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12 Mart 2010, Cuma

Bulgaristan - Bulgaria
State Puppet Theatre - Bourgas
Ormanda EÛlence /
Fun in the Woods
GŸzelyalÝ KŸltŸr Merkezi
(11.00) 15TL.
...........................................
‚ek Cumhuriyeti / ‚ek Republic
Pavel Vangeli Puppet Theatre
Neßeli Kuklalar /
The Swinging Marionettes
Dr. Selahattin Ak•i•ek KŸltŸr
Merkezi
(11.00) 15 TL.
...........................................
TŸrkiye / Turkey
U•aneller Kukla Evi
Bak ne kadar kolay /
Look how easy it is
FransÝz KŸltŸr Merkezi
(11.00) 15 TL.
...........................................
TŸrkiye/ Turkey
Ankara Devlet Tiyatrosu
KeloÛlan KeleßoÛlan /
Keloglan Kelesoglan
RagÝp HaykÝr Sahnesi
(11.00)  4TL.
...........................................
Bulgaristan / Bulgaria
People and Puppets
Sihirli DŸnyalar / Balkan Magic
Hakan ‚eken KŸltŸr Merkezi
(14.00 , 20.00)
...........................................
Ütalya / Italy
PulcinellaÕDAN guarattelleÊ
Geleneksel Napoliten kukla
tiyatrosuÊ
Le guarattelle di Pulcinella
TheÊ traditional Neapolitan puppetsÊ
Resim Heykel MŸzesi
(14.00)
...........................................
Üngiltere / England
Professor Goodvibes
Bay Punch'Ýn AcÝklÝ Komedisi /
Tragical Comedy or Comical
Tragedy of Mr. Punch
Resim Heykel MŸzesi
(16.00)
...........................................
Avusturya / Austria
Karin Schafer Figuren Theater
Bir Sergiden Tablolar /
Pictures at an Exhibition
Ahmed Adnan Saygun Sanat
Merkezi
(20.30)

13 Mart 2010, Cumartesi

Bulgaristan - Bulgaria
State Puppet Theatre - Bourgas
Ormanda EÛlence /
Fun in the Woods
Dr. Selahattin Ak•i•ek KŸltŸr
Merkezi
(11.00) 15TL.
...........................................
TŸrkiye/ Turkey
Ankara Devlet Tiyatrosu
KeloÛlan KeleßoÛlan /
Keloglan Kelesoglan
RagÝp HaykÝr Sahnesi
(11.00)  4TL.
...........................................
TŸrkiye / Turkey
Üstanbul Katibim Karagšz Evi
Karagšz Elma ßekeri /
Karagšz Toffee Apple
‚alÝkußu Kongre Salonu
(11.00 , 14.00)
..........................................
Forum Bornova
Kukla ÞenliÛi
Forum Bornova A.V.M.
(12.30 - 18.30)
...........................................
TŸrkiye / Turkey
U•aneller Kukla Evi
Bak ne kadar kolay /
Look how easy it is
Buca Belediyesi Meclis Salonu
(14.00 , 17.00)
...........................................
Almanya / Germany
Das Papiertheater
Hay aksi dikiß tutmuyor buÉ.. /
Verflixt und Zugenaht
FransÝz KŸltŸr Merkezi
(15.00 , 20.00) 15 TL.
...........................................
Fransa / France
Teatro Golondrino
Jojo Golendrini'nin MaceralarÝ /
Jojo Golendrini's Stories
†mran Baradan Oyun ve Oyuncak
MŸzesi
(15.00)
...........................................
Üngiltere / England
Professor Goodvibes
Bay Punch'Ýn AcÝklÝ Komedisi /
Tragical Comedy or Comical
Tragedy of Mr. Punch
Resim Heykel MŸzesi
(15.00)
...........................................
Bulgaristan - Bulgaria
State Puppet Theatre - Bourgas
Ormanda EÛlence /
Fun in the Woods
GŸzelyalÝ KŸltŸr Merkezi
(16.00) 15TL.
...........................................
Tayvan / Taiwan
Taiyuan Puppet Theatre Company
Kukla DeryasÝ / A Sea of Puppets
Resim Heykel MŸzesi
(17.00)

11 Mart 2010, Perßembe

Bulgaristan / Bulgaria
People and Puppets
Sihirli DŸnyalar / Balkan Magic
NarlÝdere AtatŸrk KŸltŸr Merkezi
(11.00 , 14.00)
...........................................
Bulgaristan - Bulgaria
State Puppet Theatre - Bourgas
Ormanda EÛlence / Fun in the Woods
FransÝz KŸltŸr Merkezi
(11.00) 15TL.
...........................................
‚ek Cumhuriyeti / ‚ek Republic
Pavel Vangeli Puppet Theatre
Neßeli Kuklalar /
The Swinging Marionettes
Üzmir …zel ‚amlaraltÝ Koleji
(11.00 , 13.00)
...........................................
TŸrkiye / Turkey
Üstanbul Katibim Karagšz Evi
Karagšz Elma ßekeri /
Karagšz Toffee Apple
YÝldÝz Kenter Sahnesi
(11.00 , 14.00)
...........................................
TŸrkiye / Turkey
U•aneller Kukla Evi
Bak ne kadar kolay /
Look how easy it is
Dr. Selahattin Ak•i•ek KŸltŸr Merkezi
(11.00) 15 TL.
...........................................
TŸrkiye / Turkey
U•aneller Kukla Evi
Bak ne kadar kolay /
Look how easy it is
Üzmir …zel Fatih Koleji
(14.30)
...........................................
Almanya / Germany
Altrego Figuren Theater
Ebedi Dostlar / Forever Friends
SabancÝ KŸltŸr SarayÝ
(20.00) 20 TL.



14 Mart2010, Pazar

TŸrkiye/ Turkey
Ankara Devlet Tiyatrosu
KeloÛlan KeleßoÛlan /
Keloglan Kelesoglan
RagÝp HaykÝr Sahnesi
(11.00)  4TL.
..........................................
Forum Bornova
Kukla ÞenliÛi
Forum Bornova A.V.M.
(12.30 - 18.30)
..........................................
Fransa / France
Teatro Golondrino
Jojo Golendrini'nin MaceralarÝ /
Jojo Golendrini's Stories
†mran Baradan Oyun ve Oyuncak
MŸzesi
(14.00)
...........................................
TŸrkiye / Turkey
Üstanbul Katibim Karagšz Evi
Ters Evlenme / Amiss Marriage
Nedret GŸven• Sahnesi
(14.00 , 18.00)
...........................................
Tayvan / Taiwan
Taiyuan Puppet Theatre Company
Kukla DeryasÝ / A Sea of Puppets
Resim Heykel MŸzesi
(15.00)
...........................................
Almanya / Germany
Altrego Figuren Theater
Ebedi Dostlar / Forever Friends
FransÝz KŸltŸr Merkezi
(17.00)
...........................................
Ütalya / Italy
PulcinellaÕDAN guarattelleÊ
Geleneksel Napoliten kukla
tiyatrosuÊ
Le guarattelle di Pulcinella
TheÊ traditional Neapolitan puppetsÊ
Resim Heykel MŸzesi
(17.00)

15 Mart 2010, Pazartesi

Fransa / France
Compagny Areski
Avare / Vagabundo
Buca Belediyesi Meclis Salonu
(10.30 , 14.00)
...........................................
Bulgaristan - Bulgaria
State Puppet Theatre - Bourgas
Ormanda EÛlence / Fun in the Woods
Prof. Dr. Sevda ßener Sahnesi
(11.00) 15TL.
...........................................
Bulgaristan / Bulgaria
People and Puppets
Sihirli DŸnyalar / Balkan Magic
RagÝp HaykÝr Sahnesi
(11.00) 15 TL.
...........................................
TŸrkiye / Turkey
Üstanbul Katibim Karagšz Evi
Karagšz Elma Þekeri /
Karagšz Toffee Apple
Üzmir …zel TŸrk Koleji - Merkez
(11.00 , 14.00)
...........................................
TŸrkiye / Turkey
SSM ‚ocuk Tiyatrosu
Yaßayan Tiyatro / Vivacious Theatre
NarlÝdere AtatŸrk KŸltŸr Merkezi
(11.00) 15 TL.
...........................................
TŸrkiye / Turkey
Tiyatro Tempo
Beyaz Kalemin Renkli DŸnyasÝ /
The Colorful World of White Pencil
Melek …kte Sahnesi
(11.00 , 14.00) 15 TL.
...........................................
TŸrkiye / Turkey
U•aneller Kukla Evi
Bak ne kadar kolay /
Look how easy it is
GŸzelyalÝ KŸltŸr Merkezi
(11.00) 15 TL.
...........................................
TŸrkiye / Turkey
A•Ýkgšz Kukla Tiyatrosu
Übiß Okulda / Ibis at School
Resim Heykel MŸzesi
(14.00)
...........................................
TŸrkiye / Turkey
U•aneller Kukla Evi
Bak ne kadar kolay /
Look how easy it is
‚aybaßÝ ‚ok Ama•lÝ Salon
(15.00)
...........................................
Üngiltere / England
Professor Goodvibes
Bay Punch'Ýn AcÝklÝ Komedisi /
Tragical Comedy or Comical Tragedy
of Mr. Punch
Resim Heykel MŸzesi
(16.00)
...........................................
Bulgaristan / Bulgaria
People and Puppets
Sihirli DŸnyalar / Balkan Magic
FransÝz KŸltŸr Merkezi
(20.00) 15 TL.
...........................................
Bulgaristan / Bulgaria
State Puppet Theatre- Varna
Folklor Fantazileri / Folklore Fantasies
NarlÝdere AtatŸrk KŸltŸr Merkezi
(20.00) 15 TL.

16 Mart 2010, SalÝ

Bulgaristan - Bulgaria
State Puppet Theatre - Bourgas
Ormanda EÛlence /
Fun in the Woods
RagÝp HaykÝr Sahnesi
(11.00) 15TL.
...........................................
Bulgaristan / Bulgaria
People and Puppets
Sihirli DŸnyalar / Balkan Magic
Nedret GŸven• Sahnesi
(11.00, 14.00)
...........................................
Bulgaristan / Bulgaria
State Puppet Theatre- Varna
Folklor Fantazileri /
Folklore Fantasies
FransÝz KŸltŸr Merkezi
(11.00) 15 TL.
...........................................
‚ek Cumhuriyeti
Pavel Vangeli Puppet Theatre
Neßeli Kuklalar /
The Swinging Marionettes
Üzmir …zel TŸrk Koleji - Merkez
(11.00)
...........................................
Fransa / France
Compagny Areski
Avare / Vagabundo
GŸzelyalÝ KŸltŸr Merkezi
(11.00) 15 TL.
...........................................
TŸrkiye / Turkey
Üstanbul Katibim Karagšz Evi
Karagšz Elma ßekeri /
Karagšz Toffee Apple
Melek …kte Sahnesi
(11.00)
...........................................
TŸrkiye / Turkey
U•aneller Kukla Evi
Bak ne kadar kolay /
Look how easy it is
Prof.Dr. Sevda ßener Sahnesi
(11.00) 15 TL.
...........................................
TŸrkiye / Turkey
A•Ýkgšz Kukla Tiyatrosu
Übiß Okulda / Ibis at School
Resim Heykel MŸzesi
(14.00)
...........................................
Ütalya / Italy
PulcinellaÕDAN guarattelleÊ
Geleneksel Napoliten kukla
tiyatrosuÊ
Le guarattelle di Pulcinella
TheÊ traditional Neapolitan puppetsÊ
Resim Heykel MŸzesi
(16.00)

17 Mart 2010, ‚arßamba

TŸrkiye / Turkey
Üstanbul Katibim Karagšz Evi
Karagšz Elma ßekeri /
Karagšz Toffee Apple
Buca Belediyesi Meclis Salonu
(10.30 , 14.00)
...........................................
Bulgaristan / Bulgaria
People and Puppets
Sihirli DŸnyalar / Balkan Magic
GŸzelyalÝ KŸltŸr Merkezi
(11.00) 15 TL.
...........................................
Bulgaristan - Bulgaria
State Puppet Theatre - Bourgas
Ormanda EÛlence /
Fun in the Woods
Melek …kte Sahnesi
(11.00) 15TL.
...........................................
Bulgaristan / Bulgaria
State Puppet Theatre- Varna
Folklor Fantazileri /
Folklore Fantasies
RagÝp HaykÝr Sahnesi
(11.00) 15 TL.
...........................................
Fransa / France
Compagny Areski
Avare / Vagabundo
‚alÝkußu Kongre Salonu
(11.00 , 14.00)
...........................................
Fransa / France
Teatro Golondrino
Jojo Golendrini'nin MaceralarÝ /
Jojo Golendrini's Stories
Prof.Dr. Sevda ßener Sahnesi
(11.00) 15 TL.
...........................................
TŸrkiye / Turkey
U•aneller Kukla Evi
Bak ne kadar kolay /
Look how easy it is
FransÝz KŸltŸr Merkezi
(11.00) 15 TL.
...........................................
Tayvan / Taiwan
Taiyuan Puppet Theatre Company
Kukla DeryasÝ / A Sea of Puppets
Resim Heykel MŸzesi
(14.00)
...........................................
Ütalya / Italy
PulcinellaÕDAN guarattelleÊ
Geleneksel Napoliten kukla
tiyatrosuÊ
Le guarattelle di Pulcinella
TheÊ traditional Neapolitan puppetsÊ
Resim Heykel MŸzesi
(16.00)



18 Mart 2010, Perßembe

Fransa / France
Compagny Areski
Avare / Vagabundo
Prof.Dr. Sevda ßener Sahnesi
(11.00) 15 TL.
...........................................
Fransa / France
Teatro Golondrino
Jojo Golendrini'nin MaceralarÝ /
Jojo Golendrini's Stories
YÝldÝz Kenter Sahnesi
(11.00 , 14.00)
...........................................
TŸrkiye / Turkey
Üstanbul Katibim Karagšz Evi
Karagšz Elma ßekeri /
Karagšz Toffee Apple
FransÝz KŸltŸr Merkezi
(11.00) 15 TL.
...........................................
TŸrkiye / Turkey
A•Ýkgšz Kukla Tiyatrosu
Übiß Okulda / Ibis at School
Resim Heykel MŸzesi
(14.00)

20 Mart 2010, Cumartesi

TŸrkiye / Turkey
A•Ýkgšz Kukla Tiyatrosu
Übiß Okulda / Ibis at School
Resim Heykel MŸzesi
(14.00 , 17.00)
...........................................
‚ek Cumhuriyeti
Pavel Vangeli Puppet Theatre
Neßeli Kuklalar /
The Swinging Marionettes
GŸzelyalÝ KŸltŸr Merkezi
(15.00) 15 TL.
...........................................
Bulgaristan / Bulgaria
State Puppet Theatre- Varna
Folklor Fantazileri /
Folklore Fantasies
FransÝz KŸltŸr Merkezi
(20.00) 15 TL.

