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kuklayd seven kent
Renkleri vardYr kentlerin ve onlarYn kimliUini belirtir bu renkler. E
Kentler vardYr, gri; dumanlYE bacalarYEinsandan bYyYktYr, daha Snemlidir.

Kentler vardYr, sarY; bir k%0 Yt parsasYnYn peRindedir herkes ve insanlarY
bile satYIthYr di0er her ey gibi.

Kentler vardYr, kYrmYzY; doUmak ve $lmek arasYndaki zaman nasY| ge-er
belli deUildir. Kentin hYzY¥na ayak uyduramazsa insan, OyokOtur artYk.

Kentler vardYr, beyaz; zararsYz ama yararsYz da, var mY belli deUil, tYpkY
insanlarY gibi.E

Oysa kentler vardYr, mavi, denizler kadar engin. Derinlikleri hep insan
isindir bu kentlerin, insanY yYceltmek isin.

Kentler vardyYr, yeRil, ormanlar kadar zengin. Her solukta  yaRadYUYnY bir
kez daha anYmsar insan. ,evresini saran kYItYrel zenginliUin bir parsasY
ve yaratYcYsYdYr o.

Ve kentler vardYr, kuklayY severler; kimisi mavi, kimisi yeRildir bu
kentlerin. Uslerinde diUer renkleri de barYndYrsalar da tYm diUer renklere
baskYn gelir mavilikler, yeRillikler. Sanat her yerdedir bu kentlerde,
olmazsa olmazdYr. Bu kentler yalnYz kendileri isin yaRamaz, bir YRYKtYr
dYnyaya. E

Grisiyle mavisiyle, sarYsYyla yeRiliyle insanYn eseridir kentler. Unsan
sesimleriyle yaratYr kentleri. KYsacasY, insanYn yarattYUY gibidir kentler.
Biz boyarYz kentleri. Kimilerini sarYya kimilerini sevgiye, kimilerini griye
kimilerini sanata ve yapabiliyorsak eUer, en zoru, kimilerini OinsanOa
boyarYz. Her birimizin elinde bir fYrea var ve sYrekli boyuyoruz yaRadYUYmYz
kentleri. Qysa bYyYk bir sorumluluk ister o fYrsayY kullanmak; gelecek
kuRaklarYn yaRamYdYr fYreanYn ucundan damlayan +YnkY. Sorumlulukla
boyanan reng%.renk bir kent isin, kente her rengin en gYzel tonunu
sYrmek iein kuklayY seviyoruz ve yaRatYyoruz biz, YalnYz kuklayY da
deUil, insanY biraz daha OinsanO kYlan her 3eyi.EE



the city that loves puppets
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.E If an individual cannot keep up with the
pace of the city, (s)he Ono longer existsO.

There are cities which are white; harmless, however, useless as
well.E Whether it exists or not is uncertain, just like its people.

Yet, there are cities which are blue, as vast as the seas.E 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.E Every
breath reminds the human being once again that (s)he is alive.E
(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.E Even if they contain all the other colours
within themselves, blues and greens surpass them all. E In these
cities, art is everywhere and is sine qua non.EThese cities do not
live only for themselves; they shed light on the world. EEE

With their colours of grey, yellow, green, cities are products of
human beings.EPeople create cities with their choices.E In short,
cities are how people create them.E We paint cities.E We paint some
yellow, some grey, some art, and if we can, the most difficult of all,
some OhumanO.E Each of us has a brush in our hands and we
continuously paint the cities we live in.E 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.E 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 OhumanO.
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tlirk kuklasi Lizerine

Bu yazYmda saydam tasvirlerle gynatYlan Gslge OyunuOndan s§z etmeyeceUim; <YnkY
tiyatro tarihi isinde o da OoynatYlan bebeklerO konusu kapsamYndadYr. D3rt bin yYl,
belki de daha uzun bir gesmiRe sahip olan kukla oyununun nasY| «YktYUY kesin olarak
bilinmiyor. Ama bu konuda «eRitli tahminler yYrYtYlebilir. UnsanoUlu niein kendisinin

bir minyatYr tasvirini yapma gerekI|I|U|n| duymuBtur? Kendi mikro kozmosunu gsrmek

isin mi? Kendini yaratan gibi hissetmek isin mi? DoUa karRYsYnda hissettiUi kY=YkIYOY

ve «aresizliUi bir oranda gidermek isin mi? Bu sorular soUaltYlabilir. Ama RurasY kesin

ki, kukla oyunu insanYn kendini bilmesinden bu yana var olmuR3tur ve onun belki de
-ocukIuUunu anYmsatan en saf yanYdYr. KuklaOnYn gYzelliUi onu oynatanYn ustalYOY ve
duyarlYIYUY ile ortaya *Ykar.

,in kaynaklarYndan edindiUimiz bilgiye gsre Orta AsyaOda Gk TYrkler, OtanrYlarYn¥n
tasvirlerini keeeden yaparlar ve deri torba isinde saklarlardY. Bu tasvirler isyaUY ile

yaUlanYrdY. AynY zamanda, bir sYrYk Yzerine de dikilirdi.O 'Bu etnografik bilgiye gsre
AltaylYlarda tSs-t3z, Yakutlarda tangara, Uranhalarda eren, MoUol-Buretlerde ongon
denilen putlar- fetlBIer vardYr.OBunlar, keseden, pasavralardan, kalYn aOas kabuOundan
yapYIYr. Bir kYsmY eocuklarYn oynadYUY bebeklere benzerler.O '

TYrk kavimleri AnadoluOya yerlemeden Snce de, SykYEanlatanlarYEgibi, kukla oynatanlarYE
da vardY.E...zbeklerde, Taciklerde, KYrngIarda ve BaRkilerde kukla oyunu <ok yaygYndY.
Bu konuda en eski Srnekler TYrk dilinin eRitli bisimlerinde yer alYyordu: Bebek
anlamYnda kabarcuk, kovurUak, kavurUak, kureak, kolkareakOtY i Bir baka kaynak da

kukla isin kudurOuk adYnY verir.* Bir Ungiliz bayan TYrkistanOa yaptYUY yolculuk
g¥YnlYOUYnde, gsrdYOY bir kukla oyununu anlatYr: OBu bir Sart ile kavuk ve kaftan
giydirilmiR bir deUnek bebekti, Sart bu giydirimiR deUnek bebeUin (E) boUazYna

sarYIYnca, bebek de orda bulduUu defi SartOYn baRYna ge-irdi; her ikisi de yere yuvarlandYlar

ve kavgalarY bir sYre yerde devam etti. Sonunda deUnek bebek yenildi, YstYndekiler_

Sart tarafYndan «YkarYIdY ve deUnek seyircilere atYldY.0 O dSnemlerde, birinin oUlu, kyzY

ya da aUabeyi 8ldYUYnde, onun suretini (kugurcak) yapar evinde saklardY. Bu suretin
S$nYne yemeklerinin ilk IokmalarYnY koyarlardY. YYzlerini, bebeUi sYrtYp $nYnde
eUilirlerdi. Kugurcak, aynY zamanda kYz socuklarYn oynadYklarY bebekti.

Geleneksel kukla oynatmada el kuklasY ile ipli kukla en yaygYn olanlarYdYr.v El kuklasY
genellikle konulu oyunlarda, ipli kuklalar ise genellikle danslY oyunlarda kullanYIYrdY.
Orta AsyaOda kuklanYn en yaygYn olduUu Ylkeler, baRta ...zbekistan olmak Yzere,
TYrkistan ve KYrgYzistanOdY. Orta Asya kuklasY, beYk gs-te Seleuklular taraf¥ndan
AnadoluOya getiriimi, OsmanlYlar dsneminde de sYrYp gitmi, g¥YnYmYzde de giderek
yaygYnlaBmaktadYr.



15. yYzyYlda yaRamYR olan K%RifiOnin FYtYvvet-n%eme-i Sultan” adlY yapYtYnda gslge
oyunu ile kukia oyunlarYn¥Yn, derviRlerin 1Y betzeban dedikleri belli bir mistik yanY
olduUunu belirtmiRtir. Kukla oynatmak isin sadYr ve piRbend (3nlYk) gerekir. PiRbend

insan yYreUini simgeler; adeta tYm garip Reylerin saklY olduUu bir sandYktYr. YYrek
gibi, her zaman deUiRken istek ve tutkularY anlatYr. TanrY da, yYrek gibi, yaRamYn
sandYUYnY harekete gesiren gYstYr. TanrYOnYn gYcY olmazsa yYrek harekete gesmez."i

Orta Asya TYrklerinde kukla oyunIarYna adYr Hayal ve Kol Korsak deniyordu. ,adYr
Hayal, ipli kukla olduUundan, sahne gsrevini yapan kYsYk bir kulYbesi vardY. Salonun
karanlYk olmasY gerektiUi isin ,adYr Hayal genellikle geceleri oynatYIYrdY. Eskiden bu
tYr kuklanYn merkezi TaRkentOti. Kol Koreak (ya da Dest Korak) el kuklasYydY. Bu tYr
kukla oyununda <ok sayYda kiRi aynY anda sahneye sYkartYlabiliyordu. Bu tYr kukla
ise genellikle gYndYzleri alanlarda, bayram yerlerinde oynatYlYyordu.

