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A CONFESSION OF FAITH

I do not fear, for my part, to formulate
my creed, I believe in the immortal world
of marionettes and dolls. Doubtless there
is nothing human in the way of flesh in
these little beings of wood or ecardboard;
but there is in them something of the
divine, however little it may be. They do
not live like ourselves, and yet they do
live. They live as do the immortal gods.
If I were a scholar, I should attempt to
establish their symbolism as Guigniaut
strove, according to Creutzer, after the
symbolism of the divinities of ancient
Greece.

Certainly dolls and marionettes are very
little gods, but they are gods none the
less: they resemble the smaller idols of
antiquity. They resemble even more the
figures by which the savage clumsily
assayed to portray the invisible. And what
are they like, if not like idols, since they
are idols themselves? Their function is
an absolutely religious one. They bring
to little children the only vision of the
divine which is intelligible to them. They
represent all the religion accessible
to the most tender age. They are the
cause of our first dream. They inspire
our first fears and hopes. Pierrot and
Polichinelle contain as much divine
anthropomorphism as can be compre-
hended by brains scarcely formed,
although already terribly active. They are
the Hermes and the Zeus of our little
children. And every doll is still a
Persephone, a Kore, to our little girls.

I should like these words to be taken in
their most literal sense.

Anatole France
LA VIE LITTERAIRE



A Brief History of Puppetry

The existence of puppets can be traced
back to the beginnings of civilization.
Some form of articulated doll has been
found among the artifacts of nearly every
early culture. They began as gods.

The French word marionnette is thought
to have evolved from “little Mary,” for
puppets were used in medieval times at
religious ceremonies. “Puppet” is derived
from the Ttalian word pupa, meaning
doll. In the English speaking countries
“marionette’ usually means with strings,
while “puppet” is used as the general
term. In France, however, “marionette”
covers all types: marionnettes d fils,
marionnettes @ gaine, marionnettes i
tiges: string puppets, hand puppets,
rod puppets, ete. Rod puppets and
shadow puppets became very popular in
the Orient and Middle East and have
been developed into an exquisite art.

In Japan’s Bunraku Theatre each
puppet is manipulated by three puppeteers
who work in ¢losest harmony and in full
view of the audience and who manage to
create great refinement of movement and
subtlety of expression. These lavish
puppet produections include narrators,
singers, shamisen players and drummers
and are possibly the most complex
dramatic art form in existence today.

Western puppetry seems to have
originated in Italy and was introduced to
other countries by traveling showmen.
These entertainers presented their
programs to rich and poor alike,
sometimes in castles, more often in the
gtreets. During the sixteenth century
such artistry was developed in the
construetion of' marionettes that.publie
accusations of witcheraft were leveled
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against some puppeteers who were
thought to possess little devils.

Many writers have been struck by the
image of man being manipulated like a
puppet by forces beyond his control,
but there are others who see marionettes
as pagan gods, far superior to imperfect
mortals. Gordon Craig, the English
designer-actor-writer, caused a furor in
1911 by his suggestion that puppets in
their emotionless perfection are better
equipped to interpret great drama in the
theatre than their human counterparts,
who egotistically tear emotion to tatters
in their foolish attempt to reproduce life.
It is obvious that there is no need for
puppets to study acting or o struggle
for a characterization; they are the
character they were created to be and no
other. When the villain appears on the
puppet stage, he is the very essence of
evil and he doesn’t need to try to prove it.
There he stands, all his wickedness
instantly revealed. In this stylized
theatre, puppets tend to become symbols
of human emotions or abstract concepts,
as in medieval mysteries.

Puppets have had a great influence
upon literature. It is said that Milton
saw a puppet show of Adam and Eve
and was inspired to write Paradise Lost.
Goethe was given a puppet theatre in
his youth and wrote many plays for it.
His masterpiece, Faust, evolved from
one of these efforts.

During the eighteenth and nineteenth

‘centuries puppetry became so popular that

many members of the aristocracy had
private theatres. Command performances
were given for the Empress Maria Theresa
at her palace in Vienna. Haydn composed
music for puppet operettas. In Italy
puppet theatres and marionettes became

more and more elaborate; whole operas
were performed as well as plays and
ballets. In Rome puppet ballerinas were
ordered to wear blue tights to conform

to a Papal ruling on decency. In France
George Sand and her son, Maurice, had a
hand puppet theatre at Nohant, where ol
they entertained their musical and
literary friends. George Sand dressed the
puppets and wrote literally hundreds of
comedies and melodramas for them,
Maurice Sand also wrote plays, and he
and his friends made more than eight
hundred puppets.

Eminent seulptors, writers, and
musicians collaborated to establish
theatres of a rather esoteric nature
which had considerable vogue for a
limited audience, At the same time there
were hundreds of professional puppet
showmen, some touring the country
and some established in towns and cities,
whose shows appealed more to the
working classes and to the children.
These puppeteers, some of them coarse
and disreputable, many of them very
accomplished, were active in most of the
European countries and in England.