21 Mart 2010, Pazar

Forum Bornova
Kukla Oyunu YarÝßmasÝ
…dŸl Tšreni ve
Birinci Se•ilen Oyunun Gšsterisi
Forum Bornova A.V.M.
(17.00)



Renkleri vardÝr kentlerin ve onlarÝn kimliÛini belirtir bu renkler. Ê
Kentler vardÝr, gri; dumanlÝÊ bacalarÝÊinsandan bŸyŸktŸr, daha šnemlidir.
Kentler vardÝr, sarÝ; bir k‰ÛÝt par•asÝnÝn peßindedir herkes ve insanlarÝ
bile satÝlÝktÝr, diÛer her ßey gibi.
Kentler vardÝr, kÝrmÝzÝ; doÛmak ve šlmek arasÝndaki zaman nasÝl ge•er
belli deÛildir. Kentin hÝzÝna ayak uyduramazsa insan, ÔyokÕtur artÝk.
Kentler vardÝr, beyaz; zararsÝz ama yararsÝz da, var mÝ belli deÛil, tÝpkÝ
insanlarÝ gibi.Ê
Oysa kentler vardÝr, mavi, denizler kadar engin. Derinlikleri hep insan
i•indir bu kentlerin, insanÝ yŸceltmek i•in.
Kentler vardÝr, yeßil, ormanlar kadar zengin. Her solukta yaßadÝÛÝnÝ bir
kez daha anÝmsar insan. ‚evresini saran kŸltŸrel zenginliÛin bir par•asÝ
ve yaratÝcÝsÝdÝr o.
Ve kentler vardÝr, kuklayÝ severler; kimisi mavi, kimisi yeßildir bu
kentlerin. Ü•lerinde diÛer renkleri de barÝndÝrsalar da tŸm diÛer renklere
baskÝn gelir mavilikler, yeßillikler. Sanat her yerdedir bu kentlerde,
olmazsa olmazdÝr. Bu kentler yalnÝz kendileri i•in yaßamaz, bir ÝßÝktÝr
dŸnyaya. Ê
Grisiyle mavisiyle, sarÝsÝyla yeßiliyle insanÝn eseridir kentler. Ünsan
se•imleriyle yaratÝr kentleri. KÝsacasÝ, insanÝn yarattÝÛÝ gibidir kentler.
Biz boyarÝz kentleri. Kimilerini sarÝya kimilerini sevgiye, kimilerini griye
kimilerini sanata ve yapabiliyorsak eÛer, en zoru, kimilerini ÔinsanÕa
boyarÝz. Her birimizin elinde bir fÝr•a var ve sŸrekli boyuyoruz yaßadÝÛÝmÝz
kentleri. Oysa bŸyŸk bir sorumluluk ister o fÝr•ayÝ kullanmak; gelecek
kußaklarÝn yaßamÝdÝr fÝr•anÝn ucundan damlayan •ŸnkŸ. Sorumlulukla
boyanan reng‰renk bir kent i•in, kente her rengin en gŸzel tonunu
sŸrmek i•in kuklayÝ seviyoruz ve yaßatÝyoruz biz. YalnÝz kuklayÝ da
deÛil, insanÝ biraz daha ÔinsanÕ kÝlan her ßeyi.ÊÊ

sel•uk din•er
Festival DirektšrŸ
Festival DirectorÊ

kuklayõ seven kent



Cities have colours and these colours signify their identities.
There are cities which are grey; their smoky chimneys are bigger
and more important than people.
There are cities which are yellow; everyone is after a piece of paper,
and even the inhabitants, like everything else, are for sale.
There are cities which are red; it is ambiguous how the time between
birth and death passes.Ê If an individual cannot keep up with the
pace of the city, (s)he Ôno longer existsÕ.
There are cities which are white; harmless, however, useless as
well.Ê Whether it exists or not is uncertain, just like its people.
Yet, there are cities which are blue, as vast as the seas.Ê The depths
of these cities are always for the people and for glorifying the
individual.
There are cities which are green, as rich as the green forests.Ê Every
breath reminds the human being once again that (s)he is alive.Ê
(S)he is a part and the creator of the cultural wealth that surrounds
him/her.
And there are cities which love puppets; some of these cities are
blue and some are green.Ê Even if they contain all the other colours
within themselves, blues and greens surpass them all.Ê In these
cities, art is everywhere, and is sine qua non.ÊThese cities do not
live only for themselves; they shed light on the world.         ÊÊÊ
With their colours of grey, yellow, green, cities are products of
human beings.ÊPeople create cities with their choices.Ê In short,
cities are how people create them.Ê We paint cities.Ê We paint some
yellow, some grey, some art, and if we can, the most difficult of all,
some ÔhumanÕ.Ê Each of us has a brush in our hands and we
continuously paint the cities we live in.Ê However, it requires a great
deal of responsibility to use that brush, for it is the life of future
generations that drips from the tip of the brush.Ê For a colourful city
painted with responsibility, to touch the city with the best tone of
every colour, we love and perpetuate puppets; not only puppets,
everything that makes the human being much more ÔhumanÕ.

the city that loves puppets



Bu yazÝmda saydam tasvirlerle oynatÝlan Gšlge OyunuÕndan sšz etmeyeceÛim; •ŸnkŸ
tiyatro tarihi i•inde o da ÔoynatÝlan bebeklerÕ konusu kapsamÝndadÝr. Dšrt bin yÝl,
belki de daha uzun bir ge•miße sahip olan kukla oyununun nasÝl •ÝktÝÛÝ kesin olarak
bilinmiyor. Ama bu konuda •eßitli tahminler yŸrŸtŸlebilir. ÜnsanoÛlu ni•in kendisinin
bir minyatŸr tasvirini yapma gerekliliÛini duymußtur? Kendi mikro kozmosunu gšrmek
i•in mi? Kendini yaratan gibi hissetmek i•in mi? DoÛa karßÝsÝnda hissettiÛi kŸ•ŸklŸÛŸ
ve •aresizliÛi bir oranda gidermek i•in mi? Bu sorular •oÛaltÝlabilir. Ama ßurasÝ kesin
ki, kukla oyunu insanÝn kendini bilmesinden bu yana var olmußtur ve onun belki de
•ocukluÛunu anÝmsatan en saf yanÝdÝr. KuklaÕnÝn gŸzelliÛi onu oynatanÝn ustalÝÛÝ ve
duyarlÝlÝÛÝ ile ortaya •Ýkar.
‚in kaynaklarÝndan edindiÛimiz bilgiye gšre Orta AsyaÕda Gšk TŸrkler, ÒtanrÝlarÝnÝn
tasvirlerini ke•eden yaparlar ve deri torba i•inde saklarlardÝ. Bu tasvirler i•yaÛÝ ile
yaÛlanÝrdÝ. AynÝ zamanda, bir sÝrÝk Ÿzerine de dikilirdi.Ó  i Bu etnografik bilgiye gšre
AltaylÝlarda tšs-tšz, Yakutlarda tangara, Uranhalarda eren, MoÛol-Buretlerde ongon
denilen putlar-fetißler vardÝr.ÓBunlar, ke•eden, pa•avralardan, kalÝn aÛa• kabuÛundan
yapÝlÝr. Bir kÝsmÝ •ocuklarÝn oynadÝÛÝ bebeklere benzerler.Ó ii

TŸrk kavimleri AnadoluÕya yerleßmeden šnce de, šykŸÊanlatanlarÝÊgibi, kukla oynatanlarÝÊ
da vardÝ.Ê…zbeklerde, Taciklerde, KÝrgÝzlarda ve Baßkilerde kukla oyunu •ok yaygÝndÝ.
Bu konuda en eski šrnekler TŸrk dilinin •eßitli bi•imlerinde yer alÝyordu: Bebek
anlamÝnda kabarcuk, kovurÛak, kavurÛak, kur•ak, kolkar•akÕtÝ iii Bir baßka kaynak da
kukla i•in kudurÛuk adÝnÝ verir.iv Bir Üngiliz bayan TŸrkistanÕa yaptÝÛÝ yolculuk
gŸnlŸÛŸnde, gšrdŸÛŸ bir kukla oyununu anlatÝr: ÒBu bir Sart ile kavuk ve kaftan
giydirilmiß bir deÛnek bebekti. Sart bu giydirilmiß deÛnek bebeÛin (É) boÛazÝna
sarÝlÝnca, bebek de orda bulduÛu defi SartÕÝn baßÝna ge•irdi; her ikisi de yere yuvarlandÝlar
ve kavgalarÝ bir sŸre yerde devam etti. Sonunda deÛnek bebek yenildi, ŸstŸndekiler
Sart tarafÝndan •ÝkarÝldÝ ve deÛnek seyircilere atÝldÝ.Ó v O dšnemlerde, birinin oÛlu, kÝzÝ
ya da aÛabeyi šldŸÛŸnde, onun suretini (kugurcak) yapar evinde saklardÝ. Bu suretin
šnŸne yemeklerinin ilk lokmalarÝnÝ koyarlardÝ. YŸzlerini, bebeÛi sŸrtŸp šnŸnde
eÛilirlerdi. Kugurcak, aynÝ zamanda kÝz •ocuklarÝn oynadÝklarÝ bebekti.
Geleneksel kukla oynatmada el kuklasÝ ile ipli kukla en yaygÝn olanlarÝdÝr.vi El kuklasÝ
genellikle konulu oyunlarda, ipli kuklalar ise genellikle danslÝ oyunlarda kullanÝlÝrdÝ.
Orta AsyaÕda kuklanÝn en yaygÝn olduÛu Ÿlkeler, baßta …zbekistan olmak Ÿzere,
TŸrkistan ve KÝrgÝzistanÕdÝ. Orta Asya kuklasÝ, bŸyŸk gš•te Sel•uklular tarafÝndan
AnadoluÕya getirilmiß, OsmanlÝlar dšneminde de sŸrŸp gitmiß, gŸnŸmŸzde de giderek
yaygÝnlaßmaktadÝr.
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15. yŸzyÝlda yaßamÝß olan K‰ßifiÕnin FŸtŸvvet-n‰me-i Sultan” adlÝ yapÝtÝnda gšlge
oyunu ile kukla oyunlarÝnÝn, dervißlerin šlŸ betzeban dedikleri belli bir mistik yanÝ
olduÛunu belirtmißtir. Kukla oynatmak i•in •adÝr ve pißbend (šnlŸk) gerekir. Pißbend
insan yŸreÛini simgeler; adeta tŸm garip ßeylerin saklÝ olduÛu bir sandÝktÝr. YŸrek
gibi, her zaman deÛißken istek ve tutkularÝ anlatÝr. TanrÝ da, yŸrek gibi, yaßamÝn
sandÝÛÝnÝ harekete ge•iren gŸ•tŸr. TanrÝÕnÝn gŸcŸ olmazsa yŸrek harekete ge•mez.vii

Orta Asya TŸrklerinde kukla oyunlarÝna ‚adÝr Hayal ve Kol Kor•ak deniyordu. ‚adÝr
Hayal, ipli kukla olduÛundan, sahne gšrevini yapan kŸ•Ÿk bir kulŸbesi vardÝ. Salonun
karanlÝk olmasÝ gerektiÛi i•in ‚adÝr Hayal genellikle geceleri oynatÝlÝrdÝ. Eskiden bu
tŸr kuklanÝn merkezi TaßkentÕti. Kol Kor•ak (ya da Dest Kor•ak) el kuklasÝydÝ. Bu tŸr
kukla oyununda •ok sayÝda kißi aynÝ anda sahneye •ÝkartÝlabiliyordu. Bu tŸr kukla
ise genellikle gŸndŸzleri alanlarda, bayram yerlerinde oynatÝlÝyordu.
Geleneksel kukla gšsterileri 18. yŸzyÝla kadar sŸrdŸ. Bu yŸzyÝlda, kukla oynatma anlayÝßÝ
ve tekniÛi BatÝ kuklasÝnÝn da etkisiyle deÛißmeye baßladÝ. Bu etkide en bŸyŸk pay 19.
yŸzyÝlda, •eßitli tarihlerde TŸrkiyeÕye gelen Üngiliz kukla ustasÝ Thomas HoldenÕdÝ. Onun
Cinderella gibi popŸler masallarÝ kukla sahnesine •ÝkarmasÝ •ok beÛenildi. Emin Bey
ve Cemil Mehmet Bey adlarÝndaki kuklacÝlar ipli kukla ile •eßitli TŸrk masallarÝnÝ sahneye
•ÝkardÝlar. 19. yŸzyÝlda •eßitli mesire yerlerinde, alanlarda kukla gšsterilerinin sayÝlarÝ
artmaya baßladÝ. Kukla giderek ÜstanbulÕun eÛlence merkezi olan DireklerarasÝÕndaki
tiyatrolarÝn programlarÝ i•inde yer aldÝ. Üpli kukla yanÝnda šzellikle el kuklasÝ •ok
tutuluyordu. TŸrk kuklasÝnÝn kahramanÝ olan Übiß her iki tŸr kuklada da vardÝ. Oyun
kurgusu ve tipler a•ÝsÝndan kukla oyunlarÝ ile tulžat tiyatrosu bir birine benzer šzellikler
taßÝmaya baßladÝ. Kukla tiyatrosundaki tipler: Übiß (ußak), Tirit (ihtiyar), Sirar (sevgili),
Tiran (zorba, kštŸ adam) vb. tulžat tiyatrosunun da baßat tipleri oldular. Daha doÛrusu
bunlar birbirlerini etkilediler. UßaÛa aynÝ zamanda Komik de denirdi.
Masallar dÝßÝnda, gŸncel konularÝÊ ißleyen kukla oyunlarÝÊi•in formŸl basitti: I. Perde:
KÝz, Sirar'Ý sever. Tiran da ona gšz koymußtur. KÝz'Ý ka•Ýrmak ister. Tirit gšrŸr. Tiran,
Tirit'i šldŸrecekken Ußak (Übiß) •Ýkagelir; komiklikler yapar, perde iner. II. Perde: KÝz
yalnÝzdÝr; aÛlar, sÝzlar, kendini šldŸrmeye kalkar; Ußak gelir KÝz'Ý kurtarÝr. ArtÝk ißi
dŸzeltmek ÜbißÕin ißidir. O ne yapacaÛÝnÝ bilir. Perde kapanÝr. III. Perde: Kanto'lar,
dŸetto'lar. Bazen her ikisi birden, sonra yine perde. Seyirciler, tekerlemelere, taklitlere,
muhaverelere ve en •ok da a•Ýk sa•Ýk sšzlere gŸlŸyorlardÝ. Bšyle a•Ýk sa•Ýk konußmalara
Ôcinas sšylemekÕ, Ôcinas yutturmakÕ denilirdi.
Yirminci yŸzyÝlda ipli kukla geleneÛini sŸrdŸren sayÝlarÝÊgiderek artan kukla ustalarÝmÝz
vardÝr. Bunlar i•inde Tacettin Diker, Orhan Kurt, Hadi PoyrazoÛlu, Talat DumanlÝ,
Üsmail Cavkeyter, ‚etin …zek, Cengiz …zek viii gibilerin yanÝ sÝra gen• yetenekler de
yetißmißtir. Bunlardan birka•Ý 2001 yÝlÝnda, ÜstanbulÕda •alÝßmalarÝna baßlayan Ahßap
‚er•eve Kukla TiyatrosuÕsunu kuran ‚aÛrÝ YÝlmaz, Emre TandoÛan, yine ÜstanbulÕda
a•Ýlan Erta• ve GŸl …zdenÕin Tomurcuk Kukla Tiyatrosu ve AnkaraÕda a•Ýlan Hakan
ArÝsoyÕun kukla tiyatrosu bunlardan birka•ÝdÝr.
Yirminci yŸzyÝl kukla oyunlarÝÊ i•inde en yaygÝn olanlarÝÊPiyango Bileti, Übiß
Alfabeyi …Ûreniyor, Sahte Doktor, GŸl ve Dikeni, KštŸ KÝz, Üncili ‚avuß,
KaynananÝn EntrikalarÝÔdÝr.
†lkemizde kukla oyunlarÝna giderek artan ilgi, bu sanat dalÝnÝn gŸzel bir geleceÛi
olduÛunu gšsteriyor. Dilerim, hem bŸyŸkler hem kŸ•Ÿkleri i•in, gŸzel bir gšsterim
olanaÛÝ saÛlayan kukla tiyatrolarÝnÝn artmasÝdÝr. Bu gelißmede dŸzenlenecek kukla
festivallerinin bŸyŸk katkÝsÝ olacaÛÝ inancÝndayÝm.
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i Wolfram Eberhard, ‚in Tarihi, DTCF YayÝnlarÝ, Ankara 1947, s. 87.

ii AbdŸlkadir Ünan, Tarihte ve BugŸn ßamanizm, TŸrk Tarih kurumu, Ankara 1972, s. 42.

iii KaßgarlÝ Mahmut, Div‰n-Ý LŸgatiÕt TŸrk, s. 9.

iv Carl Brockelmann, MitteltŸrkischer Wortschatz, Leipzig 1928, . 163

v Annette M.B. Meakin, In Russian Turkestan, London 1903, s. 219.

vi Bunlardan baßka ayak kuklasÝ, deÛnek kuklasÝ, araba kuklasÝ, iskemle kuklasÝ, parmak
kuklasÝ, yer kuklasÝ, karton kukla vb. •eßitlere vardÝr.

vii Bkz. Sultan HŸseyin V‰izŸÕl K‰ßif”, FŸtŸvvet-n‰me-i Sult‰ni, British Museum,
(yazma) Ms. Add. 22,705.