Geleneksel kukla gssterileri 18. yYzyYla kadar sYrdY. Bu yYzyYlda, kukla oynatma anlayYRY
ve tekniUi BatY kuklasYnYn da etkisiyle deUiRmeye baRladY. Bu etkide en bYyYk pay 19.
yYzyYlda, «eRitli tarihlerde TYrkiyeOye gelen Ungiliz kukla ustasY Thomas HoldenOdY. Onun
Cinderella gibi popYler masallarY kukla sahnesine «YkarmasY <ok beUenildi. Emin Bey

ve Cemil Mehmet Bey adlarYndaki kuklacYlar ipli kukla ile «eRitli TYrk masallarYnY sahneye
YkardYlar. 19. yYzyYlda «eRitli mesire yerlerinde, alanlarda kukla gssterilerinin sayYlarY
artmaya baRladY. Kukla giderek UstanbulOun eUlence merkezi olan DireklerarasYOndaki
tiyatrolarYn programlarY isinde yer aldY. Upli kukla yanYnda $zellikle el kuklasY eok
tutuluyordu. TYrk kuklasYnYn kahramanY olan UbiR her iki tYr kuklada da vardY. Oyun
kurgusu ve tipler asYsYndan kukla oyunlarY ile tulZat tiyatrosu bir birine benzer Szellikler
taRYmaya baRladY. Kukla tiyatrosundaki tipler: UbiB (uf3ak), Tirit (ihtiyar), Sirar (sevgili),

Tiran (zorba, k&tY adam) vb. tulZat tiyatrosunun da bal3at tipleri oldular. Daha doUrusu
bunlar birbirlerini etkilediler. URaUa aynY zamanda Komik de denirdi.

Masallar dYRYnda, gYncel konularYE iBleyen kukla oyunlarYEisin formYI basitti: |. Perde:
KYz, Sirar'Y sever. Tiran da ona g5z koymuRtur. KYz'Y kasYrmak ister. Tirit g3rYr. Tiran,
Tiriti $ldYrecekken URak (UbiR) -Ykagellr komiklikler yapar, perde iner. II. Perde: KYz
yalnYzdYr; aUlar, sYzlar, kendini §ldYrmeye kalkar; URak gelir KYZ'Y kurtarYr. ArtYk iBi
dYzeltmek UbiRin iRidir. O ne yapacauYnY bilir. Perde kapanYr. Ill. Perde: Kanto'lar,
dYetto'lar. Bazen her ikisi birden, sonra yine perde. Seyirciler, tekerlemelere, taklitlere,
muhaverelere ve en sok da asYk sasYk s§zlere gYIYyorlardY. Bsyle asYk sasYk konuBmalara
Ocinas s3ylemek0, Ocinas yutturmakO denilirdi.

Yirminci yYzyYlda ipli kukla geleneUini sYrdYren sayYlarYEgiderek artan kukla ustalarYmYz
vardYr. Bunlar isinde Tacettin Diker, Orhan Kurt, Hadi PoyrazoUlu, Talat DumanlY,
Usmail Cavkeyter, etin ...zek, Cenglz .zek Vi glbllerln yanY sYra gene yetenekler de
yetimif3tir. Bunlardan blrka-Y 2001 yYIYnda Ustanbul®da «alYRmalarYna baRlayan AhRap
.ereeve Kukla TiyatrosuOsunu kuran ,a0rY YYImaz, Emre TandoUan, yine UstanbulOda
a-YIan Ertae ve GYI ...zdenOin Tomurcuk Kukla Tiyatrosu ve AnkaraOda a+Ylan Hakan
ArYsoyOun kukla tlyatrosu bunlardan birkasYdYr.

Yirminci yYzyY| kukla oyunlarYE isinde en yaygYn olanlarYEPiyango Bileti, UbiR
Alfabeyi ...Ureniyor, Sahte Doktor, GYI ve Dikeni, K5tY KYz, Uncili ,avuB,
KaynananYn EntrikalarYOdYr.

tlkemizde kukla oyunlarYna giderek artan ilgi, bu sanat dalYnYn gYzel bir geleceUi
olduUunu gssteriyor. Dilerim, hem bYyYkler hem kYsVYkleri isin, gYzel bir g3sterim
olanaOY saUlayan kukla tlyatrolarYnYn artmasYdYr. Bu gelleede dYzenlenecek kukla
festivallerinin bYyYk katkYsY olacaUOY inancYndayYm.
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Ceviri: Filiz Benglitas

about turkish puppetry

In this article of mine, | 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 Omanipulated dollsO.E It is not exactly
known how the puppet play, with a history of four thousand years or
maybe more, came out.E However, various estimates can be made on
this subject, Why did the human being need to make a miniature image

of himself?E To see his micro cosmos?E To feel as a creator?E To get rid
of the smallness and helplessness he feels against nature to some
extent?E These questions can be expanded.E One thing is certain; puppet
play has existed since man existed and it is maybe his purest aspect
that reminds him of his childhood.E The beauty of the puppet appears
with the manipulatorOs mastery and sensibility.E

According to the information we gather from Chinese resources, in
Central Asia, Gokturks Omade the figures/images of their gods out of felt and kept
them in leather sacks. E These figures were lubricated with grease.E They were also
sawn on a stick.O 'E According to this ethnographic information, there are
idols-fetishes called tSs-t3z in the Altais, tangara in the Yakuts eren

in the Uranha and ongon in the Mongol-Burets.E OThese were made of felt,
rags, thick bark.E Some of them look like the dolls that children play with.O *
Before Turkish tribes settled in Anatolia, they had puppeteers like the
story tellers.E Puppet theatre was very common in the Uzbeks, Tajiks,
Kyrgyz and Bashkis. E The oldest samples on this subject existed in
various forms of the Turkish language: In the sense of doll, there was
kabarcuk, kovurJak, kavurUak, kureak, kolkareak. i Another source gives the name
kudurOuk for the puppet. “E In her journal, An English lady gives an account
of a puppet play she saw in Turkistan:E OThis was a Sart and a stick doll wearing
a kavuk(turban) and caftan.E 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.E In the
end, the stick doll was beaten, he was undressed by the Sart and the stick was thrown
to the spectators.0 E 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.E They put the first bite/morsel of their food in front of this figure.E
They rubbed their faces against the doll and bowed in front of it.E Kugurcak
was also the doll that the girls played with.E

In traditional puppetry, hand puppet and string puppet are the most common
ones. YE Hand puppet was generally used in thematic plays, whereas
string puppet was used in masques.E In Central Asia, the countries where
puppets were the most common were mainly Uzbekistan, Turkistan and



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.E

In his work, FYtYvvet-n%.me-i Sultan”, K%oR3ifi of the 15th century states that
shadow plays and puppet plays had a mystic aspect called §IY betzeban
by the dervishes.E To manipulate the puppets, there should be tent and
a pibend (apron). Pibend represents the human heart; as if it were a
box/case where all strange things are hid.E Like the heart, it tells about
variable desires and passions.E God, like the heart, is the power that
activates the case of life.E If it were not for the power of God, the heart
would not start. v ~ .

Central Asian Turks called puppet plays .adYr Hayal and Kol Kareak.E In ,adYr Hayal,
for it was string puppetry, there was a hut serving as a stage.E Since the hall had
to be dark, it was generally performed in the evening.E In the past, the centre of _
this kind of puppetry was Tashkent.E Kol Koreak (0r Dest Koreak) Was hand puppetry.E
In this type of puppet play, a lot of people could take part on the stage at the same
time.E This kind of puppetry was generally performed in plazas and fair grounds

in the daytime.E

Traditional puppet shows went on until 18th century.Eln this century, the understanding
and technique of puppet manipulation started to change with the influence of the
westem puppet as well.E The greatest share in this influence belonged to Thomas
Holden, the English puppet master who came to Turkey on various dates in 19th
century.E His staging popular fairy tales like Cinderella as puppets was appreciated. E
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.EPuppetry was gradually
included in the programmes of theatres in Direklerarasi, the entertainment centre

of Istanbul.E Together with the string puppet, especially the hand puppet was very.
popular.E Ibis, the hero of the Turkish puppetry, existed in both types of puppetry.E
In terms of structure and characters, puppet plays and tulZat (improvised theatre)
started to carry similar traits.E The characters in the puppet theatre B Ibis (the
butler), Tirit (the old man), Sirar (the lover), Tiran (the villain) etc. B became the
dominant types of tulZat as well.E In fact, these two influenced each other.E The
butler was also called Komik (the Burlesque) E

Except for the fairy tales, the formula was simple for the puppet plays featuring
daily topics: 1st Act:E The girl falls in love with Sirar.E Tiran also tries to seduce
her.E He wants to abduct the girl.E Tirit sees this.E When Tiran is about to kill Tirit,
the Butler (Ibis) pops up, does funny things and the curtain falls.E 2nd ActE The
girl is alone; she cries and complains, and tries to kill herself. E The Butler comes
and saves the Girl.E Now, it is IbisOs duty to settle everything.E He knows what to
do.E The curtain closes.E 3rd Act.E Kantos, duettos, and sometimes both, and then
curtain again.E The spectators laughed at the tongue twisters, mimes, dlaJogues
and most of all, the dirty language.E This kind of dirty language was called Ocinas
sSylemekO (making paragrams) or Ocinas yutturmakO (taking in with paragrams). E
In 20th century, we have puppet masters who continue the tradition of string
puppetry and whose number gradually increases.E Besides these masters B
Tacettin Diker, Orhan Kurt, Hadi Poyrazoglu, Talat Dumanli, Ismail Cavkeyter,
Cetin Ozek and Cengiz Ozek YiE P young geniuses have also come into the picture.E
Some of these are:E Cagri Yilmaz and Emre Tandogan, who founded Ahsap Cerceve
Puppet Theatre that started to work in Istanbul in 2001; Ertac and Gul Ozden,



whose Tomurcuk Puppet Theatre was established in Istanbul; and Hakan Arisoy,
whose puppet theatre was opened in Ankara.E

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.E
The increasing interest in puppet theatre in our country indicates that this branch

of art has a bright future ahead. | wish puppet theatres that provide a good
opportunity of performance for both children and adults increase.E | believe puppet
festivals to be held will contribute immensely in this development.

i 9WoIfrarg Eberhard, Chinese History, Ankara Faculty of Letters Publications, Ankara
1947, p. 87.

i AbdYlkadir Unan, Shamanism Yesterday and Today, Turkish History Association,
Ankara 1972, p. 42.

