcision. On such
occasions the puppeteer is accorded almost the same respect
as a priest.

The Wayang puppets influenced other theatrical arts,
especially the dance which adopted many of the same move-
ments. The plays are usually performed after sundown with
the men sitting in the privileged positions behind the
puppeteer so that they can watch the actual manipulation of
the puppets. On the stage itself there is a large transparent
white cloth with a symbolic red border stretched much in the
fashion of a home cinema screen. Behind this stands the
puppeteer with a finely-fashioned oil lamp hanging above his
head. In front of the screen the women sit and watch the
spectacle as a shadow play.

It commences with a long prelude by a Javanese orchestra,
but before the last sounds of the gong have died away the
puppeteer brings on his puppets made from buffalo hide and
decorated and painted in symnbolic colours. They are divided
mto two groups—the good and refined with long thin
features and bowed heads, as a sign of humility, and the evil
puppets with huge bulbous noses, fat bodies and heads held
high in pride. The complicated plots, many drawn from the
Hindu epic, the Mahabharata, familiar to the Javanese, take
an entire night to perform. Despite their length the audience
listens fascinated.

As Iong ago as a thousand years before the birth of Christ
puppets were as popular in China as the cinema is today. It
is said of the Chinese Emperor, Muh, that on one occasion
he called in a famous puppet showman, Yen Sze, to entertain
him and his many wives. The puppeteer, elated at being
invited to exhibit at the Royal Palace, went happily to work
and made a wonderful set of puppets which could open their
lips, move their hands and roll their eyes at the audience.

But during the performance the puppets appeared so life-
like that the Emperor imagined them to be flirting with his
wives. He ordered the puppeteer’s head chopped off on the
spot. The showman begged for his life and to prove his
innocence tore his puppets into shreds. The Emperor, realiz-
ing that he had been made jealous by mere coloured scraps
of paper, relented and granted him his life.

Perhaps not all puppets are as realistic as those of Yen Sze,
but the measure of Chinese artistry is shown by the fact that
today shadow plays are performed all over China. The
tradition of the puppet theatre has been preserved intact and
to old folk tales and legends have been added adaptations
of Chinese plays and translations of foreign works.

The making of shadow puppets in China is a special craft.
The figures, cut by scissors, are individually styled. Open-
work and embroideries are indicated by delicate traceries.
Tinted in rich translucent colours the puppets have a decora-
tive appeal which fascinates the audience. The travelling
puppeteer is his own theatre as he carries his stage on his
head and manipulates the puppets from underneath his
voluminous robe. In the 1939-1945 war the Chinese puppet
theatre was used as an effective method of anti-Japanese
propaganda—a good indication of the profound influence of
puppetry on the modern Chinese peasant.

Kabuki actors out-classed

HE Chinese taught the art of making puppets to the

Japanese and although the growth of puppetry in

Japan was comparatively recent, by the mid-eighteenth
century the Japanese puppet theatre had become the maost
lavish in the world. Through the rivalry of two puppet
companies, drama reached such heights that it outshone
the traditional Japanese Kabuki., Human actors watched
the puppets to learn the niceties of acting: the revolving
stage was introduced in the puppet theatre; the greatest
Japanese playwright of his day, Chikamatsu, found greater
Ireedom in writing plays for imanimate actors. This was

by reason of the fact that the oriental drama had kept to.

its ritualistic and stylized character with the result that the
puppets became more human than the humans.

Following this apex of Japanese puppetry a decline set in
and it was not until 1871 that a puppet company in Osaka
brought new life to the art. From Osaka the new form of
puppetry spread to Kyoto and thence throughout the length
and breadth of the country. The name of this Osaka
company, Bunraku, has since become synonymous with the
classical puppet theatre.
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Bunkaru puppetry is actually a puppet play co-ordinated
with ballad singing—the musical instrument used being the
Japanese samisen, a three-stringed instrument which was
brought to Japan from the Ryukyu Islands at the beginning
of the Tokugawa era. The puppets and the recital are one
as the figures move in harmony with the recitation and a
form of musical drama is thus produced. Perfect harmony
and synchronization are required and even the slightest de-
viation will disorganize the movements of the puppet.