viiiAyrÝca hem Karagšz hem kukla ustalarÝ olan arasÝnda †nver Oral, Tacettin Diker, ‚etin
…zek, Cengiz …zek, Hasan HŸseyin KarabaÛ. Son 10 yÝl i•inde tanÝnmÝß KaragšzcŸlerden
Mehmet Sefer, Hayal” Memduh, Safa Yordan, ßefik S‰fi ve Bahattin KoronÕu da topraÛa
vermiß bulunuyoruz. Halen tanÝnmÝß Karagšz ustalarÝ olarak Hayal” KŸ•Ÿk Ali, Hayali Torun
‚elebi, Hadi PoyrazoÛlu, CamcÝ ?rfan A•Ýkgšz, Mazhar (Baba) Gen•kurt, Orhan Kurt, Nevzat
A•Ýkgšz, Metin …zlen, Ahmet Aksoy, Mustafa Mutlu, BeßiktaßlÝ KuklacÝ ve Hokkabaz Ali
KŸ•Ÿk, KuklacÝ ve Hokkabaz SŸleyman Gškgezer, Ahmet Kerekmen, Tayfun …zeren, Nevzat
‚ift•i, HazÝm KÝsakŸrek, Erdin• Demiray, Nedim SargŸr, HŸsamettin Tekmen, Celal GŸrkaß,
Musa ?ßiaktÝr, ßinasi Okur, …Ûretmen ßefik, Mustafa HŸrcan, Rahmi Kebeci, Aram ‚er•i
ve Zenne Sait baßta gelmekte. AyrÝca Hakan ArÝsoy, BursalÝ ßinasi ‚elikkol gibi ustalarÝ
sayabiliriz.
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In this article of mine, I will not tell you about Shadow Play which is
manipulated transparent figures because in the history of drama it is
already included in the theme of Ômanipulated dollsÕ.Ê It is not exactly
known how the puppet play, with a history of four thousand years or
maybe more, came out.Ê However, various estimates can be made on
this subject. Why did the human being need to make a miniature image
of himself?Ê To see his micro cosmos?Ê To feel as a creator?Ê To get rid
of the smallness and helplessness he feels against nature to some
extent?Ê These questions can be expanded.Ê One thing is certain; puppet
play has existed since man existed and it is maybe his purest aspect
that reminds him of his childhood.Ê The beauty of the puppet appears
with the manipulatorÕs mastery and sensibility.Ê
According to the information we gather from Chinese resources, in
Central Asia, Gokturks Òmade the figures/images of their gods out of felt and kept
them in leather sacks.Ê These figures were lubricated with grease.Ê They were also
sawn on a stick.Ó iÊ According to this ethnographic information, there are
idols-fetishes called tšs-tšz in the Altais, tangara in the Yakuts, eren
in the Uranha and ongon in the Mongol-Burets.Ê ÒThese were made of felt,
rags, thick bark.Ê Some of them look like the dolls that children play with.Ó ii

Before Turkish tribes settled in Anatolia, they had puppeteers like the
story tellers.Ê Puppet theatre was very common in the Uzbeks, Tajiks,
Kyrgyz and Bashkis.Ê The oldest samples on this subject existed in
various forms of the Turkish language: In the sense of doll, there was
kabarcuk, kovurÛak, kavurÛak, kur•ak, kolkar•ak. iii Another source gives the name
kudurÛuk for the puppet. ivÊ In her journal, An English lady gives an account
of a puppet play she saw in Turkistan:Ê ÒThis was a Sart and a stick doll wearing
a kavuk(turban) and caftan.Ê When the Sart grabbed the stick doll (...) by the throat,
the doll hit the Sart on the head with the tambourine he found there; then, both of
them fell on the floor and for a while their fight continued there, on the floor.Ê In the
end, the stick doll was beaten, he was undressed by the Sart and the stick was thrown
to the spectators.Ó vÊ In those days, when someone lost a son, a daughter
or a brother, he made a figure (kugurcak) of him/her and kept it at his
house.Ê They put the first bite/morsel of their food in front of this figure.Ê
They rubbed their faces against the doll and bowed in front of it.Ê Kugurcak
was also the doll that the girls played with.Ê
In traditional puppetry, hand puppet and string puppet are the most common
ones. viÊ Hand puppet was generally used in thematic plays, whereas
string puppet was used in masques.Ê In Central Asia, the countries where
puppets were the most common were mainly Uzbekistan, Turkistan and
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Kyrgyzstan. Central Asian puppet was brought to Anatolia by the Seljuks,
continued to exist during the Ottoman period, and has gradually become
more wide-spread until today.Ê
In his work, FŸtŸvvet-n‰me-i Sultan”, K‰ßifi of the 15th century states that
shadow plays and puppet plays had a mystic aspect called šlŸ betzeban
by the dervishes.Ê To manipulate the puppets, there should be tent and
a pißbend (apron). Pißbend represents the human heart; as if it were a
box/case where all strange things are hid.Ê Like the heart, it tells about
variable desires and passions.Ê God, like the heart, is the power that
activates the case of life.Ê If it were not for the power of God, the heart
would not start. vii

Central Asian Turks called puppet plays ‚adÝr Hayal and Kol Kor•ak.Ê In ‚adÝr Hayal,
for it was string puppetry, there was a hut serving as a stage.Ê Since the hall had
to be dark, it was generally performed in the evening.Ê In the past, the centre of
this kind of puppetry was Tashkent.Ê Kol Kor•ak (or Dest Kor•ak) was hand puppetry.Ê
In this type of puppet play, a lot of people could take part on the stage at the same
time.Ê This kind of puppetry was generally performed in plazas and fair grounds
in the daytime.Ê
Traditional puppet shows went on until 18th century.ÊIn this century, the understanding
and technique of puppet manipulation started to change with the influence of the
western puppet as well.Ê The greatest share in this influence belonged to Thomas
Holden, the English puppet master who came to Turkey on various dates in 19th
century.Ê His staging popular fairy tales like Cinderella as puppets was appreciated.Ê
Puppeteers Emin Bey and Cemil Mehmet Bey put various Turkish fairy tales on
stage with string puppets. In 19th century, the number of puppet performances
in various excursion spots and plazas started to increase.ÊPuppetry was gradually
included in the programmes of theatres in Direklerarasi, the entertainment centre
of Istanbul.Ê Together with the string puppet, especially the hand puppet was very
popular.Ê Ibis, the hero of the Turkish puppetry, existed in both types of puppetry.Ê
In terms of structure and characters, puppet plays and tulžat (improvised theatre)
started to carry similar traits.Ê The characters in the puppet theatre Ð Ibis (the
butler), Tirit (the old man), Sirar (the lover), Tiran (the villain) etc. Ð became the
dominant types of tulžat as well.Ê In fact, these two influenced each other.Ê The
butler was also called Komik (the Burlesque).Ê
Except for the fairy tales, the formula was simple for the puppet plays featuring
daily topics: 1st Act:Ê The girl falls in love with Sirar.Ê Tiran also tries to seduce
her.Ê He wants to abduct the girl.Ê Tirit sees this.Ê When Tiran is about to kill Tirit,
the Butler (Ibis) pops up, does funny things and the curtain falls.Ê 2nd Act:Ê The
girl is alone; she cries and complains, and tries to kill herself.Ê The Butler comes
and saves the Girl.Ê Now, it is IbisÕs duty to settle everything.Ê He knows what to
do.Ê The curtain closes.Ê 3rd Act:Ê Kantos, duettos, and sometimes both, and then
curtain again.Ê The spectators laughed at the tongue twisters, mimes, dialogues,
and most of all, the dirty language.Ê This kind of dirty language was called Ôcinas
sšylemekÕ (making paragrams) or Ôcinas yutturmakÕ (taking in with paragrams).Ê
In 20th century, we have puppet masters who continue the tradition of string
puppetry and whose number gradually increases.Ê Besides these masters Ð
Tacettin Diker, Orhan Kurt, Hadi Poyrazoglu, Talat Dumanli, Ismail Cavkeyter,
Cetin Ozek and Cengiz Ozek viiiÊ Ð young geniuses have also come into the picture.Ê
Some of these are:Ê Cagri Yilmaz and Emre Tandogan, who founded Ahsap Cerceve
Puppet Theatre that started to work in Istanbul in 2001; Ertac and Gul Ozden,

makalearticle



whose Tomurcuk Puppet Theatre was established in Istanbul; and Hakan Arisoy,
whose puppet theatre was opened in Ankara.Ê
Among the 20th century puppet plays, the most common ones are Lottery Ticket,
Ibis is Learning the Alphabet, the Fake Doctor, the Rose and the Thorn, the Bad Girl,
Incili Cavus (Sergeant with the Pearl), the Intrigues of the Mother-in-Law.Ê
The increasing interest in puppet theatre in our country indicates that this branch
of art has a bright future ahead. I wish puppet theatres that provide a good
opportunity of performance for both children and adults increase.Ê I believe puppet
festivals to be held will contribute immensely in this development.

i Wolfram Eberhard, Chinese History, Ankara Faculty of Letters Publications, Ankara
1947, p. 87.

ii AbdŸlkadir Ünan, Shamanism Yesterday and Today, Turkish History Association,
Ankara 1972, p. 42.

iii Kaßgarlõ Mahmut, Div‰n-õ LŸgati't TŸrk, p. 9.

iv Carl Brockelmann, MitteltŸrkischer Wortschatz, Leipzig 1928, . 163

v Annette M.B. Meakin, In Russian Turkestan, London 1903, s. 219.

vi Besides these, there are different types such as foot puppets, stick puppest,
car puppets, chair puppets,  finger puppets,  floor puppets,  cardboard puppets
etc.

vii See Sultan HŸseyin V‰izŸ'l K‰ßif”, FŸtŸvvet-n‰me-i Sult‰ni, British Museum,
(manuscript) Ms. Add. 22,705.