iii KaRgarld Mahmut, Div%on-6 LYgati't TYrk, p. 9.
iv Carl Brockelmann, MitteltYrkischer 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 HYseyin V%.izY'l K%oRif’, FYtYvvet-n%.me-i Sult%oni, 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 HYseyin 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, Camc® Irfan Acokgoz, Mazhar (Baba/Father) Genckurt,
Orhan Kurt, Nevzat Acdkgoz, Metin Ozlen, Ahmet Aksoy, Mustafa Mutlu,
Besiktasli Kuklacé and Hokkabaz Ali Kucuk, Kuklacd and Hokkabaz Suleyman
Gokgezer, Ahmet Kerekmen, Tayfun Ozeren, Nevzat Ciftci, Haz6m Kdsakurek,
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 Ardsoy and Bursal6 Sinasi
Celikkol can be added to this list..
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kuklaci ve kuklasi

Seyirlik geleneUimizin vazge«ilmezleri arasdnda yer alan Okukla sanatYO, KSy EnstitYleriOnin
ve HalkevleriOnin kapatYldYUY 19500li yYllardan baRlayarak uzun sYre ihmal edilmifti.
Kukla tiyatrosu, baRka kYItYrlerde Snemli bir geliRim gssterirken, bizim Ylkemizde
unutulmaya yYz tutmuRRtu. E

Benim «ocukluUumda kuklayYE yalnYzca sYnnet dYUVYnlerinde izlerdik. Bu g3sterilerin
yYldYzlarY, siyaha boyalY bYyYk bir kutunun saydam drd¥YncY duvarYnYn gerisindeki
minik sahnede piyasa RarkYlarY ssyleyip dans eden, yanaklarY pembe boyalY, orasY
burasY yYpranmYR bebeklerdi. VarlYk nedenleri kukla oynatYcYsYna ekmek parasY
kazandYrmaktY. OKullanYcYO isin birer Oara-OtYlar. O...zneOnin OnesneOleri... Bu anla
kuklacY1Yk yalnYzca bir i koluydu. KuklacY da, ses kullanma yeteneUi, taklit chY
kuklalarY devindirme becerisi epeyce sYnYrlY oIan sYradan bir esnaftY yalnYzca. BYyYk
olasYIYkla, kuklalarY yapan da o deUildi.E

On beR yYI kadar 3nce, Bilkent tniversitesiOnin Tiyatro BSIYmYOnce dYzenlenen
UluslararasY Tiyatro OkullarY_RenliUiOnde kukla $Uesinin kullanYldYUY gSsteriler de yer
almaktaydY. ,ek CumhuriyetiOnden bir §Urenci topluluJunun sergilediUi bu tYr bir
oyunun ardYndan yapYlan sSyleRide, b3IYm bakkanY CYneyt G3keer, topluluk Yyelerine,
kuklalarYndan birini anY olarak Bilkent tniversitesiOne armaUan edip etmeyeceklerini
sordu. AlYnan yanYt kulaOYma kYpedir: OKuklalarYmY biz yaptYk. Onlar g&rdYUYmYz
tiyatro eUitiminin YrYnleri. DahasY, her biri topluluOumuzun bir Yyesidir. Hisbirinden
vazgesemeyiz.OE

KuklacYEile kukla arasYndaki baUlantYnYn $zne-nesne (kullanYcY-arae) birlikteliJinin
Stesine ge-erek tiyatronun canlY iki $Uesi arasYndaki iliBkiye d3nYRmesiyle, kuklacYI\(k
olgusunun kucakladYUY farklY boyutlarYn YstYnde durulmasY ‘gerekiyor.

Kukla oynatYcYsY, gssteri sYrasYnda kuklalara perde arkasYndan ses ve hareket saUIayan
Ogsr¥YnmezO bir $Ue olarak iRlev g&rdYUYnde kukla ile tam bir $zdeRleBme isine
girmekte, akt3r kimliUini el ve ses becerisi yoluyla kuklasYnYn gsr¥ntYsYne akYtmaktadYr.

Kimi zamansa OgsrYnmezO kuklacY, hem OanlatYcYOdYr, hem de kuklaya (kuklalara) can
veren kiRidir. Bu durumda aktsr kimliUini iki ayrY dYzlemde sYrdYrmektedir. KuklacYnYn



kendisinin de Oseyredilebilir® olduUu gssterilerde ise kuklacY, hem aktsr, hem kuklayY
oynatan, hem de kukla ile aynY sahnede devingen bir bYtYnIYk saUIayan OinsanO sUe
olarak, gsrsel-iRitsel dYzeyde sYnYrsYz bir anlatYm seRitliliUine kucak asabilir. Birden
+0k kuklacYnYn birden ok kuklayla birlikte oluRturduUu anlatYm zenginliUi ise kuklacYIYk
sanatYnY, tiyatroda yeni anlatYm bisimleri yaratma doUrultusunda $nemli bir konuma
taBYyablImektedlr E

KuklacYEile kukla arasYndaki sSyleRimin yer aldYUY g3sterilerde ise kuklacY, tiyatronun
bYyYk yapYtlarYnYn Oolmazsa olmazOY olan Oie satYRmaOyY dramatik boyutlara tal3Yyabil
Oyun alanYnda aktsr kimliUiyle bulunan kukla oynatYcYsYnYn OdYR sesOi, kuklacYnYn Oi
sesOi olma iRlevini yYklenen kukla ile ssyleRime girdiUinde, Oie «atYRmaO gsrsel/lrsltsel
boyutta gereekleBmektedir. Kukla sanatY ile socuklarYn oyun dYnyasY arasYnda k3prY
kuran da iRte bu tYr gSsterilerdir.E

Ailesi, okulu, isinde yaRadYUY toplumsal evre, dahasY medya tarafYndan dayatYlan
kurallarYn ve sYnYrlamalarYn baskYsY altYndaki socuk, «oUu zaman isinde bulunduOu
duruma iliRkin dYRYncelerini ve tepkilerini asYklamakta Zorluk seker, ,YnkY dilsel
donanYmY henYz tamamlanmamYRtYr. DahasY, bYyYklerle bir tartYima ortamyYna girme
konusunda yeterli bilgi donanYmY yoktur. YaRYtlarYyla da her zaman doyurucu bir
iletiim isinde olmasY beklenemez. E

Oysa kuklasY ya da kuklalarY varsa, onlarYn aracYIYUYyla, kendini ifade etmek isin «eRitli
iletiRim yollarY arayabilir. ,YnkY OkukIaO «ocuUun her yaRYnYn anlatYm bieimlerine
uyum saUlayabilen, S|mgesel bir oyun : arkadaRYdYr. Bu _simgesel boyut, socuCun d¥YR
gYcYnY de devreye sokar. BSylece, bYyYklerin dYnyasYna SykYnYlerek OtaklitO yoluyla
oluRturulan OoyunOlarYn yerini, yaratYcY enerjiyle oluRturulmuR $zg¥Yn oyun bisimleri
almYRtYr. KuklayY, oyun isinde «eRitli kimliklere bYrYndYrebilmenin yolu yaratYcYlYktan
geeer. AynY kukla Bdiyelim, bir el kuklasY- oyunun seRitli aRamalarYnda, hem «ocuOun
kendi kendisiyle hesaplaRmasYnY Bbsylece kendi dYRYncelerini keRfetmesini- saUlayacak
Oie sesO, gerektiUinde, <ocuUun tartYRma isine girdiUi anne, baba ya da $Uretmen gibi
bir beYUY kimi zaman $0Vtlerine baRvurduUu dYRsel bir bilge, kimi zaman da
«oculun kendisinin akY! UrettiUi saf bir masal figYrY olarak rol ve iRlev deUiRtirebilir.
BSylece, *ocuk hem dilsel becerilerini geliBtirme, hem oyunculuk yeteneklerinin ve

el becerilerinin bilincine varma fYrsatY yakalar, hem de dYR gYcYyle kotardYUY, $zg¥Yn
bir Ogyun dYnyasYOnYn keyfini «YkartmayY §Urenir. Bu keyfi yaRayan kuklacY adayy,
yaratYcYIYOYnY, zaman isinde OoyunQa yeni estetik boyutlar katarak geliRtirir. BSylece,
kuklacY ile kukla arasYndaki iliRki, socuUun Okendini ifade etmeyi $UrenmeO sYrecmln
bir pareasYyken, son aRamada Osanatsal yaratYcYIYkO noktasYna ulaRabilir.

,ocuk yaRta $Urenilen Okukla yapmaO iRlemi ise bir yandan Oyaratma gYcYOnYn verd|U|
tanrYsal coRkuyu yaRatYrken, bir yandan da algYlama ve uygulama edimleri arasYnda
k3prYler kurar, malzeme ve aygYt kullanma konusunda bilgi ve beceri kazandYrYr.
OKuklacYOnYn, baRlangYeta OkuklaOnYn yazgYsYnY ysneten OtanrYsalO konumu nede
yaRadYUY Yst¥nlYk duygusu da, uzun d$nemde, OkuklaOnYn dostluUJunun bilincine
varYlmasYyla oluBan eRitlik duygusuyla yer deUiRtirir. KuklacY ile kuklasY aynY sanat
serYveninin vazgesilmez birer parsasY olmuBtur. GeleceUin kukla sanatsYlarY i3te bdyle

bir sYreste yetiRmektedir...E

20000li yYllarYn baRYndan bu yana, kuklacYIYk sanatYnYn ve kukla tiyatrosu uygulamalarYnYr
Yikemizde parlak bir sYKYR yaptYUYnY bu alanda yeni sanateYlarYn yetitiOini, socuklarY
kukla sanatYna $zendirici eUitim «alYBmalarYnYn «oUaldYUYnY, kukia topluluklarYmYzYn,
yaptYklarY |Ig|n- «alYRBmalarla uluslararasY arenada yer aldYOYnY izlemenin mutiuluQunu
yalYyoruz...