The puppets, which are almost two-thirds life size and
weigh about thirty pounds, are beautifully dressed. They
are manipulated from behind by puppeteers who make no
‘attempt to conceal themselves from the public. The principal
puppels are each manipulated by three men—one for ine
head and right arm, one for the left arm and a third for
the feet—who co-ordinate their movements with the lilting
rhythm of the samisen and the moves of the puppet’s head.

Burmese Kings portrayed

ably impressed with the harmony of the performance

and are curious to know how three men moving one
puppet can read each others minds so perfectly. This
harmony 1s achieved only by assiduous practice. It has long
been an established rule among Japanese puppeteers that it
takes ten years to handle the feet properly, ten more years
to control the left hand and another ten to control the
central movements.

Thirty years spent in perfecting the art of puppet mani-
pulation is something which could be found nowhere else but
in Japan. It should not be imagined, however, that the
puppeteers are the most important part of the Bunraku per-
formance: the singers and the samisen players must also
co-ordinate exactly in observing the traditional rhythmic
pattern which is maintained by all participants throughout
the entire performance.

The puppets themselves are extremely complicated in
construction. One figure may have as many as five different
kinds of string controls. The faces are carefully painted and
the wigs and garments prepared with infinite care. After
each performance the puppet’s clothes are taken off and
stored away. As witness of the importance of puppet per-
sonalities it is of some significance that the script-writer of
a Japanese puppet play will commence his work with the
existing puppets in his mind’s eye. The theme of the puppet
plays has always remained the same—the triumph of justice
and the struggle of good against evil.

In contrast with the high moral tone of the Japanese
puppet plays the Burmese puppeteer gives his performance
with the primary purpose of entertaining his audience, and
many of his puppets are lively laughable figures of fun.
However, in common with Japan music plays its part on the
Burmese puppet stage. The Burmese puppeteer shows a
fight between a dragon and a peasant. The dragon is killed
and then quickly resuscitated since for the Burmese to show
the taking of life would be an impropriety. Genial-looking
puppet giants are brought on to dance, and animal puppets
perform intricate figures each having its own signature tune.

The true Burmese puppet play, however, is more often
than not concerned with events in the lives of the former
Burmese Kings. These semi-divine Kings did not, appar-
ently, object to stage representation of themselves provided
that every detail shown of the court dress, manners and
customs was accurate. This custom is still followed today.

Puppetry in Burma now is a declining art and the spirit of
the puppet theatre is largely kept alive here, as in India and
Ceylon, by the itinerant puppeteer wandering from village to
village and fair to fair, playing to those audiences who still
remain out of touch with the cinema-—particularly true in
Burma where the cinema has not spread to the same degree
as in other Asian countries. These simple yet dedicated
artists have most probably been given the secrets of their
calling by their fathers as the art of the puppeteer tends to
run in families. )

Asia still has its puppet theatre but the art of puppetry
is fast disappearing in face of the ever-increasing advance of
the travelling cinema and the radio. If this fascinating link
with the past is not to be lost entirely, urgent steps will have
to be taken. A new renaissance is certainly needed if this
Peoples’ Theatre of the East is to continue to function, as it
has for centuries past, bringing art into the everyday lives of
the ordinary people.

F OREIGNERS, Witnessing a Bunraku performance, are invari-










































Puppets, source of
literary inspiration

by Jacques Chesnais

FTER more than a quarter of a century of struggle and
innovation as one of France’s most famous theatrical
producers, Gaston Baty—whose name is linked with

those of Louis Jouvet, Sacha Pitoeff and Charles Dullin in
the period between the two world wars—startled the world

by announcing his withdrawal from the legitimate stage to-

set up a puppet theatre.

Gaston Baty had not suddenly gone mad nor was his
decision a wild spur-of-the-moment flisht of fancy. Baty
had come to realize that puppetry was a new form of art
which, though sometimes primitive in technique, opened vast
potentialities for creative expression impossible to achieve in
the legitimate theatre.

In the history of modern art, a break occurred between
figurative art which produced naturalism and abstract art
which exploded on the world with surrealism. This eruption
was to place puppetry—which had always been the theatre
of the people—on a new level as a true art form.