viii Besides these, among both Karagoz and puppetry masters, Unver Oral,
Tacettin Diker, Cetin Ozek, Cengiz Ozek, Hasan HŸseyin Karabag can be
listed.  In the last 10 years, distinguished Karagoz masters Mehmet Sefer,
Hayal” Memduh, Safa Yordan, Sefik S‰fi ve Bahattin Koron passed away.
Today,  leading famous Karagoz masters are: Hayal” Kucuk Ali, Hayali Torun
Celebi, Hadi Poyrazoglu, Camcõ Irfan Acõkgoz, Mazhar (Baba/Father) Genckurt,
Orhan Kurt, Nevzat Acõkgoz, Metin Ozlen, Ahmet Aksoy, Mustafa Mutlu,
Besiktasli Kuklacõ and Hokkabaz Ali Kucuk, Kuklacõ and Hokkabaz Suleyman
Gokgezer, Ahmet Kerekmen, Tayfun Ozeren, Nevzat Ciftci, Hazõm Kõsakurek,
Erdinc Demiray, Nedim Sargur, Husamettin Tekmen, Celal Gurkas, Musa
Isiaktir, Sinasi Okur, Ogretmen Sefik, Mustafa Hurcan, Rahmi Kebeci, Aram
Cerci and Zenne Sait. Moreover, masters like Hakan Arõsoy and Bursalõ Sinasi
Celikkol can be added to this list..
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Seyirlik geleneÛimizin vazge•ilmezleri arasõnda yer alan Ôkukla sanatÝÕ, Kšy EnstitŸleriÕnin
ve HalkevleriÕnin kapatÝldÝÛÝ 1950Õli yÝllardan baßlayarak uzun sŸre ihmal edilmißti.
Kukla tiyatrosu, baßka kŸltŸrlerde šnemli bir gelißim gšsterirken, bizim Ÿlkemizde
unutulmaya yŸz tutmußtu. Ê
Benim •ocukluÛumda kuklayÝÊ yalnÝzca sŸnnet dŸÛŸnlerinde izlerdik. Bu gšsterilerin
yÝldÝzlarÝ, siyaha boyalÝ bŸyŸk bir kutunun saydam dšrdŸncŸ duvarÝnÝn gerisindeki
minik sahnede piyasa ßarkÝlarÝ sšyleyip dans eden, yanaklarÝ pembe boyalÝ, orasÝ
burasÝ yÝpranmÝß bebeklerdi. VarlÝk nedenleri kukla oynatÝcÝsÝna ekmek parasÝ
kazandÝrmaktÝ. ÔKullanÝcÝÕ i•in birer Ôara•ÕtÝlar. Ô…zneÕnin ÔnesneÕleri... Bu anlamda
kuklacÝlÝk yalnÝzca bir iß koluydu. KuklacÝ da, ses kullanma yeteneÛi, taklit gŸcŸ,
kuklalarÝ devindirme becerisi epeyce sÝnÝrlÝ olan, sÝradan bir esnaftÝ yalnÝzca. BŸyŸk
olasÝlÝkla, kuklalarÝ yapan da o deÛildi.Ê
On beß yÝl kadar šnce, Bilkent †niversitesiÕnin Tiyatro BšlŸmŸÕnce dŸzenlenen
UluslararasÝ Tiyatro OkullarÝ ßenliÛiÕnde kukla šÛesinin kullanÝldÝÛÝ gšsteriler de yer
almaktaydÝ. ‚ek CumhuriyetiÕnden bir šÛrenci topluluÛunun sergilediÛi bu tŸr bir
oyunun ardÝndan yapÝlan sšyleßide, bšlŸm baßkanÝ CŸneyt Gšk•er, topluluk Ÿyelerine,
kuklalarÝndan birini anÝ olarak Bilkent †niversitesiÕne armaÛan edip etmeyeceklerini
sordu. AlÝnan yanÝt kulaÛÝma kŸpedir: ÔKuklalarÝmÝ biz yaptÝk. Onlar gšrdŸÛŸmŸz
tiyatro eÛitiminin ŸrŸnleri. DahasÝ, her biri topluluÛumuzun bir Ÿyesidir. Hi•birinden
vazge•emeyiz.ÕÊ
KuklacÝÊile kukla arasÝndaki baÛlantÝnÝn šzne-nesne (kullanÝcÝ-ara•) birlikteliÛinin
štesine ge•erek tiyatronun canlÝ iki šÛesi arasÝndaki ilißkiye dšnŸßmesiyle, kuklacÝlÝk
olgusunun kucakladÝÛÝ farklÝ boyutlarÝn ŸstŸnde durulmasÝ gerekiyor. Ê
Kukla oynatÝcÝsÝ, gšsteri sÝrasÝnda kuklalara perde arkasÝndan ses ve hareket saÛlayan
ÔgšrŸnmezÕ bir šÛe olarak ißlev gšrdŸÛŸnde kukla ile tam bir šzdeßleßme i•ine
girmekte, aktšr kimliÛini el ve ses becerisi yoluyla kuklasÝnÝn gšrŸntŸsŸne akÝtmaktadÝr.
Kimi zamansa ÔgšrŸnmezÕ kuklacÝ, hem ÔanlatÝcÝÕdÝr, hem de kuklaya (kuklalara) can
veren kißidir. Bu durumda aktšr kimliÛini iki ayrÝ dŸzlemde sŸrdŸrmektedir. KuklacÝnÝn
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kendisinin de ÔseyredilebilirÕ olduÛu gšsterilerde ise kuklacÝ, hem aktšr, hem kuklayÝ
oynatan, hem de kukla ile aynÝ sahnede devingen bir bŸtŸnlŸk saÛlayan ÔinsanÕ šÛe
olarak, gšrsel-ißitsel dŸzeyde sÝnÝrsÝz bir anlatÝm •eßitliliÛine kucak a•abilir. Birden
•ok kuklacÝnÝn birden •ok kuklayla birlikte olußturduÛu anlatÝm zenginliÛi ise kuklacÝlÝk
sanatÝnÝ, tiyatroda yeni anlatÝm bi•imleri yaratma doÛrultusunda šnemli bir konuma
taßÝyabilmektedir.Ê
KuklacÝÊile kukla arasÝndaki sšyleßimin yer aldÝÛÝ gšsterilerde ise kuklacÝ, tiyatronun
bŸyŸk yapÝtlarÝnÝn Ôolmazsa olmazÕÝ olan Ôi• •atÝßmaÕyÝ dramatik boyutlara taßÝyabilir.
Oyun alanÝnda aktšr kimliÛiyle bulunan kukla oynatÝcÝsÝnÝn ÔdÝß sesÕi, kuklacÝnÝn Ôi•
sesÕi olma ißlevini yŸklenen kukla ile sšyleßime girdiÛinde, Ôi• •atÝßmaÕ gšrsel/ißitsel
boyutta ger•ekleßmektedir. Kukla sanatÝ ile •ocuklarÝn oyun dŸnyasÝ arasÝnda kšprŸ
kuran da ißte bu tŸr gšsterilerdir.Ê
Ailesi, okulu, i•inde yaßadÝÛÝ toplumsal •evre, dahasÝ medya tarafÝndan dayatÝlan
kurallarÝn ve sÝnÝrlamalarÝn baskÝsÝ altÝndaki •ocuk, •oÛu zaman i•inde bulunduÛu
duruma ilißkin dŸßŸncelerini ve tepkilerini a•Ýklamakta zorluk •eker. ‚ŸnkŸ dilsel
donanÝmÝ henŸz tamamlanmamÝßtÝr. DahasÝ, bŸyŸklerle bir tartÝßma ortamÝna girme
konusunda yeterli bilgi donanÝmÝ yoktur. YaßÝtlarÝyla da her zaman doyurucu bir
iletißim i•inde olmasÝ beklenemez. Ê
Oysa kuklasÝ ya da kuklalarÝ varsa, onlarÝn aracÝlÝÛÝyla, kendini ifade etmek i•in •eßitli
iletißim yollarÝ arayabilir. ‚ŸnkŸ ÔkuklaÕ, •ocuÛun her yaßÝnÝn anlatÝm bi•imlerine
uyum saÛlayabilen, simgesel bir oyun arkadaßÝdÝr. Bu simgesel boyut, •ocuÛun dŸß
gŸcŸnŸ de devreye sokar. Bšylece, bŸyŸklerin dŸnyasÝna šykŸnŸlerek ÔtaklitÕ yoluyla
olußturulan ÔoyunÕlarÝn yerini, yaratÝcÝ enerjiyle olußturulmuß šzgŸn oyun bi•imleri
almÝßtÝr. KuklayÝ, oyun i•inde •eßitli kimliklere bŸrŸndŸrebilmenin yolu yaratÝcÝlÝktan
ge•er. AynÝ kukla Ðdiyelim, bir el kuklasÝ- oyunun •eßitli aßamalarÝnda, hem •ocuÛun
kendi kendisiyle hesaplaßmasÝnÝ Ðbšylece kendi dŸßŸncelerini keßfetmesini- saÛlayacak
Ôi• sesÕ, gerektiÛinde, •ocuÛun tartÝßma i•ine girdiÛi anne, baba ya da šÛretmen gibi
bir bŸyŸÛŸ, kimi zaman šÛŸtlerine baßvurduÛu dŸßsel bir bilge, kimi zaman da
•ocuÛun kendisinin akÝl šÛrettiÛi saf bir masal figŸrŸ olarak rol ve ißlev deÛißtirebilir.
Bšylece, •ocuk hem dilsel becerilerini gelißtirme, hem oyunculuk yeteneklerinin ve
el becerilerinin bilincine varma fÝrsatÝ yakalar, hem de dŸß gŸcŸyle kotardÝÛÝ, šzgŸn
bir Ôoyun dŸnyasÝÕnÝn keyfini •ÝkartmayÝ šÛrenir. Bu keyfi yaßayan kuklacÝ adayÝ,
yaratÝcÝlÝÛÝnÝ, zaman i•inde ÔoyunÕa yeni estetik boyutlar katarak gelißtirir. Bšylece,
kuklacÝ ile kukla arasÝndaki ilißki, •ocuÛun Ôkendini ifade etmeyi šÛrenmeÕ sŸrecinin
bir par•asÝyken, son aßamada Ôsanatsal yaratÝcÝlÝkÕ noktasÝna ulaßabilir. Ê
‚ocuk yaßta šÛrenilen Ôkukla yapmaÕ ißlemi ise bir yandan Ôyaratma gŸcŸÕnŸn verdiÛi
tanrÝsal coßkuyu yaßatÝrken, bir yandan da algÝlama ve uygulama edimleri arasÝnda
kšprŸler kurar, malzeme ve aygÝt kullanma konusunda bilgi ve beceri kazandÝrÝr.
ÔKuklacÝÕnÝn, baßlangÝ•ta ÔkuklaÕnÝn yazgÝsÝnÝ yšneten ÔtanrÝsalÕ konumu nedeniyle
yaßadÝÛÝ ŸstŸnlŸk duygusu da, uzun dšnemde, ÔkuklaÕnÝn dostluÛunun bilincine
varÝlmasÝyla olußan eßitlik duygusuyla yer deÛißtirir. KuklacÝ ile kuklasÝ aynÝ sanat
serŸveninin vazge•ilmez birer par•asÝ olmußtur. GeleceÛin kukla sanat•ÝlarÝ ißte bšyle
bir sŸre•te yetißmektedir...Ê
2000Õli yÝllarÝn baßÝndan bu yana, kuklacÝlÝk sanatÝnÝn ve kukla tiyatrosu uygulamalarÝnÝn
Ÿlkemizde parlak bir •ÝkÝß yaptÝÛÝnÝ, bu alanda yeni sanat•ÝlarÝn yetißtiÛini, •ocuklarÝ
kukla sanatÝna šzendirici eÛitim •alÝßmalarÝnÝn •oÛaldÝÛÝnÝ, kukla topluluklarÝmÝzÝn,
yaptÝklarÝ ilgin• •alÝßmalarla uluslararasÝ arenada yer aldÝÛÝnÝ izlemenin mutluluÛunu
yaßÝyoruz...Ê
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The art of puppetry, which used to be one of the assets of our tradition of popular
entertainment, went through a considerable period of stagnation after the abolition
ofÊ ÔKoy EnstituleriÕ (rural educational institutes) and ÔHalkevleriÕ (urban cultural
centers) in 1950Õs. While puppet theatres were flourishing all over the world,
puppetry in our land was almost buried in oblivion.Ê
In my childhood the only time we were entertained by puppet shows was during
the circumcision festivities for little boys. The stars of such shows were worn out
puppets -dolls with pink painted cheeks- that sang and danced to popular tunes
on the small stage visible through the invisible fourth wall of a big black box. These
puppets were the puppeteerÕs bread earners. They were nothing more than ÔtoolsÕ
to be handled by the ÔuserÕ, or ÔobjectsÕ in the service of a ÔsubjectÕ. In this sense
puppetry was no more than a simple craft. And the puppeteer, who had limited
skill of imitation in using his voice and manipulating his puppets, was far from
being a proper member of the trade. Most probably, he did not even know how to
make puppets.Ê
During the International Festival of Theatre Schools organized by the Theatre
Department of Bilkent University fifteen years ago, the performances of some
groups also included the use of puppets. During the discussion held after one of
those performances, CŸneyt Gšk•er, the chairman of the Theatre Department asked
the group whether they could make a present of one of those puppets to Bilkent
University. Their reply still rings in my ears: ÔWe have made those puppets. They
are the proofs of an important aspect of our education in theatre. Besides, each
of them is a member of the group. We cannot possibly part with them.ÕÊ
As the tie between the puppeteer and the puppet manifests itself beyond the matter-
of-fact relationship between subject and object (user and tool), the various
dimensions of the art of puppetry attain further significance.Ê
When the puppeteer functions as an invisible Ôoff stageÕ element that identifies
with and provides voice and movement to his puppets, he is transferring his skills
as actor to the non-living, Ôon stageÕ figure. At other times, the invisible puppeteer
may be functioning as both ÔnarratorÕ and life-giver to puppets, exploiting his
identity as actor at two different levels. Moreover, in performances where the
puppeteer serves as a visible element, he can produce -as a live actor, a manipulator
of puppets, and the ÔhumanÕ element that establishes a dynamic unity between the
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two- an endless variety of visual and auditory means of signification. The multi-
dimensional act of signification brought about by the work of a number of puppeteers
operating a good number of puppets can in the long run promote the art of puppetry
to the all-important position of creating new forms of expression in the art of the
theatre.Ê
In performances that are solely based on a dialogue between the puppeteer and
his puppet, it is also possible to create a dramatic dimension for Ôinternal conflictÕ
-an indispensable motif of the great works of theatre. ÔInternal conflictÕ is dramatized
in both visual and auditory terms, when the Ôouter voiceÕ of the puppeteer (functioning
as actor in the performance area) gets involved in a dialogue with the puppet (the
Ôinner voiceÕ of the puppeteer). This kind of performance is of further interest, as
it is also associated with childrenÕs games.Ê
A child exposed to the pressure of rules and restrictions imposed by his family,
school, social surroundings and the media, may not always find it easy to formulate
his thoughts and reactions. His linguistic capacity has not yet fully developed.
Besides, he lacks the knowledge and practice to carry on a proper discussion with
grown-ups. And he cannot always be expected to establish satisfactory communication
with other children.Ê Ê
On the other hand, if a child is acquainted with puppets, he can easily devise
various modes of self-expression, as puppets are symbolic playmates adaptable
to various means of communication suitable for every age. The symbolic dimension
of the puppet immediately calls upon the imagination of the child. Thus, games
devised by ÔimitatingÕ the world of grown-ups are replaced by the original products
of the childÕs creative energy. Thanks to this energy, the puppet can be made to
assume a good number of identities within the process of ÔplayingÕ. The very same
puppet ÐletÕs say a hand puppet- can change his role and function at different
phases of a game and represent, in turn, the childÕs Ôinner voiceÕ (which will help
the child to express himself and discover his own thoughts), a parent or teacher
(with whom he can freely hold a discussion), an imaginary super-mind whose
wisdom he seeks, or a naive folktale figure whom he himself gives counsel. In this
way the child experiences the joy of having created a unique world of play, while,
at the same time, he is learning to develop his linguistic and hand skills and
becoming aware of his talent for acting. The puppeteer-to-be, who has discovered
his capacity for novelty, may in time promote his creative powers by devising new
aesthetic dimensions in the art of puppetry. To sum up, while, in the beginning,
the relationship between the puppeteer and the puppet helps the child learn how
to express himself, it may, in the long run, contribute to the growth of the puppeteer
as a creative artist.Ê
Learning the craft of making puppets gives one the god-like joy of creation. It also
helps to build bridges between the act of perceiving and that of application and
equips the learner with knowledge and skill in handling tools and materials. And
the sense of superiority the puppeteer has enjoyed as the maker of the puppetÕs