The Puppeteer and His Puppet

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

oft OKoy EnstituleriO (rural educational institutes) and OHalkevleriO (urban cultural
centers) in 19500s. While puppet theatres were flourishing all over the world,
puppetry in our land was almost buried in oblivion.E

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 puppeteerQOs bread earners. They were nothing more than OtoolsO
to be handled by the Ouser®, or OobjectsO in the service of a OsubjectO. 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.E

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, CYneyt GSkeer, 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: OWe 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.OE

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.E

When the puppeteer functions as an invisible Ooff stageO element that identifies
with and provides voice and movement to his puppets, he is transferring his skills

as actor to the non-living, Oon stageO figure. At other times, the invisible puppeteer
may be functioning as both OnarratorO 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 OhumanO element that establishes a dynamic unity between the



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.E

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 Qinternal conflictO
-an indispensable motif of the great works of theatre. Olnternal confiictO is dramatized
in both visual and auditory terms, when the Oouter voiceO of the puppeteer (functioning
as actor in the performance area) gets involved in a dialogue with the puppet (the
Oinner voiceO of the puppeteer), This kind of performance is of further interest, as
it is also associated with childrenOs games.E

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.E E

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 OimitatingO the world of grown-ups are replaced by the original products
of the childOs creative energy. Thanks to this energy, the puppet can be made to
assume a good number of identities within the process of OplayingO. The very same
puppet BletOs say a hand puppet- can change his role and function at different
phases of a game and represent, in turn, the childOs Qinner voiceO (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.E

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 puppetOs
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.E

Since the beginning of 20000s 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

puppet theatres in the international arena.EEEE E
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kuklalar okula gidiyor

Bundan dsrt yYIESnce UzmirOde bir dYR gibi baRladYEKukla GYnleriEE Ve giderek bu
dYR, kentin kYItYr-sanat yaRamYnda yerini bir geleneUe bYrakacaUa benziyor. DoUaldYr
ki, dvR olarak baRlayan tYm sanat etkinlikleri o etkinlik adYna emek verenlerin YstYn
-abalarYyIa ve gersek sanatseverlerin katkYlarYyla hayat buluyor ve sYreklilik kazanYyor.
Kukla GYnleriOnin sevimli dostlarY kuklalar, yainYzca Ylkemizin seRitli kentlerinden ve
dYnyanYn bireok yerinden g3steriler isin gelmekle kalmayYp, UzmirOde Yretilerek,
okullarda hayata ge+erek kendilerine yer ediniyorE KYsacasY UzmirOin kuklalarY okula
gidiyor.

Okullu olma hik%oyesi gesen yYla uzanYyor. Kukla GYnleriOnin 3. yYIYnda, yani 2009 da,
UzmirQin «eRitli ik§Uretim okullarYnYn eUitmenleri kukla yapYmY eUitimi aldYktan sonra
bunu 3Urencilerine aktardYlar. Sonunda iki g¥n boyunca, Forum BornovaOda tahsis
edilen mek%.nda O,izmeli KediO adlY Selsuk DineerOin dYzenlemesiyle oluRturulan
kukla metninden yola «Ykarak sunumlarYnY yaptYlar, JYride benim baRkanlYUYmda
bulunan deUerli Yyeler, Uzmir Devlet Tiyatrosu SanateYsY Tayfun Eraslan, Ege Tniversitesi
.eBme Turizm ve Otelcilik YYksek Okulu Turizm Animasyonu BSIYm BaRkany &Uretim
gsrevI|5| Yonca Ginyol, kukla yapYmYnda ustalaBmYR bir isim Dokuz EylYl tniversitesi,
GYzel Sanatlar FakYltesi, Sahne SanatlarY BSIYmY, Sahne TasarYmY Anasanat DalY
$Uretim grevlisi Ayten ...0YtsY ve kukla tiyatrosu sahibi eUitimci BulgaristanOdan
katYlan kuklacY Hristina ArsenovaOyIa ve geniR bir katYlYmla birsok okulu izledik ve
deUerlendirdik. Orada yaRanan coRku ve 3Uretmenlerle $Urencilerinin heyecanY ve
katYlYmdaki kalite inanYn sok RBaRYrtYcYydY. Bu yYIl, 2010 da, aynY Jleer ve yine sevgili
SeleukOun dYzenlemesiyle OKurbaUa PrensOle buluRacaUYz. Hani Ru sevgi gssterilince,
3ptYUYnYzde hayat bulan Prensin hik%yesiyleE

Bu yYI 11-21 Mart tarihlerinde dYzenlenen Kukla GYnleri jserisinde, katYlYmdaki artYR
nedeniyle 12-13-14 Mart yani Y gYn boyunca, yine aynY jYriyle, Uzmir okullarynYn
baRarY1Y eUitmen ve $Urencilerini eminim ki genif3 bir katYlYmla kucaklayacak Forum
Bornova Kukla Oyunu YarYRmasY. Bu yarYRma isin EKimOin son haftasY baRlayan ve
KasYm ayY boyunca sYren yoUun bir kursun ardYndan eUitimcilerimiz yaratYm sYrecine
ge-tiler. Kursun eUitmenleri arasYnda Devlet TiyatrolarYOnYn deUerli tasarYmcYsY Hakan
DYndar, eUitmen Ayten ...0YteY, kukla sanateYsY ,aUlayan Sevineer, BulgaristanOdan



Hristina Arsenova ve FransaOdan Deborah Maurice vardY. Her hafta sonu farklY bir
eUitimci ders verdi. Kukla nedir, nasYl yapYIYr, hangi malzemeler kullanYIYr, nasYl
oynatYIYr ve bir kukla oyunu hang| elementlerden oluBur ve nasYl sahnelenir?

Bu kursta, tYpkY 20090da olduUu gibi, $Uretmenler kukladan nasYl yararlanacaklarYnyY
anladYlar, anlattYlar, bSylece derslerine kukla girmiR oldu. Kukla severler, bu yYIYn
hazYrlYklarYndan birini Yeni AsYr gazetesinin, Salih URg3ren UlksUretim OkuluOnda
yapYlan «alYRmalarY iseren haberinden anYmsayacaklardYr.

Geeen yYI baRlayan bu proje, basit bir okul etkinliUi deUil, OMilli EGitimOde bir devrimdir.

Bu etkinliklerde yaratYcYIYklarY beslenen, fantezileri geliRen, el ve yYrek eBgYdYmY ve
becerileri artan socuklar, fark edilmeden, arka planda kalarak, g&rYnmez kahramanlar
olarak, kuklalaryny $n plana alarak ama ekip *alYBmasY ruhuyla seyirciyle buluBmanYn
heyecanYnYyaBadYIar EUlendiler ve eUlendirdiler. ...Oretmenlerinin desteUi unutulmayacak
anlar yaRattY bizlereE

Gesen yYIki deneyimlerimizi biraz daha asmak isterim: GeetiUimiz yYI broRYrdeki
yazYsYnda ...zdemir Nutku, YnlY Alman yazar KleistOin kuklalarla ilgili Obize
masumlyet|m|2| anYmsatan ruhlar® s&zlerine deUinmiRti, Rekl%.mda, sinemada,
televizyonda karBYmYza sYkan, geleneksel bir sanatYmYz olan kuklanYn insanlarY
eUlendirdiUi kadar, ruhsal tedavide, kendimizi ifade etmede, «eRitli nedenlerle (-ocuklarY
oyalamak, yataUa baUlY olarak yaBayanIarY engelli |nsan|arY doUum g¥YnY ve sYnnet
socuklarYnY oyalamak vb.) oynatYldYUY gibi, eUitimde de ne denli 3nemli bir yeri
olduOunu bu etkinlilin kapsamYnda da g&rmY 1 olduk.

Geeen yYIki etkinlikte renk cYmbYRY isinde kuklalar Yretenler, ipli kuklalarYnY simsiyah
giysileri isinde bYyYk bir ustalYk ve disiplin isinde sunanlar, kare kYpten bir sahne
yaratarak d3rt bir tarafYnY farklY mek%.n olarak kullananlar, sahneyi dYz bir satYh olarak
ele alYp, perdenin kesiklerinden kuklalarYnY sahneye getlrenler sahneyi ,izmeli Kedi
masal kitabY gibi dYzenleyenler, keman eRliUinde sunum yapanlar, <ok sevimli
anlatYcYlar kullanarak sunum yapanlar, engelli $Urencilerine verdikleri destekle- elini
8Urencilerinin omzundan kaIdYrmayan sevgili $Uretmenimizin desteUiyle- tYm sunumu
baRarYyla gersekleRtirenler, festival isin $zel giysiler ya da baskYIY tiR3rtler kullananlar
ve kukla oynatmaktaki socuklarYn ustalYOY karBYsYnda Selsuk DineerQin projesinin ne
kadar Snemli olduUunu keyifle ve sevgiyle izleme fYrsatY bulduk, bir kez daha katkYsY
olanlarY tebrik etmek isterim. Sonusta Y+ okul dereceye girdi, iki_okul da Forum .
Bornova 3zel 3dYIY aldY ama tYm okullar g3nlYmYzde baRarYlarYyla taht kurdu. ...dYI
tsreninde Ayten ...0YtsYOnYn kukla olarak tasarladYOY katYIYm plaketleri verildi.

Unsan yaRamYna deUer katan, insanY yYcelten, bireylerde farklYIYk yaratarak onlarY
deUiRtiren ve emeUin en gYzel sunumu olan sanatla ve 5zellikle de uzak diyarlardan
kalkYp gelen kukla dostlarYmYzla buluBmak, UzmirOin okullarYnda Yretilen, socuklarYmYzYn
yarathYIYUYyIa hayat bulan kuklalarla el ele vermek, okullarYmYzYn balRarYsYna tanYkIY
etmek isin, sizleri ve *ocuklarYnYzY bekliyoruz.

SanatsY alnYnda YRYUYEilk hissedense, socuklarYmYz yaratYcYIYklarYnY kukla sahnesin
YRYUYnda sizlere sunmaya hazYrlanYyor. OnlarY destekleyelim ve onlarY oyundan uzak
bir dYnyada yetiRtirmeyelim.