Baty was following in the footsteps of many great men of
letters and artists of the past who have found a deep source
of inspiration in puppetry.

Almost all of the great writers of antiquity mention
puppets. Even before they became a great means of
expression puppets embodied a +whole philosophy of their
own. This did not escape the great Cervantes when he
devoted a chapter of his “Don Quixote” to “the braying
adventures and the droll one of the puppet master.” Cer-
vantes perceived that the marionette could portray the true
image of Man as reflected in his caricature and could give
credulity to the poetic folly of his hero and his combination
of idealism and plain logic.

In his descriptioﬁ of Master Pedro and one of the popular
road puppet theatres of his time Cervantes blends reality
with fantasy. The whole chapter is imbued with a profound
sense of humanity. “In all earnestness, gentlemen,” says
Don Quixote after he has slashed at all the puppets to save
a doll-damsel in distress, knocking some over, beheading
others, crippling this one and mangling that one, “I can
assure you that everything that took place here seemed to
me very real indeed, and Melisandra, Don Gaiferos, Marsilio
and Charlemagne 'were all their flesh-and-blood selves.”

The same episode inspired the modern Spanish composer
Manuel de Falla to write a musical score entitled “Master
Pedro’s Puppet Show”. De Falla also worked with Federico
Garcia Lorca, who has been called the “poet of the puppets”.
in productions of several puppet plays.

Ben Jonson, the English dramatist, writing at almost the
same period as Cervantes, used puppets in his “Bartholomew
Fair”—one of the great London fairs of his time—to
stigmatize fanaticism and intolerance. The puppets, serving
as accessory but vitally important characters, helped to tell
a highly dramatic and human story.

‘Shakespeare of the Far East’

parcel of Japanese drama and even were the basis of the

theatre in Japan. They inspired more than 100 plays
during the 17th century from the pen of Japan’s greatest
dramatist, Chikamatsu Monzaemon. Born in 1653, Chika-
matsu first lived the life of a Knight Errant until he settled in
Osaka and began to write plays for the Joruri puppet stage.
ghii’{amatsu has been called the “Shakespeare of the Far

ast.”

In the West, puppetry has still to reach the great heights
attained in Japan. Asian cultures are particularly suited to
the conventions and symbolism which evolved in puppetry
where every movement of the face or limbs of the dolls is
part of a veritable language of gestures.

Nevertheless Western puppets have played important roles.
On several occasions the miniature theatres have served as
a Dlace of refuge for oppressed or victimized dramatists. In
18th century France, for example, the -legitimate theatres
held a virtual monopoly of dramatic productions and pre-
vented competition from independent groups. A number of
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S iNcE the 12th century, puppets have been part and

Parisian dramatists had resort to the puppet theatres of their
time to maintain their right to self-expression.

Among the many men who have found deep inspiration in
puppet shows is the great German poet Goethe. The legend
of Dr. Faustus had been a frequent and popular theme of
marionette theatres in Germany as early as the 16th century.
During the Romantic period of Goethe’s time it struck a
particularly sympathetic chord and like all his con-
temporaries, Goethe found himself captivated by the puppet
play. He was to transform this elementary tale of
necromancy and mysticism into a theme that is today
immortal. From the conflict naively expressed in the puppet
drama, Goethe was to draw out a series of problems of
universal impact and produce his greatest play.

The same period saw another great German dramatist,
Heinrich von Kleist, complete a tiny essay entiled “The
Puppet Theatre.” Though small in size it was considerable
in importance. Here for the first time, marionettes inspired
a text in which the technique of puppetry was the basis
for deep reflexions of a psychological nature and the basis
of an admirable comparative study between the moving
marionette and the human dancer.

Rendez-vous of sophisticates

UPPET shows had always been manifestations of folk art.

In technique and repertory they were mainly traditional

and handed down from generation to generation. That
they could also provide fashionable, sophisticated entertain-
ment was amply demonstrated in the private and semi-pri-
vate performances in France during the mid-19th century.
‘With her son Maurice, the novelist George Sand built the
Theatre des Amis first at Nohant and then in Paris. The
puppet theatre, with its satirical plays, soon became the ren-
dez-vous of -all fashionable people in Paris, and George Sand
a champion of the cause of puppetry.