fate, is gradually replaced by a sense of equality, now that the puppet has become
a near and dear friend. The puppeteer and his puppet are now the coordinates of
the same artistic experience... This is a long process that creates the future masters
of the trade.Ê
Since the beginning of 2000Õs we have been enjoying a new wake in our art of
puppetry. We are happy to observe the work of new artists in the field, the growing
interest in educating children in puppetry, and the prominence of the work of our
puppet theatres in the international arena.ÊÊÊÊ Ê
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Bundan dšrt yÝlÊšnce ÜzmirÕde bir dŸß gibi baßladÝÊKukla GŸnleriÉÊ Ve giderek bu
dŸß, kentin kŸltŸr-sanat yaßamÝnda yerini bir geleneÛe bÝrakacaÛa benziyor. DoÛaldÝr
ki, dŸß olarak baßlayan tŸm sanat etkinlikleri o etkinlik adÝna emek verenlerin ŸstŸn
•abalarÝyla ve ger•ek sanatseverlerin katkÝlarÝyla hayat buluyor ve sŸreklilik kazanÝyor.
Kukla GŸnleriÕnin sevimli dostlarÝ kuklalar, yalnÝzca Ÿlkemizin •eßitli kentlerinden ve
dŸnyanÝn bir•ok yerinden gšsteriler i•in gelmekle kalmayÝp, ÜzmirÕde Ÿretilerek,
okullarda hayata ge•erek kendilerine yer ediniyorÉ KÝsacasÝ ÜzmirÕin kuklalarÝ okula
gidiyor.
Okullu olma hik‰yesi ge•en yÝla uzanÝyor. Kukla GŸnleriÕnin 3. yÝlÝnda, yani 2009 da,
ÜzmirÕin •eßitli ilkšÛretim okullarÝnÝn eÛitmenleri kukla yapÝmÝ eÛitimi aldÝktan sonra
bunu šÛrencilerine aktardÝlar. Sonunda iki gŸn boyunca, Forum BornovaÕda tahsis
edilen mek‰nda Ò‚izmeli KediÓ adlÝ Sel•uk Din•erÕin dŸzenlemesiyle olußturulan
kukla metninden yola •Ýkarak sunumlarÝnÝ yaptÝlar. JŸride benim baßkanlÝÛÝmda
bulunan deÛerli Ÿyeler, Üzmir Devlet Tiyatrosu Sanat•ÝsÝ Tayfun Eraslan, Ege †niversitesi
‚eßme Turizm ve Otelcilik YŸksek Okulu Turizm Animasyonu BšlŸm BaßkanÝ šÛretim
gšrevlisi Yonca Ginyol, kukla yapÝmÝnda ustalaßmÝß bir isim Dokuz EylŸl †niversitesi,
GŸzel Sanatlar FakŸltesi, Sahne SanatlarÝ BšlŸmŸ, Sahne TasarÝmÝ Anasanat DalÝ
šÛretim gšrevlisi Ayten …ÛŸt•Ÿ ve kukla tiyatrosu sahibi eÛitimci BulgaristanÕdan
katÝlan kuklacÝ Hristina ArsenovaÕyla ve geniß bir katÝlÝmla bir•ok okulu izledik ve
deÛerlendirdik. Orada yaßanan coßku ve šÛretmenlerle šÛrencilerinin heyecanÝ ve
katÝlÝmdaki kalite inanÝn •ok ßaßÝrtÝcÝydÝ. Bu yÝl, 2010 da, aynÝ jŸriyle ve yine sevgili
Sel•ukÕun dŸzenlemesiyle ÒKurbaÛa PrensÓle bulußacaÛÝz. Hani ßu sevgi gšsterilince,
šptŸÛŸnŸzde hayat bulan Prensin hik‰yesiyleÉ
Bu yÝl 11-21 Mart tarihlerinde dŸzenlenen Kukla GŸnleri i•erisinde, katÝlÝmdaki artÝß
nedeniyle 12-13-14 Mart yani Ÿ• gŸn boyunca, yine aynÝ jŸriyle, Üzmir okullarÝnÝn
baßarÝlÝ eÛitmen ve šÛrencilerini eminim ki geniß bir katÝlÝmla kucaklayacak Forum
Bornova Kukla Oyunu YarÝßmasÝ. Bu yarÝßma i•in EkimÕin son haftasÝ baßlayan ve
KasÝm ayÝ boyunca sŸren yoÛun bir kursun ardÝndan eÛitimcilerimiz yaratÝm sŸrecine
ge•tiler. Kursun eÛitmenleri arasÝnda Devlet TiyatrolarÝÕnÝn deÛerli tasarÝmcÝsÝ Hakan
DŸndar, eÛitmen Ayten …ÛŸt•Ÿ, kukla sanat•ÝsÝ ‚aÛlayan Sevin•er, BulgaristanÕdan
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Hristina Arsenova ve FransaÕdan Deborah Maurice vardÝ. Her hafta sonu farklÝ bir
eÛitimci ders verdi. Kukla nedir, nasÝl yapÝlÝr, hangi malzemeler kullanÝlÝr, nasÝl
oynatÝlÝr ve bir kukla oyunu hangi elementlerden olußur ve nasÝl sahnelenir?
Bu kursta, tÝpkÝ 2009Õda olduÛu gibi, šÛretmenler kukladan nasÝl yararlanacaklarÝnÝ
anladÝlar, anlattÝlar, bšylece derslerine kukla girmiß oldu. Kukla severler, bu yÝlÝn
hazÝrlÝklarÝndan birini Yeni AsÝr gazetesinin, Salih Üßgšren ÜlkšÛretim OkuluÕnda
yapÝlan •alÝßmalarÝ i•eren haberinden anÝmsayacaklardÝr.
Ge•en yÝl baßlayan bu proje, basit bir okul etkinliÛi deÛil, ÔMilli EÛitimÕde bir devrimdir.
Bu etkinliklerde yaratÝcÝlÝklarÝ beslenen, fantezileri gelißen, el ve yŸrek eßgŸdŸmŸ ve
becerileri artan •ocuklar, fark edilmeden, arka planda kalarak, gšrŸnmez kahramanlar
olarak, kuklalarÝnÝ šn plana alarak ama ekip •alÝßmasÝ ruhuyla, seyirciyle bulußmanÝn
heyecanÝnÝ yaßadÝlar. EÛlendiler ve eÛlendirdiler. …Ûretmenlerinin desteÛi unutulmayacak
anlar yaßattÝ bizlereÉ
Ge•en yÝlki deneyimlerimizi biraz daha a•mak isterim: Ge•tiÛimiz yÝl broßŸrdeki
yazÝsÝnda …zdemir Nutku, ŸnlŸ Alman yazar KleistÕin kuklalarla ilgili Òbize
masumiyetimizi anÝmsatan ruhlarÓ sšzlerine deÛinmißti. Rekl‰mda, sinemada,
televizyonda karßÝmÝza •Ýkan, geleneksel bir sanatÝmÝz olan kuklanÝn, insanlarÝ
eÛlendirdiÛi kadar, ruhsal tedavide, kendimizi ifade etmede, •eßitli nedenlerle (•ocuklarÝ
oyalamak, yataÛa baÛlÝ olarak yaßayanlarÝ, engelli insanlarÝ, doÛum gŸnŸ ve sŸnnet
•ocuklarÝnÝ oyalamak vb.) oynatÝldÝÛÝ gibi, eÛitimde de ne denli šnemli bir yeri
olduÛunu bu etkinliÛin kapsamÝnda da gšrmŸß olduk.
Ge•en yÝlki etkinlikte renk cŸmbŸßŸ i•inde kuklalar Ÿretenler, ipli kuklalarÝnÝ simsiyah
giysileri i•inde bŸyŸk bir ustalÝk ve disiplin i•inde sunanlar, kare kŸpten bir sahne
yaratarak dšrt bir tarafÝnÝ farklÝ mek‰n olarak kullananlar, sahneyi dŸz bir satÝh olarak
ele alÝp, perdenin kesiklerinden kuklalarÝnÝ sahneye getirenler, sahneyi ‚izmeli Kedi
masal kitabÝ gibi dŸzenleyenler, keman eßliÛinde sunum yapanlar, •ok sevimli
anlatÝcÝlar kullanarak sunum yapanlar, engelli šÛrencilerine verdikleri destekle- elini
šÛrencilerinin omzundan kaldÝrmayan sevgili šÛretmenimizin desteÛiyle- tŸm sunumu
baßarÝyla ger•ekleßtirenler, festival i•in šzel giysiler ya da baskÝlÝ tißšrtler kullananlar
ve kukla oynatmaktaki •ocuklarÝn ustalÝÛÝ karßÝsÝnda Sel•uk Din•erÕin projesinin ne
kadar šnemli olduÛunu keyifle ve sevgiyle izleme fÝrsatÝ bulduk, bir kez daha katkÝsÝ
olanlarÝ tebrik etmek isterim. Sonu•ta Ÿ• okul dereceye girdi, iki okul da Forum
Bornova šzel šdŸlŸ aldÝ ama tŸm okullar gšnlŸmŸzde baßarÝlarÝyla taht kurdu. …dŸl
tšreninde Ayten …ÛŸt•ŸÕnŸn kukla olarak tasarladÝÛÝ katÝlÝm plaketleri verildi.
Ünsan yaßamÝna deÛer katan, insanÝ yŸcelten, bireylerde farklÝlÝk yaratarak onlarÝ
deÛißtiren ve emeÛin en gŸzel sunumu olan sanatla ve šzellikle de uzak diyarlardan
kalkÝp gelen kukla dostlarÝmÝzla bulußmak, ÜzmirÕin okullarÝnda Ÿretilen, •ocuklarÝmÝzÝn
yaratÝcÝlÝÛÝyla hayat bulan kuklalarla el ele vermek, okullarÝmÝzÝn baßarÝsÝna tanÝklÝk
etmek i•in, sizleri ve •ocuklarÝnÝzÝ bekliyoruz.
Sanat•Ý alnÝnda ÝßÝÛÝÊilk hissedense, •ocuklarÝmÝz yaratÝcÝlÝklarÝnÝ kukla sahnesinin
ÝßÝÛÝnda sizlere sunmaya hazÝrlanÝyor. OnlarÝ destekleyelim ve onlarÝ oyundan uzak
bir dŸnyada yetißtirmeyelim.
BŸyŸk usta, deÛerli tiyatro adamÝÊMuhsin ErtuÛrulÕun da dediÛi gibi; Bir Ÿlkede fÝrÝn
a•maz ekmek •ÝkartmazsanÝz insanlar a•Ê kalÝr ve a•lÝktan šlŸrler. Sanata deÛer vermez
sahneler a•mazsak, insanlar ruhen a• kalÝr ve birbirini šldŸrŸr. ‚ocuklarÝmÝzÝ ßiddetten
uzak, sanat dolu bir dŸnyada yaßamaya šzendirelim. Sizler de kuklalarÝn barÝß•Ýl ve
yaratÝcÝ dŸnyasÝna destek verin. Üyi seyirlerÉ.
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Four years ago, Puppet Days started like a dream in Izmir...Ê And it seems that this
dream will gradually turn into a tradition in the cultural and artistic life of the city.Ê
It is natural that all art activities which start as a dream come into life and gain
sustainability through the frantic efforts of the workers of the activity and the
contributions of the actual art-lovers.Ê Puppets, the cute friends of the Puppet Days,
not only come from various cities of our country or the world, but also make place
for themselves by being produced in Izmir and becoming real at schools...Ê In
short, the puppets of Izmir are going to school.
The story of becoming a student dates back to last year.Ê In the third year of the
Puppet Days, (that is) in 2009, the teachers of various primary schools in Izmir
received training for puppet-making, and then, conveyed their knowledge to their
students.Ê At the end of the training, they presented their performance based on
the ÒPuss in BootsÓ, the puppet text arranged by Selcuk Dincer, for two days in
the venue allocated in Forum Bornova.Ê Moderated by me, the distinguished
members of the jury, Tayfun Eraslan, Actor from the State Theatre of Izmir, Yonca
Ginyol, lecturer, Head of Tourism Animation Department, Ege University Cesme
Vocational School of Tourism and Hotel Management, Ayten Ogutcu, an expert on
puppet-making, lecturer at Dokuz Eylul University, Faculty of Fine Arts, Department
of Performing Arts, Stage Design Unit, and Hristina Arsenova, a trainer and owner
of a puppet theatre in Bulgaria and a great crowd of participants watched and
evaluated a lot of schools.Ê The riding enthusiasm, the excitement of the teachers
and the students there and the quality of the participation was astounding. This
year, in 2010, again with the same jury and dear SelcukÕs arrangement, we will
meet with the ÒFrog PrinceÓ.Ê The story of the Prince charming that is released
from the frog when shown love and kissed...
Within the Puppet Days held between March 11th-21st, 2010, I am confident that
Forum Bornova Puppet Contest will embrace the successful teachers and students
from the schools of Izmir for three days, March 12th, 13th and 14th, 2010, with a
wide participation due to the increase in the number of participants.Ê For this
contest, our teachers passed onto the stage of creation after an intensive course
starting on the last week of October and continuing through November.Ê The trainers
of the course were: Hakan DŸndar, an esteemed designer of the State Theatre,
trainer Ayten Ogutcu, puppeteer Caglayan Sevincer, Hristina Arsenova from Bulgaria
and Deborah Maurice from France.Ê The course was given by a different trainer
each weekend.Ê What is a puppet?Ê How is it made?Ê Which materials are used?Ê
How is it manipulated?Ê Which elements does a puppet play consist of and how
is it staged?
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In this course, just like in the previous one in 2009, the teachers understood how
they could make use of the puppet, and then they recited this; thus the puppet got
into their classrooms.Ê Puppet-lovers may remember one of the preparations of
this year from the news about the work carried out at Salih Isgoren Primary School
covered by Yeni Asir.
This project which started last year is not a simple school activity, but a revolution
in ÔNational EducationÕ.Ê In these activities, children whose creativity was fed,
fantasies were developed, hand and heart coordination and skills were increased,
experienced the excitement of meeting the spectators without being noticed, staying
in the background as invisible heroes and putting their puppets in the foreground
with a team spirit.Ê They had fun and entertained the others.Ê The support of their
teachers gave us the thrill of our lives...
I would like to elaborate on my experience from last year.Ê In his text in last yearÕs
brochure, Ozdemir Nutku mentioned the words of Kleist, the famous German writer,
about puppets; Òsouls reminding us of our innocenceÓ.Ê Within the context of this
activity, we witnessed the important role of puppetry Ð one of our traditional arts
Ð in education as well as acting as an entertainer in advertisements, cinema,
television and a healer in psychological treatment, in expressing ourselves and
in amusing children, bed-ridden patients, the disabled, and kids having birthdays
orÊ circumcision ceremonies.
In last yearÕs activity, we had the opportunity to watch with joy and love some
producing colourful puppets, some in black clothing, presenting their string puppets
with great mastery and discipline, others creating a cubic stage and using the four
sides as different locations, some taking the stage as a flat plane and bringing
their puppets onto the stage from the openings of the curtain, some arranging the
stage as the fairy tale book ÒPuss in BootsÓ, others presenting in the accompaniment
of a violin, some presenting by utilising very pretty narrators, some Ð disabled
students Ð completing the whole performance successfully with the never-ending
support of their teacher who never drew her/his hand away from the studentsÕ
shoulders, and others using special costumes and printed t-shirts for the festival:Ê
all manipulating the puppets with great mastery, and concluded how important
Selcuk DincerÕs project was.Ê I would hereby like to congratulate all who contributed
in the realisation of the event.Ê At the end, three schools were placed and two
received the Forum Bornova Special Prize, however, all schools mounted to the
thrones of our hearts with their success.Ê In the award ceremony, participation
plaques designed as puppets by Ayten Ogutcu were granted.
To meet with art, which adds value to human life, glorifies human beings, changes
the individuals by differentiation and is the best presentation of labour, and especially
with the puppet-lovers visiting us from far way lands, to get hand in hand with the
puppets produced at the schools Izmir and coming into life with the creativity of our