BYyYk usta, deUerli tiyatro adamYEMuhsin Ertu0rulOun da dediUi gibi; Bir Yikede fYr¥n
asmaz ekmek *YkartmazsanYz insanlar a-E kalYr ve aslYktan $IYrler. Sanata deUer vermez
sahneler asmazsak, insanlar ruhen a kalYr ve birbirini 3ldYrYr. ,ocuklarYmYzY Riddetten
uzak, sanat dolu bir dYnyada yaRamaya Szendirelim. Sizler de kuklalarYn barYReYl ve
yaratYcY dYnyasYna destek verin. Uyi seyirlerE.



Ceviri: Filiz Bengtitas

puppets are going to school

Four years ago, Puppet Days started like a dream in Izmir...E And it seems that this
dream will gradually turn into a tradition in the cultural and artistic life of the city.E

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.E 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...E In
short, the puppets of Izmir are going to school.

The story of becoming a student dates back to last year.E 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.E At the end of the training, they presented their performance based on
the OPuss in BootsO, the puppet text arranged by Selcuk Dincer, for two days in
the venue allocated in Forum Bornova.E 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.E 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 SelcukOs arrangement, we will
meet with the OFrog PrinceO.E 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, | 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.E 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.E The trainers
of the course were: Hakan DYndar, an esteemed designer of the State Theatre,
trainer Ayten Ogutcu, puppeteer Cagleyan Sevincer, Hristina Arsenova from Bulgana
and Deborah Maurice from France.E The course was given by a different trainer
each weekend.E What is a puppet?E How is it made?E Which materials are used?E
How is it manipulated?E Which elements does a puppet play consist of and how
is it staged?



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.E 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 ONational EducationO.E 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.E They had fun and entertained the others.E The support of their
teachers gave us the thrill of our lives...

| would like to elaborate on my experience from last year.E In his text in last yearOs
brochure, Ozdemir Nutku mentioned the words of Kleist, the famous German writer,
about puppets; Osouls reminding us of our innocenceO.E Within the context of this
activity, we witnessed the important role of puppetry B one of our traditional arts

b 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
orE circumcision ceremonies.

In last yearOs 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 OPuss in BootsO, others presenting in the accompaniment
of a violin, some presenting by utilising very pretty narrators, some B disabled
students © completing the whole performance successfully with the never-ending.
support of their teacher who never drew her/his hand away from the studentsO
shoulders, and others using special costumes and printed t-shirts for the festival:E
all manipulating the puppets with great mastery, and concluded how important
Selcuk DincerOs project was.E | would hereby like to congratulate all who contributed
in the realisation of the event.E 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.E In the award ceremony, participation
plagues 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.E 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.E LetOs support them and not raise them in a world devoid of play.

As the great master and distinguished drama expert Muhsin Ertugrul puts it: OIf
you do not open bakeries and cook bread in a country, people will starve.E If we
do not value art and open stages, people will suffer spiritually and start to kill each
other.O We should encourage our children to live in a world free of violence and
full of art.E Come and support the peaceful and creative world of the puppets...E
Enjoy the performances...



Ceviri: Caglayan Sevinger

Yazar, AraBtYrma
Taipei, Taiwan Lin Liu-Hsi
Puppet Theatre Museum Direkt$

asya kukla tiyatrosu

Asya kukla tiyatrosu geleneUi ve tarini sahip olduUu elemanlarYn zenginliklerinden $tYrY bu blgedeki
kesin sYnYrlarla belilenmif Yike ve coUrafi tanYmlamalarYn tesinde bir nitelik g3sterir. Yine de
AsyaOda bu kadar «eRitiiik gSsteren kukla geleneUini ipli, sopaJY el ve g3lge kuklalarY adYnda
kategorilere ayYrabilsek de baz¥ «ok $zel tarza sahip olanlarY ise kategorize etmek gYstYr. Asya kukla
geleneUini oluturan ve var olmagsYnY. saUIayan elemanlarY ele almak istediimizde bunun oldukea
eskilere dayandYUYnY, dinsel baUlantYlarYn ve inane ritYellerinin bu konuda iki anahtar kaynak olduCUunu
g3rYyoruz. Bir baftka Snemli eleman ise hemen hemen her performansta var olan mYziktir. YYzyYllar
boyunca Asya kukla geleneUi aslYnda insanlar ve tanrYlarY sembolize ederek eUlendirmeye ySnelmil
bir mYzik tiyatrosu olmuRtur. SYk sYk tanrY karakterlerini sahnede iyili0i anlatan, uyarYda bulunan,
yanlYRa yénelten ReytanY bertaraf eden durumlarda g&rYyoruz. Bu sebeple Asya kukla geleneUi,
Asya dinsel inanYR KYItYrYnYn, etik anlayYRYnYn ve temel eUlenme isgYdYsYnYn ortak paydasYdYi
demek yanlYR olmaz.

UletiRim «aUYnYn geliRi ve Snlenemez geliRim sYratinin etkisi ile kukla artYk eUlence sektSrynYn
caddelerinden arka sokaklarYna doUru itildi. Bu deUiRim sYrecinde AsyaOdaki bireok kukla tiyatrosu
silinip gitmekte. Bireok Ylkede Kukla t]yatrolarY b3lgesel kYitYrel kimliUin bir sembolY olan ikonlarYna
d3nYRYyorlar, BulunduklarY b3lgelere ziyarete gelen turistlere ve b3lgenin okullarYndaki $Urencilere
aynY oyunlarY tekrar tekrar oynuyorlar. Her gesen g¥Yn orijinal temalara sahip yeni kukla oyunlarYnYn
sayYsY azalmakta olsa da, hemen hemen her Ylkede bu nadir kukla oluumlarYna rastlanmaktadyYr.
AktSr ve aktrislerin tiyatro performanslary g¥nYmYz yaRamYnYn sYrati ve karmaRasY isinde yok olup
giderken, kuklalar ve kukla oyunlarY onlarca hatta yYzlerce sene hayatta kalmayY baRarYyor. ,ok
Snceden yapYImYR olsalar bile onlarY izleyenler sanki daha dYn yapYImYR zannedebiliyor. Kuklan¥n
seskin gYzelliUi ve yapYcYsYnYn ustalYUYnYn ortaya koyduUu oyunlar dYnya tiyatro kYItYrYnYn er
zengin boyutlarYndan birini temsil ediyor.

Ebedilik ve Gesicilik

Kuklalar asla yaRlanmazlar, Onlar «o0u zaman bSlgesel, kimi zamansa Ylkesel kYItYr sembollerine
d3nYRYrler. KuklanYn deUiRmezliUi ve ebediliUi ile ait olduUu kYItYrYn gesmiRi (dinsel tSren ve
ritYelleri) arasYnda yakYn bir baU vardYr.E

YaRamdaki §1Ym, hastalYk ve bireok diUer doUal fenomeni anlama ve hesaplaRma ihtiyacY birsok
farklY inanYR sisteminin oluBmasYna yol asmYRtYr. Unsanlar tanrYlarY garselleRtirme intiyacYnY ilk bala
resim ve heykel yoluyla hayata gesirdi.

Var olmu? tYm insan topluluklarYnda kendisini var etmek ve gYvende hissetmek hatta Reytan ve
onun temsilliJinde Ok3tYO IYOY uzak tutabilmek isin atalara, tanrY ve ilahlara intiyas olmuf3tur. Bu
ihtiyacYn dYRa yansYmasY mYzik, dans, kehanet, ritYel, magke ve elbette ilkel kukla gibi farklY formatiarda
olmuRtur. Kukla ve maske, isimizde aslen gizlemekte olduJumuz ve nesilden nesile aktarYlacak

olan deUikmez ger-eUi yansthada en anlamlY araslar olmuRtur. Kukla ayrYca kuklayY oynatan
operatsr (kuklacY, manYpilatsr) ile yYzleRmeye «alYRYlan gYeler arasYndaki mesafeyi koruyan bir tYr



aracY olmuRtur. Unsanlar bu aracY sayesinde belki de korunmasYz insanlara zarar verebilecek katY.
ruhlarY kovabileceklerine inanmYRlardY. Bu Szel kuklalar, oyunlarda kullanYimadYklarYnda oyuncularYn
yaRam alanlarYnda Szel bir yerde kutsanmYR olarak tutulurlardy. Asya kukla geleneUinin bu y3nY
gYnYmYze kadar neredeyse his deUiRmemiftir. BugYn bile Asya kukla oyun ve ritYellerinde kukialar
sahne alYr ve varIYkIarYyIa onlara sahip *Ykan halklarYna mutluluk ve iyilik getirir, uUur duygusu
uyandYrYr ve k3tY1YUe ait her Reyi uzaklaRtYrYr. Geleneksel Asya kukla tiyatrosu Srnekleri baRYndan
sonuna kadar dinsel ritYel formatYnda kurgulanYr. Birok Smekte gSsterinin kendisi de ilahi bir tSren
havasYnda ge-er.E

PerformansE

Kukla g3sterilerinin oynanma sebepleri genellikle yerel halkYn ya da ailelerin hayatiarYnda Snemli
sayYIan olaylarYn meydana gelmesidir. DoUum, $IYm, yai3 d3nYmY, ergenlik, dini gYnler ve festivaller,
yeni bir evin yapYimasY ya da alYnmasY, k3tY ruhun «YkarYimasY ve tanrYya RYkYrlerin sunuimasy gi
durumlar buna Smektir. Kukla tiyatrosu | bu &zl gVYnlerde yeterli bir eUlence unsuru olmuR, ayrYca

0 b3lgenin insanYnYn ihtiyacY olan RYkretme ve hayYr dualarYnYn temsili isin iyi bir aras olmuftur.
Hemen hemen tYm gSsteriler birbirinden farklY da olsa oyunlarYn hepsi toplu dua ile son buluyordu.