Other authors and poets of the time were also inspired to
write passages on marionettes which are now considered
famous. (Theophile Gautier, Gerard de Nerval, Charles No-
dier and Louis Duranty are four outstanding names.) But
it was not until the closing years of the 19th century that a
real revival took place. Puppets were then “discovered” as
an artistic medium and writers and artists accorded them a
serious respect they had not enjoyed before.

The year 1887 saw the birth of the now internationally
famous “Black Cat” cabaret in Montmartre where successful
poets, musicians and painters gathered to produce artistic
shadow shows. It was followed by the “Little Theatre”
which gave performances of Cervantes, Aristophanes and
Shakespeare with stately rod puppets and revealed the great
marionette poet Maurice Bouchor.

Puppets have continued to hold a great attraction for
writers ever since. Maeterlink, the Belgian poet-dramatist,
wrote some of his earliest plays for the puppet stage, though
he later abandoned the little wooden actors. Collodi’'s
“Pinocchio” has become a classic; Bernard Shaw wrote
“Shakes v. Shav” (see page 28); Bizet paid his tribs-te in “The
Funeral March of a Marionette” and Paul Claudel wrote 2
puppet farce “The Bear and the Mbon.” Alfred Jarry's
satirical play, “Ubu Roi” greatly influenced the surrealist
movement in literature. The list of authors is almost endless.

The puppet revival in our own time has gained momentun:
among playwrights and producers. Gordon Craig in his
essay “On the Art of the Theatre” sees the future of the
theatre in the creation of a super-marionette who is the
“complete actor.” To Craig puppets are a serious matter
and he restores them to their rightful place as an integral
bart of dramatic art.

Today a new road is open to puppetry. Alongside the
puppet theatre as a cultural medium on the one hand, and
as an educational vehicle for children on the other, a new
poetic form of marionette theatre has been born. Where the
living actor cannot pretend to reach, the puppet, unshackled
by human laws or limitations and symbol of dreams and
fantasy, attains heights only the imagination can follow.






























From the Unesco Newsroom

IPAUSE FOR THOUGHT:
Travellers who wusually hurry
through one of Paris's largest
railway stations nowadays stop
to take a look at an exhibition
which tells the story of man’s
long fight for human rights.
Organized by the French Na-
tional Commission for Unesco,
the exhibition stresses one par-
ticular article in the Universal
Declaration of Human Rights,
adopted by the U.N. General
Assembly in 1948 — Article 13
which deals with the right to
travel freely. The exhibition
will eventually move to other
French railway stations.

% ISOTOPE TRAINING:
The first radio-isotope re-
search and training centre in
the Middle East unll shortly
begin operations in Cairo.
The Egyptian Government
announces that teams of
Egyptian doctors, physicists,
chemists and other scientists
will study radio-activity
problems in U.S. universities
and then return to work at
the Cairo centre.

‘EUrROPEAN’ HIGH
SCHOOL: The first “European”
secondary school is now operat-
mg in Luxembourg on the
principle of “five nationalities
—Belgian, Dutch, French, Ger-
man and Italian—four langua-
ges and one teaching method.”
Altogether, in the new school, in
a primary school opened a year
ago, and in a kindergarten, a
community of 225 children now
receive a common education in
four different languages.

% ART ON TOUR: Prints of
works by Japanese artists,
many of which have never
been shown outside Japan
before, are now being seen by
people in tweniy countries
through Unesco Travelling
Eczhibitions. Twenty sets of
one hundred prints, repres-
enting the work of Japan-
ese artists from the 1Tth to

the 19th centuries, were
offered by Unesco to ils
member states. A new Unes-
co Travelling Ezhibition of
colour reproductions of Chi-
nese paintings is now also
starting on a world tour. (See
Unesco Courier, No. 1, Vol. 8,
1955.)