children, and to witness the success of our schools, we are looking forward to seeing
you and your children.Ê If the artist is the one who first feels the light on his forehead,
then our children are getting ready to present their creativity to you under the light
of the puppet stage.Ê LetÕs support them and not raise them in a world devoid of play.
As the great master and distinguished drama expert Muhsin Ertugrul puts it: ÒIf
you do not open bakeries and cook bread in a country, people will starve.Ê If we
do not value art and open stages, people will suffer spiritually and start to kill each
other.Ó We should encourage our children to live in a world free of violence and
full of art.Ê Come and support the peaceful and creative world of the puppets...Ê
Enjoy the performances...
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Asya kukla tiyatrosu geleneÛi ve tarihi sahip olduÛu elemanlarÝn zenginliklerinden štŸrŸ bu bšlgedeki
kesin sÝnÝrlarla belirlenmiß Ÿlke ve coÛrafi tanÝmlamalarÝn štesinde bir nitelik gšsterir.[1] Yine de
AsyaÕda bu kadar •eßitlilik gšsteren kukla geleneÛini ipli, sopalÝ, el ve gšlge kuklalarÝ adÝnda
kategorilere ayÝrabilsek de bazÝ •ok šzel tarza sahip olanlarÝ ise kategorize etmek gŸ•tŸr. Asya kukla
geleneÛini olußturan ve var olmasÝnÝ saÛlayan elemanlarÝ ele almak istediÛimizde bunun olduk•a
eskilere dayandÝÛÝnÝ, dinsel baÛlantÝlarÝn ve inan• ritŸellerinin bu konuda iki anahtar kaynak olduÛunu
gšrŸyoruz. Bir baßka šnemli eleman ise hemen hemen her performansta var olan mŸziktir. YŸzyÝllar
boyunca Asya kukla geleneÛi aslÝnda insanlar ve tanrÝlarÝ sembolize ederek eÛlendirmeye yšnelmiß
bir mŸzik tiyatrosu olmußtur. SÝk sÝk tanrÝ karakterlerini sahnede iyiliÛi anlatan, uyarÝda bulunan,
yanlÝßa yšnelten ßeytanÝ bertaraf eden durumlarda gšrŸyoruz. Bu sebeple Asya kukla geleneÛi,
Asya dinsel inanÝß kŸltŸrŸnŸn, etik anlayÝßÝnÝn ve temel eÛlenme i•gŸdŸsŸnŸn ortak paydasÝdÝr
demek yanlÝß olmaz.
Ületißim •aÛÝnÝn gelißi ve šnlenemez gelißim sŸratinin etkisi ile kukla artÝk eÛlence sektšrŸnŸn
caddelerinden arka sokaklarÝna doÛru itildi. Bu deÛißim sŸrecinde AsyaÕdaki bir•ok kukla tiyatrosu
silinip gitmekte. Bir•ok Ÿlkede Kukla tiyatrolarÝ bšlgesel kŸltŸrel kimliÛin bir sembolŸ olan ikonlarÝna
dšnŸßŸyorlar. BulunduklarÝ bšlgelere ziyarete gelen turistlere ve bšlgenin okullarÝndaki šÛrencilere
aynÝ oyunlarÝ tekrar tekrar oynuyorlar. Her ge•en gŸn orijinal temalara sahip yeni kukla oyunlarÝnÝn
sayÝsÝ azalmakta olsa da, hemen hemen her Ÿlkede bu nadir kukla olußumlarÝna rastlanmaktadÝr.
Aktšr ve aktrislerin tiyatro performanslarÝ gŸnŸmŸz yaßamÝnÝn sŸrati ve karmaßasÝ i•inde yok olup
giderken, kuklalar ve kukla oyunlarÝ onlarca hatta yŸzlerce sene hayatta kalmayÝ baßarÝyor. ‚ok
šnceden yapÝlmÝß olsalar bile onlarÝ izleyenler sanki daha dŸn yapÝlmÝß zannedebiliyor. KuklanÝn
se•kin gŸzelliÛi ve yapÝcÝsÝnÝn ustalÝÛÝnÝn ortaya koyduÛu oyunlar dŸnya tiyatro kŸltŸrŸnŸn en
zengin boyutlarÝndan birini temsil ediyor.
Ebedilik ve Ge•icilik
Kuklalar asla yaßlanmazlar. Onlar •oÛu zaman bšlgesel, kimi zamansa Ÿlkesel kŸltŸr sembollerine
dšnŸßŸrler. KuklanÝn deÛißmezliÛi ve ebediliÛi ile ait olduÛu kŸltŸrŸn ge•mißi (dinsel tšren ve
ritŸelleri) arasÝnda yakÝn bir baÛ vardÝr.Ê
Yaßamdaki šlŸm, hastalÝk ve bir•ok diÛer doÛal fenomeni anlama ve hesaplaßma ihtiyacÝ bir•ok
farklÝ inanÝß sisteminin olußmasÝna yol a•mÝßtÝr. Ünsanlar tanrÝlarÝ gšrselleßtirme ihtiyacÝnÝ ilk baßlarda
resim ve heykel yoluyla hayata ge•irdi.
Var olmuß tŸm insan topluluklarÝnda kendisini var etmek ve gŸvende hissetmek hatta ßeytan ve
onun temsilliÛinde ÒkštŸÓ lŸÛŸ uzak tutabilmek i•in atalara, tanrÝ ve ilahlara ihtiya• olmußtur. Bu
ihtiyacÝn dÝßa yansÝmasÝ mŸzik, dans, kehanet, ritŸel, maske ve elbette ilkel kukla gibi farklÝ formatlarda
olmußtur. Kukla ve maske, i•imizde aslen gizlemekte olduÛumuz ve nesilden nesile aktarÝlacak
olan deÛißmez ger•eÛi yansÝtmada en anlamlÝ ara•lar olmußtur. Kukla ayrÝca kuklayÝ oynatan
operatšr (kuklacÝ, manŸpilatšr) ile yŸzleßmeye •alÝßÝlan gŸ•ler arasÝndaki mesafeyi koruyan bir tŸr
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aracÝ olmußtur. Ünsanlar bu aracÝ sayesinde belki de korunmasÝz insanlara zarar verebilecek kštŸ
ruhlarÝ kovabileceklerine inanmÝßlardÝ. Bu šzel kuklalar, oyunlarda kullanÝlmadÝklarÝnda oyuncularÝn
yaßam alanlarÝnda šzel bir yerde kutsanmÝß olarak tutulurlardÝ. Asya kukla geleneÛinin bu yšnŸ
gŸnŸmŸze kadar neredeyse hi• deÛißmemißtir. BugŸn bile Asya kukla oyun ve ritŸellerinde kuklalar
sahne alÝr ve varlÝklarÝyla onlara sahip •Ýkan halklarÝna mutluluk ve iyilik getirir, uÛur duygusu
uyandÝrÝr ve kštŸlŸÛe ait her ßeyi uzaklaßtÝrÝr. Geleneksel Asya kukla tiyatrosu šrnekleri baßÝndan
sonuna kadar dinsel ritŸel formatÝnda kurgulanÝr. Bir•ok šrnekte gšsterinin kendisi de ilahi bir tšren
havasÝnda ge•er.Ê
PerformansÊ
Kukla gšsterilerinin oynanma sebepleri genellikle yerel halkÝn ya da ailelerin hayatlarÝnda šnemli
sayÝlan olaylarÝn meydana gelmesidir. DoÛum, šlŸm, yaß dšnŸmŸ, ergenlik, dini gŸnler ve festivaller,
yeni bir evin yapÝlmasÝ ya da alÝnmasÝ, kštŸ ruhun •ÝkarÝlmasÝ ve tanrÝya ßŸkŸrlerin sunulmasÝ gibi
durumlar buna šrnektir. Kukla tiyatrosu bu šzel gŸnlerde yeterli bir eÛlence unsuru olmuß, ayrÝca
o bšlgenin insanÝnÝn ihtiyacÝ olan ßŸkretme ve hayÝr dualarÝnÝn temsili i•in iyi bir ara• olmußtur.
Hemen hemen tŸm gšsteriler birbirinden farklÝ da olsa oyunlarÝn hepsi toplu dua ile son buluyordu.
Bir tŸr yakarÝß ve dileklerin dile getirilmesi olan bu bšlŸme genellikle tiyatronun yaß•a šnde
gelenlerinden biri, en deneyimli kuklacÝsÝ ya da halkÝn tanÝdÝÛÝ biri šncŸlŸk ederdi. Bir•oÛunda ise
ilahi ruhu ya da sšzle anlatÝlamayan o gizli gŸcŸ kukla sembolize ederdi. Bu kukla sahneye girer
ve izleyenlerin ruhlarÝnÝ kutsar, i•lerindeki kštŸ ruhlarÝ kovardÝ.
Dini bir formatta sunuluyor olsa bile bu gšsteriler hem ilahi gŸ•leri hem de biz šlŸmlŸ ge•ici
bedenleri eÛlendirmek i•in dŸzenleniyordu. Gšsterinin temasÝ gŸnŸn anlam ve šnemine gšre
deÛißiklik gšsterse de, genelde ana konu hep dramatik ve ilgin•ti.
Gšsterilerin sŸreleri tŸrden tŸre radikal farklÝlÝklar gšsterir. Vietnam su kuklalarÝ kÝsa epizotlardan,
JavaÕdaki wayang kulit gšsterileri bŸtŸn bir gece, ‚inÕin epik MulianÕÝ ise bir hafta devam ederdi.
Bu tŸr oyunlarda seyirciye belirli aralÝklarla mola verilir, bu aralarda seyirci yemek yemek, dinlenmek,
uyumak, konußmak ve ibadet etmek gibi zaruri ihtiya•larÝnÝ giderirdi. Seyircinin geri dšnŸßŸndeyse
sahne de yerini alan bir oyuncu, karakterleri ve olaylarÝ hatÝrlatmak i•in seyirciye oyunun kÝsaltÝlmÝß
bir versiyonunu naklederdi. Bu dšnemde šzellikle •ocuk oyunu diye bir olgunun var olmadÝÛÝnÝ
gšrŸyoruz. Kukla oyunlarÝ ve gšsterileri toplumun tamamÝna yšnelik ve belirli bir topluluÛa
hedeflenmemiß olarak hazÝrlanmÝßtÝ. EÛlence unsurlarÝnÝn ve se•eneklerinin sÝnÝrlÝ olduÛu bu
geleneksel toplumda, kukla performanslarÝ hem yaßlÝlar hem de gen•ler i•in harika bir etkinlikti.
AsyaÕnÝn her tarafÝndaki insanlara ge•miße ait kukla geleneÛi sorulduÛunda, buna suratlarÝnda sÝcak
ve samimi bir gŸlŸmsemeyle karßÝlÝk vermißlerdir.Ê
OyunlarÊ
AsyaÕnÝn hemen her Ÿlkesinde, o Ÿlkeye ait kukla tiyatrolarÝ ve yine o kŸltŸrŸn karakterleri ve edebi
metinleri olan kukla geleneÛi vardÝr. YazÝlÝ metinlere sahip kukla oyunlarÝ šzellikle gšlge tiyatrosu
tŸrŸnde bulunup bu tŸr kukla šrneklerine Hindistan, Kambo•ya, Java ve ‚inÕin merkez ve kuzey
kÝrsal kesiminde sÝk•a rastlanÝlÝr. DiÛer kukla tŸrlerindeki oyunlarda da yazÝlÝ metinlere rastlansa
da, gšlge tiyatrosu metinlerinin daha intizamlÝ ve daha Ÿzerinde dŸßŸnŸlerek yazÝldÝÛÝ gšrŸlmŸßtŸr.
Japon bunraku tiyatrosu geleneÛi bu genellemenin dÝßÝnda tutulacak bir ayrÝcalÝÛa sahiptir.
Monzaemon Chikamatsu gibi ŸnlŸ yazarlar, šzellikle kukla tiyatrosunda uygulanacak metinler
yazmÝßladÝr. AyrÝntÝlÝ hazÝrlanmÝß metinlere bir baßka šrnek ise ‚inÕin Fujian bšlgesindeki geleneksel
ipli kukla tiyatrosudur. Seyirci bu tiyatroda oyun izlemeye geldiÛinde dŸzinelerce metin arasÝndan
izlemek istediÛini se•me lŸksŸne sahiptir. 20. yŸzyÝla kadar kukla tiyatrosu metin yazarlarÝ anonim
kalmÝßtÝr. Bu anonim oyunlar, tekrarlÝ gšsteriler, masal anlatÝcÝlarÝ ve aÛÝzdan aÛza dolaßan aile i•i
sohbetleri aracÝlÝÛÝyla nesiller boyu hayatta kalabilmißtir.
ÊÊ
Ramayana ve Mahabarata hik‰yesi, Hindistan ve GŸneydoÛu Asya kŸltŸrŸnde merkezi bir deÛer
taßÝr. Hik‰yenin bšlgesel yorumlamalarÝ olsa da bu versiyonlarda hik‰yenin ana gšvdesine herhangi
bir ekleme ya da deÛißtirme yapÝlmamÝßtÝr. Ancak DoÛu AsyaÕda durum biraz daha farklÝ ve
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karmaßÝktÝr. Japonya, ‚in, Vietnam ve Kore kendilerine ait repertuarlara sahip olup bu repertuarlar
birbirlerinden olabildiÛince az etkilenmißtir. BŸtŸn DoÛu Asya kŸltŸrlerinde oynanan oyun temalarÝnÝn
temelindeki tarih ve tarihin yorumlanÝßÝ dikkat •ekicidir. AynÝ tema •oÛu zaman eß zamanlÝ olarak
iki farklÝ kŸltŸr tarafÝndan yorumlanmÝßtÝr. …rneÛin Vietnam geleneÛinde Ÿlkelerinin ‚inÕle yaptÝÛÝ
savaßlar konu alÝnÝrken, aynÝ konu ve ‚in iktidarÝ Ming hanedanÝnÝn dŸßŸßŸne Japon oyunlarÝnda
da rastlanmaktadÝr. Ê
OyunlarÝn bazÝlarÝnda toplumun uyumunun temel taßÝ inan•lÝlÝkla veya devlete karßÝ ayaklanmayla
ilgili ikiye bšlŸnmelerde kimi zaman yer alÝyordu. MŸstehcen veya mŸstehcen konularda yazÝlÝ
olmamak kaydÝyla oyunlarda doÛa•lanabiliyordu. Palya•olar ißte bu bšlŸmler i•in •ok faydalÝ
oluyordu ve seyirci tarafÝndan •ok beÛeniliyordu. Kirli ßakalar ve seksŸel referanslar i•eren ßaka
ve sšzler oyunun tamamÝ i•ene serpißtiriliyor, •oÛu zamanda gece yarÝsÝndan sonraya saklanÝyordu.
TaylanÕÝn Nang Talung ve Kambo•yaÕnÝn Sbaek Touch gšlge tiyatrosu šrneklerinde de gšrŸleceÛi
Ÿzere bŸyŸk boyutlu kuklalar hareket ve dans odaklÝ daha epik konularda kullanÝlÝrken, daha kŸ•Ÿk
boyuttaki kuklalar mŸstehcen denebilecek temalarda kullanÝm alanÝ bulmußtur.ÊÊ Ê
Kukla tiyatrolarÝÊbir•ok Ÿlkede yšnetim ve otorite tarafÝndan ßŸpheyle bakÝlan bir konu olmußtur.
…zellikle JaponyaÕda ve ‚inÕde kukla sanat•ÝlarÝ gezgin yaßam tarzlarÝ yŸzŸnden hep ßŸpheli gšzlere
hedef olmußtur. Tarih i•inde ‚inÕde kukla tiyatrolarÝnÝn •ok sÝk yasaklandÝÛÝnÝ gšrŸyoruz. Otoriteler
bunun sebebinin bšlgedeki kukla tiyatrolarÝnÝn yerel •ift•i aileleri ve gen•leri ißlerinden alÝkoyup
gereksiz baßka meßguliyetlere sevk ettiÛini sšylemißtir. Elbette kukla tiyatrosunun, ortak sesi
olmayan ya da ortak dŸßŸncesini dile getirmesine izin verilmeyen kalabalÝklarÝ kendisine •ekerek
onlarÝn genel yaßam memnuniyetsizliÛini eyleme ve baßkaldÝrÝya yšnlendirebilme gŸcŸ de bu
yasaklamalarÝn bir baßka sebebidir. Ancak otorite ya da iktidar ne dŸßŸnŸrse dŸßŸnsŸn o dšnemdeki
kukla oyunlarÝ, •oÛunluÛu eÛitimsiz ve okuma yazman bilmeyen Asya insanÝnÝn eÛitim aracÝ, bir
tŸr dershanesi olmußtur. Kukla tiyatrosu doÛasÝ gereÛi tŸm teknik donanÝmÝyla turne yapabilir,
daÛlarÝ aßabilir ve en izole edilmiß yerlere bile oyun oynamaya gidebilirdi. En Ÿcra kšßede yaßamakta
olan insanlar bile bu sayede kendi tarihi, dili, deÛerleri, edebiyatÝ ve mŸziÛi hakkÝnda bilgilendirilir
Ÿstelik aynÝ zamanda bunu yaparken eÛlenirlerdi.Ê
KuklalarÊ
Kuklalar, genellikle oynatÝcÝlarÝ ya da šzel kukla ustalarÝ tarafÝndan imal edilir. Gšlge tiyatrosu
kuklalarÝ, genellikle farklÝ hayvan derilerinden kuklacÝlar tarafÝndan oyun oynanmadÝÛÝ zamanlarda
hazÝrlanÝrdÝ. Karnataka ve HindistanÕda ceylan ve ke•i, Endonezya, Malezya ve ‚inÕin bir bšlŸmŸnde
buffalo, ‚inÕde maymun ve diÛer hayvanlarÝn derileri kullanÝlÝrdÝ. Deri bir takÝm šzel uygulamalardan
ge•irildikten sonra bir tŸr parßšmen kaÛÝdÝna dšnŸßtŸrŸlŸrdŸ. Karnataka ve ‚inÕde hazÝrlanan
deriler šyle ince olurdu ki neredeyse derinin arkasÝ gšrŸlebilecek saydamlÝÛa ulaßÝrdÝ. Bu da
deriye uygulanan canlÝ renklerin ÝßÝÛÝ iletmesine, dolayÝsÝyla seyircinin gšrsel zevkine daha •ok
hitap etmesini saÛlardÝ. Gšlge tasvirleri dayanÝklÝdÝr ve uzun sŸre kullanÝlabilir. Tasvirci eskiyen
tasviri yeni derinin Ÿzerine yerleßtirip kopyalama yoluyla yeni tasvirini hayata ge•irir.
3 boyutlu kuklalar ise šzel kukla ustalarÝÊtarafÝndan imal edilir. Japonya ve ‚inÕde bu sanatÝn
šÛretildiÛi šzel yerlerde, tahtadan kafalarÝn yontulduÛu, kukla kostŸmlerinin tasarlanÝp hazÝrlandÝÛÝ,
olduk•a zor bir iß olan kukla sa•ÝnÝn yapÝldÝÛÝ farklÝ birimler mevcuttur. Asya kukla geleneÛinde
bazÝ karakterlerin hemen tanÝnÝp algÝlanmasÝnÝ saÛlamak Ÿzere tespit edilmiß bazÝ standart
karakterizasyon imgeleri vardÝr. Ancak Burma gibi bazÝ Ÿlkelerde kimi karakterler šzellikle aynÝ
ßekilde tutulmuß, farklÝ bšlgelerde ise aynÝ karakterler hep aynÝ ßekilde karakterize edilmißtir.
Buna raÛmen her zaman yenilik ve taze fikirler i•in alan bÝrakÝlmÝßtÝr. Genellikle komik karakterler
ve dŸßŸk sÝnÝfa ait tiplemeler šzgŸr bÝrakÝlmÝßtÝr. BunlarÝn arasÝndan •ok ilgin• yeni karakterler
•ÝkmÝßtÝr.Ê
Kuklalar, ayrÝca plastik sanatlarÝn da alanÝna ait šÛeler olduÛundan, dini šÛeler harici bir•ok
baßka alandaki karakterlerinde tarih i•erisindeki devinimini heykel sanatÝ dÝßÝnda gšsterebilen