Bir tYr yakarYR ve dileklerin dile getiriimesi olan bu b$lYme genellikle tiyatronun yaRea Snde
gelenlerinden biri, en deneyimli kuklacYsY ya da halkYn tanYdYUY biri $ncYIYk ederdi. BiroUunda ise
ilahi ruhu ya da sézle  anlatYlamayan o gizli gYcY kukla sembolize ederdi. Bu kukla sahneye girer

ve izleyenlerin ruhlarYnY kutsar, islerindeki kstY ruhlarY kovardY.

Dini bir formatta sunuluyor olsa bile bu gSsteriler hem ilahi gYeleri hem de biz 3IYmIY gesici

bedenleri eUlendirmek isin dYzenleniyordu. GSsterinin temasY gYn¥Yn anlam ve $nemine gsre
deUiRiklik g3sterse de, genelde ana konu hep dramatik ve ilginsti.

Gssterilerin sYreleri tYrden tYre radikal farklYIYklar g3sterir. Vietnam su kuklalarY kYsa epizotlardan,
JavaOdaki wayang kulit gSsterileri bYtYn bir gece, inOin epik MulianOY ise bir hafta devam ederdi.

Bu tYr oyunlarda seyirciye belirli aralYklaria mola verilir, bu aralarda seyirci yemek yemek, dinlenmek,
uyumak, konu3mak ve ibadet etmek gibi zaruri |hnya-larYnY giderirdi. Seyircinin geri dSnYRYndeyse
sahne de yerini alan bir oyuncu, karakterleri ve olaylarY hatYrlatmak isin seyirciye oyunun kYsaltYimYR
bir versiyonunu naklederdi. Bu dsnemde $zellikle «ocuk oyunu diye bir olgunun var olmadYUYnY
gsrYyoruz. Kukla oyunlarY ve gssterileri toplumun tamamYna y3nelik ve belirli bir topluluUa
hedeflenmemif olarak hazYrlanmYRtY. EUlence unsurlarYnYn ve seseneklerinin sYnYrlY olduQu bu
geleneksel toplumda, kukla performanslarY hem yaRIYlar hem de gensler isin harika bir etkinlikt.
AsyaOnYn her tarafYndaki insanlara gesmif3e ait kukla geleneUi soruldu0unda, buna suratlarYnda sYcak
ve samimi bir gYIYmsemeyle karRRYIYk vermiBlerdir.E

OyunlarE

AsyaOnYn hemen her Yikesinde, o Ylkeye ait kukla tiyatrolarY ve yine o kYItYrYn karakterleri ve edebi
metinleri olan kukla geleneUi vardYr. YazYIY metinlere sahip kukia oyunlarY $zellikle gSige tiyatrosu
tYrYnde bulunup bu tYr kukla Smeklerine Hindistan, Kamboeya, Java ve ,inOin merkez ve kuzey
kYrsal kesiminde sYkea rastlanYIYr. DiUer kukla tVrlerindeki oyunlarda. da yazYIY metinlere rastlansa
da, g3lge tiyatrosu metinlerinin daha intizamlY ve daha Yzerinde dYRYnYlerek yazYIdYOY gSr¥YImYRtYr.
Japon bunraku tiyatrosu geleneUi bu genellemenin dYRYnda tutulacak bir ayrYcalYUa sahiptir.
Monzaemon Chikamatsu gibi YnlY yazarlar, $zellikle kukla tiyatrosunda uygulanacak metinler
yazmYRladYr. AyrYntYlY hazYrianmYR metinlere bir baka Smek ise ,inOin Fujian blgesindeki gelenekse
ipli kukla tiyatrosudur. Seyirci bu tiyatroda oyun izlemeye geldiJinde dVzinelerce metin arasYndan
izlemek istediUini sesme 1YksYne sahiptir. 20. yYzyYla kadar kukla tiyatrosu metin yazarlarY anonim
kalmYRtYr. Bu anonim oyunlar, tekrarlY g3steriler, masal anlatYcYlarY ve aUYzdan aUza dolaR3an aile i
sohbetleri aracYYUYyla nesiller boyu hayatta kalabilmiftir.

EE

Ramayana ve Mahabarata hik%eyesi, Hindistan ve GYneydoUu Asya kY1tYr¥Ynde merkezi bir deUer
taRYr. Hik%syenin b3lgesel yorumiamalarY olsa da bu versiyonlarda hikd%eyenin ana gsvdesine herhangi
bir ekleme ya da deUiRtirme yapYlmamYRtYr. Ancak DoUu AsyaOda durum biraz daha farklY ve



karmaRYktYr. Japonya, ,in, Vietnam ve Kore kendilerine ait repertuarlara sahip olup bu repertuarjar
birbirlerinden olabildiJince az etkilenmiRtir. BYtYn DoUu Asya kYltYrierinde oynanan oyun temalarYnYn
temelindeki tarih ve tarihin yorumlanYRY dikkat sekicidir. AynY tema «0Uu zaman ef3 zamanlY olarak
iki farklY kYItYr tarafYndan yorumlaanBtYr .meUin Vietnam geleneUinde Yikelerinin ,inOle yaptYUY
savaRlar konu alYnYrken, aynY konu ve ,in iktidarY Ming hanedanYnYn dYRYRYne Japon oyunlarYnda
da rastlanmaktadYr, E
OyunlarYn bazYlarYnda toplumun uyumunun temel taRY inan«lYIYkla veya deviete karRY ayaklanmayla
ilgili ikiye b3IYnmelerde kimi zaman yer alYyordu. MYstehcen veya mYstehcen konularda yazYIY
olmamak kadeyIa oyunlarda doUaslanabiliyordu. Palyasolar iRte bu bslYmler isin «ok faydalY
oluyordu ve seyirci tarafYndan <ok beUeniliyordu. Kirli Rakalar ve seksYel referanslar ieren Raka
ve s8zler oyunun tamamY isene serpiltiriliyor, «00u zamanda gece yarYsYndan sonraya saklanYyordu.
TaylanOYn Nang Talung ve KambosyaOnYn Sbaek Touch gSlge tiyatrosu Smeklerinde de g&rYleceUi
VYzere bYyYk boyutlu kuklalar hareket ve dans odaklY daha epik konularda kullanYIYrken, daha kY+Yk
boyuttaki kuklalar mYstehcen denebilecek temalarda kullanYm alany bulmuBtur.EE E
Kukla tiyatrolarYEhireok Ylkede y3netim ve otorite tarafYndan RYpheyle bakYlan bir konu olmuftur.
..zelikie JaponyaOda ve ,inOde kukla sanatsYlarY gezgin yalRam tarzlarY yYzYnden hep RYpheli g5zlere
hedef olmuf3tur. Tarih isinde inOde kukla tiyatrolarYnYn ok sYk yasaklandYUYnY g&rYyoruz. Otoriteler
bunun sebebinin bslgedeki kukla tiyatrolarYnYn yerel «iftei aileleri ve gensleri iRlerinden aIYkoyup
gereksiz baf3ka mef3guliyetlere sevk ettiUini sSylemiftir. Elbette kukla tiyatrosunun, ortak sesi
olmayan ya da ortak dYRYncesini dile getirmesine izin veriimeyen kalabalYklarY kendisine sekerek
onlarYn genel yaRam memnuniyetsizliUini eyleme ve baRkaldYrYya ySnlendirebilme gYcY de bu
yasaklamalarYn bir bal3ka sebebidir. Ancak otorite ya da iktidar ne dYRYnYrse dYRYnsYn o dsnemdeki
kukla oyunlarY, «oUunlu0u eUitimsiz ve okuma yazman bilmeyen Asya insanYnYn eUitim arac, bir
tYr dershanesi olmuRtur. Kukla tiyatrosu doUasY gereUi tYm teknik donanYmYyla turne yapabilir,
daUlarY aRabilir ve en izole edilmif3 yerlere bile oyun oynamaya gidebilirdi. En Ycra k$Rede yaRamakia
olan insanlar bile bu sayede kendi tarihi, dili, deUerleri, edebiyatY ve mYziUi hakkYnda bilgilendirilir
VYstelik aynY zamanda bunu yaparken eUlenirlerdi.E
Kuklalark
Kuklalar, genellikle oynatYcYlarY ya da $zel kukla ustalarY tarafYndan imal edilir. G3lge tiyatrosu
kuklalarY , genellikle farklY hayvan derilerinden kuklacYlar tarafYndan oyun oynanmadYUY zamanlarda
hazYrianYrdY. Kamataka ve HindistanOda ceylan ve kesi, Endonezya, Malezya ve ,inOin bir b3lYmYnde
buffalo, inOde maymun ve diUer hayvanlarYn derileri kullanY1YrdY. Deri bir takYm $zel uygulamalardan
geeirildikten sonra bir tYr parR$men kaUYdYna dSnYRtYrYIYrdY. Karnataka ve ,inOde hazYrlanan
deriler Syle ince olurdu ki neredeyse derinin arkasY grYlebilecek saydamIYUa ulaRYrdY. Bu da
deriye uygulanan canlY renklerin YRYUY iletmesine, dolayYsYyla seyircinin gsrsel zevkine daha ok
hitap etmesini saUlardY. Gslge tasvirleri dayanYkIYdYr ve uzun sYre kullanYlabilir. Tasvirci eskiyen
tasviri yeni derinin Yzerine yerleRtirip kopyalama yoluyla yeni tasvirini hayata gesirir.
3 boyutlu kuklalar ise $zel kukla ustalarYEtarafYndan imal edilir. Japonya ve ,inOde bu sanatYn
80retildiUi 5zel yerlerde, tahtadan kafalarYn yontulduOu, kukla kostYmlerinin tasarlaan hazYrlandYUY,
oldukea zor bir iR} olan kukla sa=YnYn yapYidYUY farklY birimler meveuttur. Asya kukla geleneUinde
baz¥ karakterlerin hemen tanYnYp algYlanmasYnY saUlamak Yzere tespit edilmi baz¥ standart
karakterizasyon imgeleri vardYr. Ancak Burma gibi bazY Ylkelerde kimi karakterler 3zellikle aynY
Rekilde tutulmuB, farklY b3lgelerde ise aynY karakterler hep aynY Rekilde karakterize edilmiltir.
Buna raUmen her zaman yenilik ve taze fikirler isin alan bYrakYImYRtYr, Genellikle komik karakterler
ve dYRYk sYnYfa ait tiplemeler $zgYr bYrakYImYRtYr. BunlarYn arasYndan <ok ilgine yeni karakterler
*YKmYRtYr.E
Kuklalar, ayrYca plastik sanatlarYn da alanYna ait $Ueler olduQundan, dinj $0eler harici bireok
baf3ka alandaki karakterlerinde tarih iserisindeki devinimini heykel sanatY dYRYnda gSsterebilen
bir sorumluluUu da yerine getirmilerdir.E
Oyuncular ve Kumpanyalark