A FROM NORWAY:
Seventy-two Norweglan  spe-
cialists now work in various
parts of the world under the U.N.
Technical Assistance Program-
me, and others are employed at
Travancore, India, under Nor-
way’s own India Aid Pro-
gramme. In addition, 244 stu-
dents from underdeveloped
countries have studied in Nor-
way under U.N, Fellowships.
This year, Norway intends to
raise 1ts U.N. Technical Assist-
ance contribution  sharply—
probably donating four times
the money it gave last year.

% INDIA’'S NEW INDUS-
TRY: India’s first news-
print factory recently start-
ed production at Nepa Nagar
in the Stale of Madhya
Predesh. It wil shortly be
producing 100 fons of news-
print a day—one third of the
country’s newsprint require-
ments. Though it is using
imported chemical pulp at
the start of production, the
factory’s own chemical sec-
tion will be ready before the
end of the year.

Mow oTHERS

LIVE:
Swiss master bakers, Italian
fishery workers, Danish taxi-
drivers, German postal em-
ployees, Swedish printers and
people holding many other

different jobs 1 17 countries
will be packing their bags dur-
ing the next few months and
setting off on TUnesco study
tours to see how their opposite
numbers in other countries live
and work. Altogether some
1,200 workers will benefit from

the 1955 study tours sponsored
by Unesco which help to open
international travel to many
people whose budgets would
otherwise keep them at home.
Unesco is paying the travel ex-
penses of 68 groups of from 10
to 25 persons while the people
concerned and their organiz-
ations meet other expenses.
Since 1952, 139 workers’ groups
numbering 3,270 travellers have
taken part in TUnesco study
tours.

+ ATOMS FOR PEACE:
Demonstrations by an oper-
ating atomic reactor will be
given at the forthcoming
U.N. International Atoms for
Peace Conference. The Con-
ference meets in Geneva
in August and will bring
together scientific leaders
from all parts of the world
in search of fuller peaceful
applications of nuclear ener-
gy. Demonstrations of the
reactor, which will be built
in the United Stales, will
enable scientists and techni-
cians at the meeting to ob-
serve some of ilts research
possibilities. They will be
able to operate the controls
to start and stop nuclear
chain reactions. From a
small platform on top of the
reactor a lecturer will direct
the demonstrations and ezr-
plain the reactor’s operations
to the general public attend-
ing the Geneva Conference.
(See special issue of the
Unesco Courier, “The Pro-
mise of Atomic Power”, No.
12, Volume 7, 1954.)

GoiNGg TO TOWN: Just
as city-bred children benefit
physically from country holi-
days, so those from rural areas
zan gain educationally from vis-
sits to cities. In Poland, during
the past three years, educational
authorities have helped more
than 100,000 country children to
spend their holidays visiting his-
torical monuments, theatres,

art galleries and other places of
interest in Polish cities. Last
year, eight holiday centres in
the chief towns were opened for
these children.

% COLLECTED CLASSICS:
Two of Latin America’s greal
classics have just been trans-
lated into French and added
to Unesco’s “Collection of
Representative Works”. One
is Gabriel René Moreno’s
“The Last Days of the High
Peru Colony”—a 19th cen-
tury history of the region
that is mow Bolivin. The
other, “Tabare’, by Uru-
guay’s famous poet, Juan Zo-
rilla de San Martin, is an
epic poem which helped the
growth of a mnational senti-
ment among the Uruguayan
people. Unesco’s collection
of translations from the
world’s classics now numbers
twenty-one.
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Unesco's sTamP :
The United Nations is issuing
its second commemorative stamp
of 1955 to honour the work of
UNEsco. Designed by George
Hamori of Israel, the stamp
shows the agency’s symbol, a
Doric temple whose pillars are
formed by the letters u-N-E-s-
c-0. The stamp will be printed
in three and eight cent denomi-
nations, and will be on sale to
collectors only in Europe.

% FISHING FLEET FOR
KOREA : Almost the entire
Korean fishing fleet was des-
troyed during the recent war,
deprwing the 'country of an
important source of income
and food. Omne of the pro-
jects undertaken by the Uni-
ted Nations Korean Recon-
struction Agency is to rebuild
the fleet at a cost of
$ 3,500,000. Today shipyards
all over the country are par-
ticipating in the building
programme, The first five
fishing boats were launched
in Pusan in January 1955.
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