bir sorumluluÛu da yerine getirmißlerdir.Ê
Oyuncular ve KumpanyalarÊ
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Asya kŸltŸrŸnde kukla tiyatrosu oyuncularÝnÝn sosyal konumlarÝ en az kukla tiyatrosunun •eßitliliÛi
kadar •eßitlilik gšstermektedir. EndonezyaÕda dalang gšlge tiyatrosu oyuncularÝ saygÝn bir sosyal
statŸye sahipken, ‚inÕde kukla sanat•ÝlarÝ toplumun dŸßŸk kesimine ait sayÝlÝyordu. ‚in kuklacÝlarÝ
ayrÝca kraliyet askeri sÝnavlarÝna bile kabul edilmeyen birka• sÝnÝftan birisiydi. Tiyatro ge•mißte
okuma yazma bilmeyen eÛitimsizlerin sanatsal veya edebi yeteneklerini kullanarak bu sÝnÝfsal
katmandan sÝyrÝlmalarÝ i•in bir yoldu. Kukla tiyatrolarÝ genellikle aile ßirketi olarak ißlese de Burma,
Japonya ve ‚inÕde bu sanata merak duyanlar i•in usta •Ýrak ilißkisine dayalÝ kuklacÝ eÛitim sistemine
de rastlanÝyordu. ‚in ve JaponyaÕda kadÝn kukla sanat•ÝlarÝ olsa da, kadÝn kuklacÝ her zaman nadir
rastlanan bir durum olmußtur. KadÝnlar, menŸstrasyon dšneminde sahnede yaßanacak olumsuzluklar
nedeniyle, o dšnemde sahneden men edilmißlerdi. Bu sebeple kukla sanatÝ bu dšnemde bir erkek
mesleÛi gibi anlaßÝldÝ.Ê
Her Ÿlkenin sofistik deÛerleri sonucu ortaya •ÝkmÝß dŸßŸnsel bir kukla tiyatrosu piramidi vardÝ. En
tepede eÛitimli ve okuma yazma bilen kuklacÝlar yani profesyoneller bulunurdu. Bu kuklacÝlar yerel
kŸltŸr ve dini ritŸeller konusunda bilgili kimselerdi. Piramidin aßaÛÝlarÝna doÛru inildiÛinde ise
yarÝ profesyonelleri gšrŸyoruz. Bunlar sadece ekim, dikim sezonunun haricindeki zamanlarda
•alÝßÝrlardÝ. Gezici ekiplerden olußur ve belirli bšlgelerde oyunlarÝnÝ sergileyip, yÝlda birka• kez de
yerli gruplarla birleßip sezonluk etkinlikler ger•ekleßtirirlerdi. Ê
Kukla tiyatrolarÝÊgenelde bir kuklacÝdan ya da dšrt, beß kißilik mikro ekiplerden olußuyordu.
MŸzisyenler tiyatronun asil elemanÝ olarak gšrŸlmŸyor, gerektiÛinde kiralanÝyordu. AyrÝca dini
konular ve bilinen yÝllÝk ritŸellerin mŸzikleri bšlgesel mŸzisyenler tarafÝndan bilindiÛi i•in bu oyunlar
sergilendiÛinde kukla tiyatrosunun mŸzisyen tutmasÝna gerek kalmÝyordu.Ê
AsyaÕnÝn hangi bšlŸmŸnde olursanÝz olun kukla eÛitimi olduk•a aÛÝr ve zor bir ißti. Yeni bir kuklacÝnÝn
bÝrakÝn gšsteri sergilemesi sahneye adÝm atmasÝ i•in bile bir ka• sene sŸrecek bir eÛitim gerekliydi.
Bu eÛitimde manipŸlasyon, mŸzik bilgisi, ßan ve ßarkÝ sšyleme derslerinin yanÝnda Tayland ve
Kambo•ya dans tiyatrosu eÛitiminde kukla eÛitiminin temel derslerinden biri olmußtu.Ê
BazÝÊ kukla geleneklerinde oyunun bir anlatÝcÝsÝÊya da okuyucusu vardÝr. ‚in el kuklalarÝnda ve
EndonezyaÕnÝn wayang kulit tarzÝ oyunlarÝnda bir kuklacÝ bŸtŸn karakterlerin sesini canlandÝrÝr.
GŸney ‚in ipli kukla tiyatrosunda bir kuklacÝ, bir tŸrdeki karakterlerin hepsinin seslerini konußurdu.
…rneÛin sayÝsÝ ne kadar olursa olsun tŸm savaß•Ý karakterlerin seslerini tek bir kuklacÝ yaparken
bir baßkasÝ da oyundaki tŸm kadÝn karakterlerin sesi olurdu.Ê
Kukla TŸrleri ve TarihiÊ
BilindiÛiÊ Ÿzere kukla tiyatrosunda ipli, sopalÝ, gšlge ve el kuklasÝ olmak Ÿzere dšrt ana tŸr ya da
stil vardÝr. Bu tŸrlerin tarihi ve gelißimleri hakkÝnda yeterli sayÝda kaynak bulunmamaktadÝr. Ancak
i•inde bir ka• tŸrde kuklanÝn kullanÝldÝÛÝ kukla oyunlarÝna bundan 2000 sene šnce ‚inÕde ve
HindistanÕda rastlamÝßtÝr. ‚inÕin merkezi yerleßim bšlgelerinde faaliyet gšstermiß kukla tiyatrolarÝ
ile ilgili ayrÝntÝlÝ bilgiler 10.yŸzyÝla kadar uzanÝyor. Bu bilgiler bu dšnemde olduk•a Ÿst dŸzey
profesyonelliÛe ve •eßitliliÛe sahip gruplara ait resim ve bezemelerde bulunmaktadÝr. Akademik
olarak ispat etmek i•in gerekli olan bilgi ve yazÝlÝ dokŸmantasyonlarÝn var olmamasÝna raÛmen,
kukla tiyatrosu araßtÝrmacÝlarÝ ve yetkili bireyler farklÝ Asya kŸltŸrlerinin kukla tiyatrolarÝ arasÝndaki
etkileßimini sezmißlerdir. …zellikle ‚in ve Hindistan ile GŸneydoÛu Asya Ÿlkeleri arasÝdaki etkileßim
olduk•a a•ÝktÝr.Ê
Asya Kukla geleneÛinin en tipik ve šzgŸn formatÝÊgšlge tiyatrosudur. Gšlge tiyatrosu incelendiÛinde
tŸrŸn asÝl kšklerinin AsyaÕdan geldiÛi anlaßÝlÝr. BugŸn de gšlge sanatÝnÝn šrneklerine ‚in, Hindistan,
Malezya, Kambo•ya ve TaylandÕda rastladÝÛÝmÝz gibi OrtadoÛu Ÿlkelerinden MÝsÝr, TŸrkiye ve
YunanistanÕda da baßarÝlÝ oyunlar gšrŸyoruz. Bu farklÝ gšlge sanatÝ geleneklerinin ne zaman ve
nasÝl ortaya •ÝktÝÛÝnÝ ya da birbirini nasÝl etkilediÛini tam olarak sšylemek gŸ•tŸr. ‚inÕde var olduÛu
sšylenen efsanevi gšlge oyunlarÝnÝn tarihi 2000 yÝl šncelere kadar gitse de bu gelenekle ilgili kayÝtlÝ
bilgiler •ok daha sonralarÝna aittir.. Ancak tŸm bu farklÝ Asya gelenekleri arasÝnda deÛißmeyen tek
ßey kuklalarÝn deriden yapÝlmasÝ ve oyuncularÝn bu tasvirleri inceltildikten sonra farklÝ renklerde
boyanmÝß deriye arkadan yansÝttÝklarÝ ÝßÝk ile figŸrlerini oynattÝklarÝdÝr. Sadece TaylandÕÝn nang yai
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ve Kambo•yaÕnÝn sbaek thom gšsterilerinde farklÝ olarak dans•Ýlar vardÝr ve bu dans•Ýlar kuklalar
gibi perdenin arkasÝnda olup seyirci tarafÝndan gšrŸlebilmektedir.Ê
Üpli kukla geleneÛine ise Hindistan, Burma ve ‚inÕde rastlÝyoruz. Bu kuklalarÝn ipleri ‚inÕde adÝna
kontrol adÝ verilen bir par•aya baÛlansa da Hindistan ve BurmaÕda iplerin bazÝlarÝ kontrolÕe, bazÝlarÝ
ise kuklacÝnÝn eline gitmektedir. Bazen ise (HindistanÕÝn bir bšlŸmŸ RajastanÕda) iplerin tamamÝ
sadece kuklacÝnÝn eli tarafÝndan kumanda edilir, kontrol denen kumanda yoktur. Üpli kukla geleneÛi
•ok eski bir form olup bugŸn de sergilenmekte olan as kuilei tarzÝnÝn baßlangÝcÝndan beri var
olmußtur. Üpli kukla ßeytan •Ýkartma ya da ruh temizlemesi yetisine sahipliÛiyle bilinir ve bu sebeple
farklÝ bir saygÝ duyulurdu. Bu tŸr ritŸeller Taipei gibi bŸyŸk ve kalabalÝk ßehirlerde olduk•a
yaygÝnlaßmÝßtÝ. Ê
Bir baßka tŸr ise su kuklalarÝdÝr. Bu formatta kuklacÝlar, kuklalarÝ suyun i•inde bir paravan arkasÝndan
bambu sopalara baÛlanmÝß ipler aracÝlÝÛÝ ile manipŸle ederler. KuklalarÝn sanki suyun yŸzeyinde
kendileri yŸzŸyormuß hissi •ok ger•ek•i bir ßekilde yaratÝlmÝßtÝr. Seyirci bu gšrŸntŸyŸ her zaman
bŸyŸk bir hayranlÝkla izler. Bu tŸre ait bilgi ve resimler 10. yŸzyÝldan itibaren kayÝt edilerek gŸnŸmŸze
kadar ulaßmÝßtÝr. Kuzey Vietnam, su kuklalarÝnÝn hala sergilendiÛi ve geleneÛin sŸrdŸrŸldŸÛŸ nadir
yerlerden en šnde gelenidir.Ê
SopalÝÊ kukla ise en •ok ‚inÕde olmak Ÿzere Endonezya, Tayland ve HindistanÕda yaygÝn kullanÝlan
bir stildir. SopalÝ kuklada kafa ve kollar bir sopanÝn Ÿzerine sabitlenmiß bir ßekilde ve kuklacÝnÝn
baßÝnÝn Ÿzerinde manipŸle edilir. EndonezyaÕnÝn wayang golek oyunu ‚in sopalÝ kuklalarÝndan
etkilenilerek olußturulduÛu sšylenmektedir. †lkelerin stilleri arasÝnda etkileßim olmasÝ ka•ÝnÝlmazdÝr.
Ancak bu konuda kesin ispat ya da kanÝt gšstermek imk‰nsÝzdÝr. BugŸn sopalÝ kuklalar
manipŸlasyonunun kolay olmasÝ sebebiyle modern Asya Ÿlkelerinde daha •ok tercih edilmiß ve
popŸlarite kazanmÝßtÝr.
ÊÊÊÊÊ
Asya el kuklasÝ geleneÛi šrnekleri Fujian, Tayvan ve ‚inÕde gšrŸlmektedir. Bu tŸre bu bšlgelerde
zhangzhongzi (elin avucu) ya da budaixi (bez •anta) tiyatrosu adÝ verilir. El kuklasÝ tarzÝ kÝsa zamanda
‚inÕin deniz kÝyÝsÝndaki kesimlerine ve ‚inli azÝnlÝklarÝn yaßadÝÛÝ EndonezyaÕda da yayÝlmÝßtÝr. AyrÝca
Hindistan ve KeralaÕda da šrneklerine rastlanÝr. Bunun temel sebebi, bu Ÿlkelerin yŸzlerce yÝldÝr
‚in ile yaptÝklarÝ ticari alÝß verißlerin ve ziyaretlerin etkisidir.Ê
AdÝndan bahsettiÛimiz kukla stillerinin ve kategorilerinin dÝßÝnda bu genel tanÝmlamalarÝn kapsamÝna
girmeyen farklÝ teknikte ve tek kelimeyle bŸyŸleyici diÛer šrneklerde farklÝ yerlerde ve zamanlarda
hep var olmußtur.
ÊÊÊÊÊ
Japonya ve TaylandÕda •ok saygÝn bir baßka format olan bunraku ve hun lakorn geleneklerinde
kukla 3 kißi tarafÝndan kumanda edilir. Bunraku tekniÛi seyirciye kukla hareket dinamiÛi ve
manipŸlasyonunun en gŸzel šrneklerini sunar. TŸm bu bahsettiÛimiz tŸrler birbiriyle baÛlantÝlÝ
olmasa da, oyunlarda genel hikayenin bir anlatÝcÝsÝ olmasÝnÝn haricinde teknik formatlarÝ a•ÝsÝndan
da bazÝ benzerliklere sahiptirler.
ÊÊÊÊÊ
Kukla Tiyatrosu ve DiÛer Gšsteri SanatlarÝÊ ArasÝndaki ÜlißkiÊ
Kukla tiyatrosu ve kukla sanatÝnÝn diÛer disiplinler arasÝnda daha az šnemsenen daha gŸ•sŸz bir
gelenekten geldiÛi kanÝsÝ yaygÝndÝr. Bu sebeple kukla tiyatrosunun var oluß kšklerinin diÛer gšsteri
sanatlarÝndan geldiÛi kanÝsÝ vardÝr. (šrneÛin Tayland kukla tiyatrosu ve pavakathakali el kuklasÝ
tiyatrosu oyunlarÝnda kŸltŸrlerindeki dans tŸrleri kopyalanacak kadar taklit edilmißtir.) Bu yargÝ bazÝ
a•Ýlardan yanlÝß olmasa da aslÝnda kukla tiyatrosu diÛer disiplinlerden •ok daha geniß ve fazla
anlatÝm kapasitesine sahiptir. Kukla aracÝlÝÛÝyla oyunda karakterler ikiye bšlŸnebilir, istenirse cennete
u•up geri gelebilir ya da cehennemi ziyaret edip bize orada neler olduÛunu anlatabilirler. …zellikle
‚in gšlge tiyatrosunda gšrŸldŸÛŸ Ÿzere gšlge kukla sanatÝnÝn hayal kurma limiti sÝnÝrsÝzdÝr. ‚ŸnkŸ
bu format, teknik a•Ýdan sanat•ÝyÝ hayalini ger•ekleßtirebilme fÝrsatÝ verir. Genel olarak kukla tiyatrosu
normal aktšr ve dans tiyatrosunun bir versiyonu olarak gšrŸlse de, bir•ok kšklŸ Asya kŸltŸrlerinde
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bunun deÛißtiÛini kukla performanslarÝnÝn normal oyunculuk ve dans tiyatrolarÝnÝn karßÝsÝnda baßlÝ
baßÝna bir ekole dšnŸßtŸÛŸnŸ gšrŸyoruz.Ê
MŸzikÊ
MŸzik Asya kukla tiyatrosunun en temel elemanÝdÝr. MŸzikal katÝlÝmÝn derecesinde bir takÝm farklar
gšrŸlebilir. …rneÛin mŸzik, kuklasÝnÝ oynatmakta olan kuklacÝnÝn diÛer bir taraftan ayaÛÝyla vurduÛu
bir ritim de olabilir, GŸneydoÛu AsyaÕda šzellikle ‚in kukla geleneklerinde gšrdŸÛŸmŸz ve
dŸzinelerce mŸzisyenden olußan orkestranÝn eßlik ettiÛi bir dŸet de olabilir. Kukla tiyatrosu kullandÝÛÝ
mŸziÛi bšlgesinde var olan diÛer mŸzikal repertuarlardan se•ebileceÛi gibi, •oÛu zaman kendi
mŸziÛini kendisi yaratabilir. YaratÝlan mŸzik genellikle yerel ses ve anonim ritimlerin bir karÝßÝmÝ
olmußtur. Kukla performanslarÝnda canlÝ mŸziÛe ve tabi ki mŸzisyene ihtiya• hep •ok olsa da,
ger•ek ÒKukla Tiyatrosu MŸzisyeniÓ •ok azdÝr. VurmalÝlar ve ritim •algÝlarÝ en temel mŸzik aleti
olmußtur. Ritimci bir•ok anlamda oyunlarÝn kondŸktšrŸ ve oyunun oynanma sŸratini belirleyen
kißidir. MŸzisyenler herhangi bir topluluÛa baÛlÝ olmadan istedikleri etkinliklerde istedikleri zaman
•alÝßabilirlerdi. Ama kukla topluluklarÝ her zaman aynÝ mŸzisyenlerle •alÝßmayÝ tercih etmißlerdir.Ê
MŸzisyenler ve kukla sanat•ÝlarÝÊaslÝnda birbirlerine •ok benzerler ve birlikte •aba sarf etmeksizin
•ok rahat •alÝßÝrlar. …yle ki metni olmayan komedi doÛa•lamalarÝn da bile birbirlerine rahat•a eßlik
ederler. Ê
Geleneksel AnlayÝß ve ‚aÛdaßÊYaklaßÝmlarÊ
MedyanÝn ve toplu iletißimin AsyaÕnÝn her kšßesine ulaßmasÝÊ50 yÝlÝ aldÝ. ArtÝk en Ÿcra kšßedeki
derme •atma barakada bile bir televizyon var. BugŸn televizyon eÛlence anlayÝßÝnÝn olumsuz
etkilerini var olan tŸm canlÝ gšsteri sanatlarÝnda gšzlemliyoruz ve kukla tiyatrosu da nasibine dŸßeni
alÝyor. AsyaÕnÝn dšrt bir yanÝnda gšsteri sergileme ßansÝnÝn hÝzla azalmasÝ ya da bitmesi sonucu
kukla tiyatrolarÝ yok oluyor. Bir•ok tiyatro hala dini ritŸelleri sergilemeye devam etse de, sergilenen
oyunlarÝn hem sayÝsÝ hem de niteliÛi dŸßmŸß durumda. Kukla tiyatrolarÝ artÝk standart oyunlarÝ
tekrarlayÝp duruyor ve repertuarlarÝna yeni oyunlar ekleyemiyor. Bir•oÛu ise turistlere yšnelik vasÝfsÝz
ißlere yšneliyor ya da hediyelik kukla, biblo ticaretine yšneliyor. BazÝ daha kšklŸ ve baßarÝlÝ
tiyatrolarÝnda devlet desteÛi altÝnda yaßamlarÝna devam ettiklerini ve ulusal simgelere dšnŸßtŸklerini
gšrŸyoruz. Buna en gŸzel šrnek HanoiÕdeki Ulusal Su KuklalarÝ Tiyatrosu. Bu tiyatro kendi binasÝna
sahip ve her yÝl yurtdÝßÝnda sayÝsÝz oyun sergilemekte. Asya Ÿlkelerinin •oÛunun her yÝl yurtdÝßÝ
festivallere katÝlan ve aynÝ gšsterileri defalarca sergileyen buna benzer bir kukla tiyatrosu var. AsyaÕda
artÝk geleneksel kukla tiyatrosunun hi• kŸ•Ÿk seyircisi kalmadÝ denebilir. Bunun bir sonucu olarak
da gruplarÝn eski ve yeni formatlarÝ harmanlayarak yeni ßeyler denemeye •alÝßtÝÛÝnÝ ve baßarÝlÝ
olduÛunu gšrŸyoruz. Buna en gŸzel šrnek TayvanÕdaki bir el kuklasÝ tiyatrosudur. Bu tiyatro
1950Õden bu yana yaratÝmlarÝnÝ modern mŸzikle destekleyerek sŸrekli deÛißti ve bu deÛißimi ÝßÝk
tasarÝmlarÝ ve sahneleme yšntemleriyle de destekledi. Bunun neticesinde kendi seyirci kitlesini
olußturarak televizyonun dŸÛmesini kapattÝrabilen bir sanatsal seviyeye geldi. Tayvan ßu anda
dŸnyada 24 saat kukla programlarÝ yayÝnÝ yapan bir kablo kanalÝna ve •ok bŸyŸk kukla film setlerine
sahip tek Ÿlkedir. Bunun etkisi ile yerel halkÝn dÝßÝnda yabancÝlarda Asya kuklalarÝnÝn gŸzelliÛini
tekrar keßfetmeye baßladÝlar. Bu bir anlamda da bu sanat dalÝna olan ilginin tekrar artmasÝna etki
ediyor.Ê
ÊÊÊÊDurum bšyle de olsa šnŸmŸzdeki yakÝn zaman diliminde kukla tiyatrolarÝnÝn yok olmaya devam
edeceÛini tahmin ediyoruz. Geriye sadece hayatta kalabilmek i•in dini gšsteriler ve ritŸeller sergileyen
yerel guruplar ve devlet destekli kukla tiyatrolarÝ kalacak.