Asya kYItYrYnde kukla tiyatrosu oyuncularYnYn sosyal konumlarY en az kukla tiyatrosunun «eRitiiliCi
kadar eeRitilik g5stermektedir. EndonezyaQda dalang g3lge tiyatrosu oyunculary saygYn bir sosyal
statYye sahipken, ,inOde kukla sanat=YlarY toplumun dYRYk kesimine ait sayYIYyordu. ,in kuklacYlarY
ayrYca kraliyet askeri sYnavlarYna bile kabul edilmeyen birkas sYnYitan birisiydi. Tiyatro gesmiRte
okuma yazma bilmeyen eUitimsizlerin sanatsal veya edebi yeteneklerini kullanarak bu sYnYfsal
katmandan sYyrYimalarY isin bir yoldu. Kukla tlyatrolarY geneliikle aile Rirketi olarak i%lese de Burma,
Japonya ve inOde bu sanata merak duyanlar isin usta «Yrak iligkisine dayalY kuklacY eUitim sistemine
de rastlanYyordu. ,in ve JaponyaQda kadYn kukla sanatsYlarY olsa da, kad¥n kuklacY her zaman nadir
rastianan bir durum olmuRtur. KadYlar, menYstrasyon dsneminde sahnede yalRanacak olumsuziuklar
nedeniyle, o dSnemde sahneden men ediimilerdi. Bu sebeple kukla sanatY bu dSnemde bir erkek
mesleUi gibi anlaRYIdY.E
Her Yikenin sofistik deUerleri sonucu ortaya «YkmYR dYRYnsel bir kukla tiyatrosu piramidi vardY. En
tepede eUitimli ve okuma yazma bilen kuklacYlar yani profesyoneller bulunurdu. Bu kuklacYlar yerel
KYItYr ve dini ritYeller konusunda bilgili kimselerdi. Piramidin aRaUYlarYna doUru inildiUinde ise
yarY profesyonelleri g&rYyoruz. Bunlar sadece ekim, dikim sezonunun haricindeki zamanlarda
«alYRYrardY. Gezici ekiplerden oluf3ur ve belirli bslgelerde oyunlarYnY sergileyip, yYlda birkas kez de
yerli gruplarla birlef3ip sezonluk etkinlikler gersekleRtirirlerdi. E
Kukla tiyatrolarYEgenelde bir kuklacYdan ya da d3rt, beR kiRilik mikro ekiplerden oluRuyordu.
MYzisyenler tiyatronun asil elemanY olarak g&rYImYyor, gerektiUinde kiralanYyordu. AyrYca dini
konular ve bilinen yYIlYk ritYellerin mYzikleri bslgesel mYzisyenler tarafYndan bilindiUi isin bu oyunlar
sergilendiUinde kukla tiyatrosunun mYzisyen tutmasYna gerek kalmYyordu.E
AsyaOnYn hangi b3lYmYnde olursanYz olun kukla eUitimi olduksa a0Yr ve zor bir iRi. Yeni bir kuklacYnYn
bYrakYn g3steri sergilemesi sahneye adYm atmasY isin bile bir kas sene sYrecek bir eUitim gerekliydi.
Bu eUitimde manipYlasyon, mYzik bilgisi, Ran ve RarkY sSyleme derslerinin yanYnda Tayland ve
Kamboeya dans tiyatrosu eUitiminde kukla eUitiminin temel derslerinden biri olmuRtu.E
BazYE kukla geleneklerinde oyunun bir anlatYcYsYEya da okuyucusu vardYr. ,in el kuklalarYnda ve
EndonezyaOnYn wayang kulit tarzY oyunlarYnda bir kuklacY bYtYn karakterlerin sesini canlandYrYr.
GYney in ipli kukla tiyatrosunda bir kuklac,, bir tYrdeki karakterlerin hepsinin seslerini konuf3urdu.
..meUin sayYsY ne kadar olursa olsun tYm savaRsY karakterlerin seslerini tek bir kuklacY yaparken
bir baltkasY da oyundaki tYm kad¥n karakterlerin sesi olurdu.E
Kukla TYrleri ve TarhiE
BilindiUiE Yzere kukla tiyatrosunda ipli, sopalY, g3lge ve el kuklasY olmak Yzere d3rt ana tYr ya da
stil vardYr. Bu tYrlerin tarihi ve geliRimleri hakkYnda yeterli sayYda kaynak bulunmamaktadYr, Ancak
isinde bir kas tYrde kuklanYn kullanYIdYUY kukla oyunlarYna bundan 2000 sene 3nce ,inOde ve,
HindistanOda rastlamYRtYr. inOin merkezi yerleRim b3lgelerinde faaliyet gSstermil kukla tiyatrolarY
ile ilgili ayrYntYIY bilgiler 10. szyYIa kadar uzanYyor. Bu bilgiler bu dSnemde oldukea Yst dYzey
profesyoneller ve «eRitilile sahip gruplara ait resim ve bezemelerde bulunmaktadYr. Akademik
olarak ispat etmek isin gerekili olan bilgi ve yazYlY dokYmantasyonlarYn var olmamasYna raUmen,
kukla tiyatrosu araitYrmacYlarY ve yetkili bireyler farklY Asya kYItYrlerinin kukla tiyatrolarY arasYndaki
etkileRimini sezmilerdir. ...zellikle ,in ve Hindistan ile GYneydoUu Asya Yikeleri arasYdaki etkileRim
oldukea asYktYr.E
Asya Kukla geleneUinin en tipik ve $zg¥n formatYEgslge tiyatrosudur. G3lge tiyatrosu incelendiUinde
tYrYn asYl ksklerinin AsyaOdan geldiUi anlaRYIYr, BugYn de g3lge sanatYnYn Smeklerine ,in, Hindistan,
Malezya, Kamboeya ve TaylandOda rastiadYUYmYz gibi OrtadoUu Yikelerinden MYsYr TYrkiye ve
YunanistanOda da baRarY1Y oyunlar g&rYyoruz. Bu farklY gslge sanatY geleneklerinin ne zaman ve
nasYI ortaya «YktYUYnY ya da birbirini nasY! etkilediOini tam olarak sSylemek gVYetYr. inOde var olduQu
sSylenen efsanevi gslge oyunlarYnYn tarihi 2000 yYI $ncelere kadar gitse de bu gelenekle ilgili kay Yty
bilgiler sok daha sonralarYna aittir.. Ancak tYm bu farklY Asya gelenekleri arasYnda deUiBmeyen tek
Rey kuklalarYn deriden yapYImasY. ve oyuncularYn bu tasvirleri inceltildikten sonra farklY renklerde
boyanmVR deriye arkadan yansYttYklarY YRYKk ile figYrlerini oynattYklarYdYr. Sadece TaylandOYn nar



ve Kambo-yaOnYn sbaek thom g3sterilerinde farklY olarak danssYlar vardYr ve bu dans+Ylar kuklalar
gibi perdenin arkasYnda olup seyirci tarafYndan g3rYlebilmektedir.E

Upli kukla geleneUine ise Hindistan, Burma ve ,inOde rastiYyoruz. Bu kuklalarYn ipleri inOde adYna
kontrol adY verilen bir parsaya baUlansa da Hindistan ve BurmaOda iplerin bazYlarY kontrolOe, bazYlary
ise kuklacYnYn eline gitmektedir. Bazen ise (HindistanOYn bir b3IYmY RajastanOda) iplerin tamamY
sadece kuklacYnYn el tarafYndan kumanda edlilir, kontrol denen kumanda yoktur. Upli kukla geleneUi
+0k eski bir form olup bug¥Yn de sergilenmekte olan as kuilei tarzYn¥Yn baRlangYcYndan beri var
olmuRtur. Upli kukla f3eytan *Ykartma ya da ruh temiziemesi yetisine sahipliUiyle bilinir ve bu sebeple
farklY bir saygY duyulurdu. Bu t¥r ritYeller Taipei gibi bYyYk ve kalabalYk Rehirlerde oldukea
yangnIaBmYBtY E

Bir baRka tYr ise su kuklalarYdYr. Bu formatta kuklacYlar, kuklalarY suyun isinde bir paravan arkasYndan
bambu sopalara baUlanmYR ipler aracYIYUY ile manipYle ederler. KuklalarYn sanki suyun yYzeyinde
kendileri yYzYyormuR hissi <ok gereekei bir Rekilde yaratYImYRtYr. Seyirci bu grYntYyY her zaman
bYyYk bir hayranlYkla izler. Bu tYre ait bilgi ve resimier 10. yYzyYidan itibaren kayYt edilerek gYnYmYze
kadar ulaBmYRtYr. Kuzey Vietnam, su kuklalarYnYn hala sergilendiUi ve geleneUin sYrdYrYIdYOY nadir
yerlerden en Snde gelenidir.E

SopalYE kuklaise en ok inOde olmak Yzere Endonezya, Tayland ve HindistanOda yayg¥n kullanYlan
bir stildir. SopalY kuklada kafa ve kollar bir sopanYn Yzerine sabitlenmiR bir Rekilde ve kuklacYnYn
baRYnYn Yzerinde manipYle edilir. EndonezyaOnYn wayang golek oyunu ,in sopalY kuklalarYndan
etkilenilerek oluBturulduUu sSylenmektedir. tlkelerin stilleri arasYnda etkile8im olmasY kasYnYlmazdYr.
Ancak bu konuda kesin ispat ya da kanYt g3stermek imk%.nsYzdYr. BugYn sopalY kuklalar
manipYlasyonunun kolay olmasY sebebiyle modern Asya Ylkelerinde daha «ok tercih edilmif ve
popYlarite kazanmYRtYr.