[1]Bu makalede sšzŸ edilen bšlge AsyaÕnõn HindistanÕdan JaponyaÕya kadar olan bšlŸmŸdŸr.
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The name Asian puppet theatre does seem to imply a certain unity that transcends the
geographical boundaries of countries in the region.[1] However, Asian puppet theatre
(however) is amazingly varied and divided into different genres: string, rod, glove and
shadow puppets, and some types that are so peculiar that they cannot be categorized.
If we want to describe some of the unifying aspects of Asian puppet theatre then its long
history and its close relation to religious ritual are two key elements, another would
be the importance of music in almost every type of performance. For centuries, Asian
puppet theatre has been music theatre aimed to entertain the Gods and the mortals.
The Gods are often on stage, presenting blessings, giving warnings and exorcizing evil.
As such, puppet theatre is the treasure house of Asian grass-roots religious culture,
history, ethics and pure entertainment. With the rise of the era of mass communication
puppet was rapidly banned to the fringes of entertainment and all over Asia puppet
theatre companies are disappearing. In many countries puppet theatre companies have
become cultural icons representing local identity, but performing mainly the same
shows over and over again for an audience of tourists and local schoolchildren. Although
there are less and less performances in an original context, they can still be found in
almost every country. While actors and actorsÕ theatre performances have disappeared
in the mist of times, puppets are kept of ten many hundreds of years. They come to us
with a vivacity as if they were made yesterday. The beauty of the puppets and the
exquisite craftsmanship represent some of the richest theatre cultures in the world.Ê
Eternity and mortality
Puppets never grow old. They are symbols of a shared local or sometimes national
identity. The immortality of puppets relates closely to their origins in religious ritual
and ancestral worship. The need to deal with concepts of death, disease and many
other natural phenomena resulted in many different belief systems. Humanity started
early with the visualization of these religious beliefs through the making of paintings
and statues. In all human cultures there was (and is) the need for deities, ancestors
and demons to actually present themselves, to comfort and expel evil. This resulted
in many different expressions: music, dance, mediums, trance, rituals with masked
people and of course also puppets. Puppets and masks are the logical vehicles for
expressing the eternal truths of beliefs as they are unchanging and can be handed down
from generation to generation. Puppets also provide a distance between the operator
and the awesome powers that it confronts, often expelling evil spirits that can seriously
harm people that are unprotected. We thus find that specific puppets (as well as masks)
are consecrated and worshipped in the house of the puppeteer when not used in
performance. This specific element of Asian puppet theatre never changed. Until the
present, the deities take to the stage and cleanse it with their presence and ritual and
bless the community. Every performance of traditional Asian puppet theatre is embedded
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in religious ritual from beginning to end, in most cases the performance itself is an
offering to the deities. Ê
Performance
The occasions for performance are the major events in the lives of a family or community:
birth and death, coming of age, birthdays, religious festivals and events, the building
of a new house, exorcisms and a thanksgiving to the Gods. Puppet theatre provides
entertainment at these occasions, but it is also directly involved with the blessing of
the family and community, as well as the exorcism of evil. Almost every performance
of is preceded by an invocation of some sort. In most cases this is the patron saint(s)
of the theatre, former puppeteers or ancestors. In many cases a puppet representing
a deity or supernatural force enters the stage to give its blessings and perform an
exorcism.
Although presented in a religious context, the content of a performance is generally
meant to entertain both the deities and the mortals. The content of the performance
may have some connection with the occasion, but generally it is an exciting and dramatic
story. The length of the shows can differ from short skits as in the water puppet theatre
in Vietnam to whole night wayang kulit performances in Java, to weeklong performances
of the Mulian epic in China (the story of the descend into hell by the monk Mulian). The
plays are designed for an audience that often leaves the performances area for food,
worship, a chat or a nap and frequent short synopsis of the action are presented by the
characters on stage. There is no childrenÕs show and the performance is for the whole
community. With the limited amount of entertainment in traditional society, a puppet
show would be a great event for young and old. All over Asia people recount their
memories of puppet shows with a smile on their face.Ê Ê
Plays
Almost every country in Asia has puppet theatre and almost every country has types
of puppet theatre with a written script tradition. We especially find scripts in the shadow
theatre, from Kerala in India, to Siem Reap in Cambodia, to Java and the countryside
of northern and central China. Other genres also have written script traditions, but less
elaborate compared to the shadow theatre. Exceptions are the Japanese bunraku
traditions, that had famous writers such as Monzaemon Chikamatsu who wrote
specifically for the puppet theatre. Another example of an elaborate scripted tradition
is the marionette theatre in the Quanzhou region of Fujian in China, where the customer
could choose from dozens of written libretti. Until the 20th century, the authors of puppet
theatre plays remained largely unknown. The plays were mostly handed down orally
and part of local storytelling and performance tradition.Ê
In India and Southeast Asia the influence of the Ramayana and Mahabharata has been
central to all traditions. Local versions of the epics have developed in the different
Southeast Asian countries, but seldom adding to the central core of the epics. In East
Asia the situation is more complex, with China, Japan, Vietnam and Korea having
repertoires that are less influenced by each other. All East Asians genres have a strong
focus on history, with stories that sometimes overlap, like Vietnamese stories about
wars with China and Japanese plays about the fall of the Ming dynasty in China.
In the plays there is a strong dichotomy between orthodoxy and subversion, i.e. subjects
that undermine social harmony. In the scripts the bawdy and subversive parts are often
not written down and only performed in improvised sections. The clowns are an essential
for these sections and greatly loved by the audience. Their dirty jokes and explicit sexual
references are sneaked in the overall performances, sometimes later at night. In some
cases, like with the shadow puppets in Thailand (nang talung) and Cambodia (sbaek
touch), there is a special genre of smaller puppets that can perform more racy subjects,
while the large danced shadows are more representative of the big epics.
In many countries puppet theatre has always been regarded with great suspicion by
the authorities. Especially in China and Japan, puppeteers and other performers were
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suspicious because of their itinerant lifestyle. Puppet theatre was also frequently banned
in China, where according to the officials it diverted farmers from their work and led
to bad mores among the young. One of the reasons was of course because puppet
theatre would draw crowds and channeled local discontent in the performances in
societies where the voice of the people was non-existent.
Whatever officials might have thought about the puppet theatre, its plays and performances
were a veritable schoolroom for the previously mainly illiterate population of Asia.
Puppet theatre could travel light, cross mountains and go to the most isolated region
to perform. Even in the most remote regions people could learn of their history, ethics,
language, literature, music and be entertained at the same time.Ê
Puppets
The puppets are either fabricated by the puppeteers themselves or by specialized puppet
makers. Shadow puppets are often produced from different animal skin by the puppeteers
themselves in periods when there are no other activities. The skin can be made from
deer or goat (Karnataka, India), buffalo (Indonesia, Malaysia, parts of China), donkey
(China) and other animal skins. The skin is treated and is basically a form of parchment.
In Karnataka and most parts of China the skin is so thin that it becomes translucent and
the beautiful colours are visible to the audience. Shadow puppets are sturdy and can
be kept for a long time. The puppet maker makes new ones by placing the old puppet
on a new skin and drawing it on the new skin.
Three-dimensional puppets were often made by special puppet makers. In parts of
Japan and China there was an elaborate division of labour, with puppet head carvers,
costume makers and puppet hairdressers that did the complex female hair. In most
Asian traditions the puppets have standard characteristics that make them immediately
recognizable for the audience. In countries like Burma the different puppet characters
were strictly stipulated, but also in other traditions there was a distinct accepted form
for the different characters. Yet, there was room for creativity, especially in the category
of the comical character and lower class characters and here we find some interesting
examples all over Asia. The puppets are also work of plastic art outside the realm of
religion and are often a kaleidoscope of many different Asian characters that can not
be found in regular sculpture. Ê
Performers and companies
The social position of the puppet theatre performer is different Asian cultures is as
varied as the types of puppet theatre. In Indonesia the dalang shadow puppeteer has
a respectable social position, while in China puppeteers were traditionally part of the
lowest rungs of society and were one of the few classes banned from the imperial
exams. In the past, the theatre provided a way of escape in the mainly illiterate Asian
societies, for those with artistic or literary inclinations. Although puppet theatre was
mainly a family business in most countries, some countries, such as Burma, Japan
or China (to name a few), had apprentice systems for young boys interested in performing.
Indeed, female puppeteers have always been very rare, although puppet performances
by women have been known in Japan and China. Women were banned from the stage
because the perceived pollution of the stage because of menstruation and because
puppet theatre was mainly an occupation for men.
In every country there was a pyramid of sophistication within the puppet theatre. On
the top there would be professional puppeteers, people who were literate and with a
substantial knowledge of local culture and religious ritual. Slowly down the pyramid
we encounter semi-professionals who worked only outside the agricultural season, the
roaming theatre groups that provided their services within districts and the occasional
peasant companies that banded together a few time a year for seasonal performances.
Puppet theatre companies could consist of one puppeteer or four or five professionals.
Musicians were usually not considered part of a company and hired for the occasion.
Local musicians were familiar with the repertoire and could also perform for religious
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ceremonies and other types of performances. The puppet training anywhere in Asia
was very rigid and could take several years before a trainee was allowed to enter the
stage and actually perform. The training process would include manipulation, recitation,
as well as knowledge of the music and ritual and in Thailand and Cambodia dance
training formed one of the basics of the training of a puppeteer.
In some traditions there is the narrator to read and recite all the text. In the Chinese
glove puppet theatre and the Indonesian wayang kulit, one puppeteer does all the voices
for the characters. In the marionette theatre in southern China, one puppeteer specializes
in one specific type of character, like warriors, or females etc. both manipulating the
puppets from a specific category and doing the voices for these puppets.
Genres and history
The puppets theatre genres are generally divided into: rod, string, glove and shadow
puppets. Their history and development is based on a very limited number of historical
sources. However, we can state that several types of performances with puppets existed
over 2000 years ago in China and India. Since the 10th century we have detailed
information on many genres of puppet theatre in the urban centres of China. They
provide a picture of a highly professional and diverse puppet theatre culture. The
scholars of puppet theatre can sense a relationship between the different Asian traditions,
especially China and India/Southeast Asia, however, we lack the historical data to prove
this.
The most typical and unique Asian art is the shadow theatre. The shadow performance
finds its roots in Asia. At present, we find shadow traditions in China, India, Indonesia,
Malaysia, Cambodia and Thailand (as well as in several Middle East countries, Egypt,
Turkey and Greece). It is impossible to find how or if the traditions of these different
countries influenced each other. Legends about the origins of shadow theatre in China
are about 2000 years old, but no distinct sources exist about performances until much
later. The fact that the puppets are made of leather and the performance practice of
shadow theatre (the reflection of a flat leather shadow on a screen) is the same all over
Asia. The nang yai of Thailand and the sbaek thom of Cambodia have an added
dimension that they are performed by dancers whose movements are also visible on
the screen.
String puppets are found in India, Burma and China. They are either operated by strings
connected to a control (China), partly on a control and partly in the hands of a puppeteer
(India and Burma) or all strings on the hands of the puppeteer (Rajasthan, India). The
string puppets are very ancient and mentioned in Chinese sources at the beginning of
our era, as kuilei which is still used to the present day for string puppets. In China string
puppets are revered for their exorcist power and to the present day exorcisms are
performed with string puppets in bustling capitals such as Taipei. Another specific form
of puppets are water puppets. Performers stand in the water hidden from few by a
screen and move puppets over the water with long bamboo poles, the puppets are
moved by strings and seems to dance and move over the water by themselves. Water
puppets performances were recorded in detail in China in the 10th century and are now
only found in northern Vietnam.
Rod puppets can be found in China, Indonesia, Thailand and India, but China is definitely
the most important country with rod puppets traditions. Rod puppets are puppets with
the head fixed on a stick as well as the two arms, the puppet is performed above the
head of the performer. The wayang golek in Indonesia is said to be influenced by the
Chinese rod puppets. This is very much possible in view of the extensive maritime
contact between the countries, but impossible to prove. Rod puppets gain great popularity
now in modern Asian puppet theatre, due to their simple way of manipulation.
Glove puppets are now mostly known in the province of Fujian in China and Taiwan,
where it is called palm-of-the-hand-theatre, zhangzhongzi, or cloth-bag-theatre, budaixi.
The genre extended from this area to pockets in the coastal regions of China and in
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parts of Indonesia with Chinese communities. Glove puppet theatre can also be found
in Kerala, India. Frequent trade contact with China over the past thousand years has
lead to claims that either one of them influenced the other.
There are even more fascinating types of puppet theatre that defy categorization. There
are the water puppets from Vietnam, mua roc nuoi. The puppets are operated by men
standing in the water, hidden from view. They move wooden puppets on long bamboo
poles over the water. The puppets seem to be alive as all form of contact with the
operator is invisible, as the bamboo pole is under the water surface. The puppets are
moved by intricate strings that can make them do the most elaborate movements.
In Japan and Thailand there are respectively the bunraku and hun lakorn lek, puppets
operated by three puppeteers that make the most refined movements. Although the
genres do not seem related at all, there are some similarities in their performance
technique, as well as using a narrator or narrator(s) to present the story.Ê
Relation between puppet theatre and other forms of performance
Puppet theatre is usually perceived as one of the less significant theatrical traditions
and it is therefore assumed that much of its performance is derived from other genres.
This is to a large extent true, as we see in Thai puppet theatre where both in shadow
and rod puppets khon dance drama movements are enacted, in the pavakathakali glove
puppet performance, the kathakali dance drama is copied. However, puppet theatre
has a far wider range of expression. People can be cut in two, people can fly to the
heavens or go to hell. Especially in the shadow theatre the creative energy is limitless
and in China we find the most fantastic and elaborate fantasies visualized in the shadow
theatre. Generally, puppet theatre is very much like versions of the local actorÕs theatre
and dance, yet in many traditional societies there is an interesting cross-over between
puppet theatre and actorsÕ theatre, dance and music. In southern Chinese opera there
is the puppet clown in which the actor enacts the movement of the glove and string
puppet clowns. Ê
Music
Music is the essential element of all Asian puppet theatre performance. The
musical accompaniment can be one puppeteer playing the puppets, while
beating a drum, to a full orchestra of a dozen musicians we find in Southeast
Asia and some Chinese traditions. The music, like other elements of the puppet
theatre, might be related to other local performing arts genres, but in many
cases puppet theatre developed its own musical elements. This is often a mix
of different local styles. There are very few Ôpuppet theatre musiciansÕ, due to
the great need for live music at many other different occasion, musicians
performed everywhere. In most puppet theatre genres the drum, in combination
with other percussion is the essential instrument. The drummer is the conductor
of the music and sets the pace of the show. Although musicians were and are
free to perform with other companies or at other events, the companies usually
work with a standard group of musicians. Musicians and puppeteers are very
familiar with each otherÕs work and can effortlessly work together, even for the
improvised comic skits. Ê
Tradition and modernity
It took mass media about 50 years to reach every corner of Asia, but even now
in the most simple shack in the countryside television sets can be found. The
onslaught of televised entertainment has meant a steady decline for all forms
of traditional performing art and the puppet theatre is no exception. Puppet
theatre companies disappeared rapidly all over Asia as performance opportunities
dwindled. Many companies still perform as a part of religious ritual, but their
entertainment value has all but disappeared and their repertoire has dwindled
to a few standard shows. Many puppeteers go into the tourist trade and from
Rajasthan to Yangon we are inundated with souvenir puppets. Some of the
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more accomplished companies have entered the era of government subsidy
and have become symbols of national heritage. A good example is the national
water puppet theatre company in Hanoi with its own theatre and numerous
international performances. Almost every country in Asia has companies like
that now. They tour the international festivals and perform the same shows
over and over. There is basically no young audience for the traditional puppet
arts in Asia. As a result, people also try to experiment in blending modern and
traditional forms with varying success. An interesting example is the glove
puppet theatre in Taiwan that managed to change with the times from the 1950s
onward by incorporating modern music (from Beethoven to Star Wars), modern
lighting and staging and making the switch to television. Taiwan is now the
only country in the world with a 24-hour puppet cable network and the largest
puppet film studio in the world. As many foreigners are discovering the beauty
and delicacy of Asian puppet theatre, the local also start appreciating it more,
leading in some cases to a renewed interest in the art. However, it is to be
expected that more companies will disappear in the coming years and what
will remain are the subsidized top companies and the countryside companies
that can still make a living performing as part of religious ceremonies.Ê Ê

[1]The geographical area of this article confines itself roughly to the part of
Asia from India to Japan.
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