EEEEE . N 5 . .

Asya el kuklasY geleneUi Srnekleri Fujian, Tayvan ve ,inOde g3rYimektedir. Bu tYre bu bSlgelerde
zhangzhongzi (elin avucu) ya da budaixi (bez «anta) tiyatrosu adY verilir. El kuklasY tarzY kYsa zamanda
inGin deniz kYyYsYndaki kesimlerine ve ,inli azYniYKlarYn yaRadYUY EndonezyaOda da yayYImYRtYr.
Hindistan ve KeralaOda da Smeklerine rastianYr. Bunun temel sebebi, bu Yikelerin yYzlerce yYidYr
inile yaptYklarY ticari alYR veriRlerin ve ziyaretlerin etkisidir.E

AdYridan bahsettiUimiz kukla stillerinin ve kategorilerinin dYRYnda bu genel tanYmlamalarYn kapsamYna
girmeyen farklY teknikte ve tek kelimeyle bYyYleyici di0er Smeklerde farklY yerlerde ve zamanlarda
hep var olmuf3tur.

EEEEE

Japonya ve TaylandOda sok saygYn bir balRka format olan bunraku ve hun lakom geleneklerinde
kukla 3 kiRi tarafYndan kumanda edilir. Bunraku tekniUi seyirciye kukla hareket dinamiUi ve
manipYlasyonunun en gYzel Smeklerini sunar, TYm bu bahsettiUimiz tYrler birbiriyle baUlantYIY
olmasa da, oyunlarda genel hlkayenln bir anlatYcYsY olmasYnYn haricinde teknik formatlarY asYsYndan

Kukla Tiyatrosu ve Diler G3steri SanatlarYE ArasYndaki UliRkIE

Kukla tiyatrosu ve kukla sanatYnYn diUer disiplinler arasYnda daha az $nemsenen daha gY-sYz bir
gelenekten geldiUi kanYsY yaygYndYr. Bu sebeple kukla tiyatrosunun var oluR k3klerinin diUer g3steri
sanatlarYndan geldiUi kanYsY vardYr. (3meUin Tayland kukla tiyatrosu ve pavakathakali el kuklasY
tiyatrosu oyunlarYnda kYItYrlerindeki dans tYrleri kopyalanacak kadar takiit edilmiRtir.) Bu yargY bazyY
aYlardan yanlYR olmasa da aslYnda kukla tiyatrosu diUer disiplinlerden ok daha genif3 ve fazla
anlatym kapasitesine sahiptir. Kukla aracYIYUYyla oyunda karakterler ikiye b3lYnebilir, istenirse cennete
u-up geri gelebilir ya da cehennemi ziyaret edip bize orada neler olduUunu anlatabilirler. .. .zellikle
in g3ige tiyatrosunda g&rYIdYUY Yzere glge kukla sanatYnYn hayal kurma limiti SYNYrsYzdYr. Ynky
bu format, teknik asYdan sanateYyY hayalini gersekleftirebilme fYrsatY verir. Genel olarak kukla tiyatrosu
normal aktSr ve dans tiyatrosunun bir versiyonu olarak gsrYise de, birsok k3kiY Asya kYitYrlerinde



bunun deUiRi0ini kukla performanslarYnYn normal oyunculuk ve dans tiyatrolarYnYn karRYsYnda baRlY
baRYna bir ekole d3nYRtYOYnY gsrYyoruz.E

MYzikE

MYzik Asya kukla tiyatrosunun en temel elemanYdYr. MYzikal katYIYmYn derecesinde bir takYm farklar
g3rYlebili. .. .meUin mYzik, kuklasYnY gynatmakta olan kuklacYnYn diUer bir taraftan ayaUYyla vurduOu
bir ritim de olablllr GYneydoUu AsyaOda 3zellikle ,in kukla geleneklerinde g&rdYUYmYz ve
dYzinelerce mYzisyenden oluan orkestranYn eRlik ettiCi bir dYet de olabilir. Kukia tiyatrosu kullandYOY
mYziUi b3lgesinde var olan diUer mYzikal repertuarlardan se-ebileceUi gibi, soUu zaman kendi
mYziUini kendisi yaratabilir. YaratYlan mYzik genellikle yerel ses ve anonim ritimlerin bir karYRYmY
olmuBtur. Kukla performanslarYnda canlY mYziUe ve tabi ki mYzisyene intiyas hep +ok olsa da,
gereek OKukla Tiyatrosu MYzisyeniO ok azdYr. VurmalYlar ve ritim salgYlarY en temel mYzik aleti
olmuRtur, Ritimci bireok anlamda oyunlarYn kondYKtSrY ve oyunun oynanma sYratini belieyen

kiRidir. MYzisyenler herhangi bir topluluUa baUIY olmadan istedikleri etkinliklerde istedikleri zaman
«alYRabilirlerdi. Ama kukla topluluklarY her zaman aynY mYzisyenlerle salYRmayY tercih etmiRlerdir.E
MYzisyenler ve kukla sanateYlarYEaslYnda birbirlerine «ok benzerler ve birlikte *aba sarf etmeksizin

«ok rahat «alYRYrlar. ...yle ki metni olmayan komedi doUaslamalarYn da bile birbirlerine rahatea eRlik
ederler. E

Geleneksel AnlayYR ve aUdaREYaklaRYmlarE

MedyanYn ve toplu iletiRimin AsyaOnYn her k3Resine ulaRmasYE50 yYIY aldY. ArtYk en Ycra k3Rede
derme +atma barakada bile bir televizyon var. Bug¥n televizyon eUlence anlayYRYnYn olumsuz
etkilerini var olan tYm canlY g3steri sanatlarYnda g3zlemliyoruz ve kukla tiyatrosu da nasibine dYReni
alYyor. AsyaOnYn dsrt bir yanYnda g3steri sergileme RansYnYn hYzla azalmasY ya da bitmesi sonuct
kukla tiyatrolarY yok oluyor. Bireok tiyatro hala dini ritYelleri sergilemeye devam etse de, sergilenen
oyunlarYn hem sayYsY hem de niteliUi dYRBmYR durumda. Kukla tlyatrolarY artYk standart oyunlary
tekrarlayYp duruyor ve repertuarlarYna yeni oyunlar ekleyemiyor. BiroUu ise turistlere ySnelik vasYisYz
iRlere ySneliyor ya da hediyelik kukla, biblo ticaretine y3neliyor. BazY daha k3kIY ve baRarYlY
tiyatrolarYnda devlet desteUi altYnda yaamlarYna devam ettiklerini ve ulusal simgelere d3nYRtYklerini
gsrYyoruz. Buna en gYzel $mek HanoiOdeki Ulusal Su KuklalarY Tiyatrosu. Bu tiyatro kendi binasYna
sahip ve her yY! yurtdYRYnda sayYsYz oyun sergilemekte. Asya Ylkelerinin «oUunun her yY| yurtdYRY
festivallere katYlan ve aynY g3sterileri defalarca sergileyen buna benzer bir kukla tiyatrosu var. AsyaOda
artYk geleneksel kukla tiyatrosunun hie kY-Yk seyircisi kalmadY denebilir. Bunun bir sonucu olarak

da gruplarYn eski ve yeni formatlarY harmanlayarak yeni Reyler denemeye «alYRtYUYnY ve baRarY!
oldu0unu gsrYyoruz. Buna en gYzel Smek TayvanOdaki bir el kuklasY tiyatrosudur. Bu tiyatro
19500den bu yana yaratYmlarYnY modern mYzikle destekleyerek sYrekii deUiti ve bu deUiRimi YRY}
tasarYmlarY ve sahneleme ySntemleriyle de destekledi. Bunun neticesinde kendi seyirci kitlesini
oluRturarak televizyonun dYUmesini kapattYrabilen bir sanatsal seviyeye geldi. Tayvan Ru anda
dYnyada 24 saat kukla programlarY yayYnY yapan bir kablo kanalYna ve sok bYyYk kukia film setlerine
sahip tek Ylkedir. Bunun etkisi ile yerel halkYn dYRYnda yabancYlarda Asya kuklalarYnYn gYzeliQini
tekrar keRfetmeye baRladYlar. Bu bir anlamda da bu sanat dalYna olan ilginin tekrar artmasYna etki
ediyor.E

EEEEDurum b3yle de olsa $nYmYzdeki yakYn zaman diliminde kukla tiyatrolarYnYn yok olmaya devam
edeceUini tahmin ediyoruz. Geriye sadece hayatta kalabilmek i«in dini g3steriler ve ritYeller sergileyen

yerel guruplar ve devlet destekli kukla tiyatrolarY kalacak.

“Bu makalede s3zY edilen blge AsyaOnan HindistanOdan JaponyaOya kadar olan b3lYmYdYr.



Director of the
Lin Liu-Hsin Puppet Theatre Museu
in Taipei, Taiwan

asia puppets theatre

The name Asian puppet theatre does seem to impl¥ a certain unity that transcends the
geographical boundaries of countries in the region."? 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 actorsO 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.E
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




in religious ritual from beginning to end, in most cases the performance itself is an
offering to the deities. E

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 childrenOs 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.E E

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.E

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, Vietham 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 Viethamese 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



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.E
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. E

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



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,
eﬁpecially 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 shaek 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 itis 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



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 lakomn 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.E
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 actorOs theatre
and dance, yet in many traditional societies there is an interesting cross-over between
puppet theatre and actorsO 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. E

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 Opuppet theatre musiciansO, 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 otherOs work and can effortlessly work together, even for the
improvised comic skits. E

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



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.E E

UThe geographical area of this article confines itself roughly to the part of
Asia from India to Japan.