Distinetive puppet characters gradually
developed in the various countries and
through the years hecame local or even
national heroes. Puleinella, from Naples;
Polichinelle, from Paris; Guignol,
from Lyon; Hanswurst, from Austria;
Kasperl, from Austria and, later,
Germany; Punch, from England. These
characters were greatly loved and are
almost as much admired today as they
Were S0 many years ago.

Today, with the advent of television and
motion pictures, and with so much
organized activity and entertainment for
children, old fashioned puppet shows are



becoming increasingly scarce. In the
United States it would be out of the
question for a wandering showman to set
up his little theatre in a publie park or
town square. He would probably be
arrested. There are, however, quite a
number of puppeteers in America who
perform at parties or for festivals,
church groups, night clubs, and the like.
Puppets are often seen on television, both
for the commereials and for children’s
programs, and, more rarely, for adult
entertainment. Quite a number of motion
pictures have been made with puppets as
actors. Sometimes the puppets are used
as fantastic interludes or together with
living actors. However, many films have
complete puppet casts. Czechoslovakian
puppet films are outstanding. There are
a few puppeteers who have more or less
permanent theatres.

There has been a recent development
in the use of puppetry as an aid in child
guidance, especially for the disturbed or
retarded child, for children can create an
almost immediate empathy with puppets.

About the only place in the world today
where traditional puppetry is really

flourishing is in the Communist dominated
countries. There are hundreds of state
controlled puppet theatres in Communist
China, Hungary, Czechoslovakia, Poland,
Yugosldvia, and the Soviet Union. Some of
these theatres are astonishingly beautiful
and the puppets are exquisite. Puppet
shows are a recognized force for education
and propaganda and are seen regularly by
children and adults in the cities and in
the rural districts. It is interesting to
note that entertainments for children that
engender such strong emotions as fear
and hate are not encouraged either
in the Communist countries or in the
United States.

In the rest of Europe puppet shows are
still given in many of the publiec parks
and the children flock to see them. Most of
these shows would be considered pretty
strong fare for our children, Villains are
beaten unmercifully and there is seldom
any effort to explain why they are
wicked, nor are they given an ounce
of sympathy. Sometimes they even end
up burning in Hell! The stories are
funny, exciting, and eternal ; they are
morality plays and often the very soul of

the hero is at stake. I have seen the
children of France transported by love
for the hero and passionate hate for the
villain; they scream with excitement and
terror, and their pure joy at the triumph
of good over evil is real, They are closely
involved with the puppets, but I believe
they are aware of the fantasy. We seem
afraid to let our children feel that
strongly. Sanctioned entertainment for
children in the United States is drained
of vitality; it is watered down, it must not
excite, it must not frighten, it is barely
allowed to move. The hero isn’t very good;
the villain, if there is one at all, isn’t

very bad, just confused. And so are the
children. After seeing one of these pretty,
pleasant entertainments, the children
cannot be very deeply involved, Children
will, of course, seek violence and it is
ready-made for them in many of the
television shows where absolutely real
appearing people seem to be endlessly
beating up or killing other absolutely real
people. We can only hope they are aware
of the fantasy. With puppets there is no
doubt. They are pure fantasy. They

are immortal.



18th century carved wooden hand puppet,
probably Venetian. Collection of the
author.

Hand puppets from Bologna, Ituly. The
character on the left may be “Sandrone.”
Collection, Harry Burnett.
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Carved wooden heads for hand puppets,
origin unknown. They may be characters
from a morality play. Collection of

the author.

Muarionettes or string puppets from
Bologna, Italy. Collection, Hurry Burnett.
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Sicilian puppets, about 200 years old. The bearded warrior is four and a half feet

tall and weighs about 50 pounds. The Sicilian puppet theatre is a

disappearing art,but traditional themes have remained the same: the Crusades,

the stories of Charlemagne and Roland. The battling warriors eveate a

Fearful din as their swords strike the heavy armor of the enemy. Collection, Alan Cook.
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Folk puppets from I ndia, 18 inches tall,
Collection, Alan Cool:.,

Shadow puppet from Turkey, about

12 inches tall, by K. Ali. These flat
puppets are silhouetted against a sereen
and manipulated from below, This
character, ealled Arnavut, is made of
translucent cow hide stained brilliant
colors, whieh show through the sereen. Al
tts height, the Turkish puppet theatre
was a vigorous foll art. Collection,

Alan Cook.



Siamese shadow puppets muade of buffalo
hide. Intricate perforations cut with

a chisel create exquisitely elaborate details
of eostume and headdress. The figures

are painted and gilded. Collection,

Alan Cook.
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Javanese rod puppets, or “ Waylang
golek.” They are over two feet tall and are
to be manipulated from below. Collection,

Alan Cool.




Antique Japanese puppet heads from the
Bunraku-za Theatre at Osaka. These

two heads, which are only about six inches
ligh, are smaller than the ones used in
the theatre today. The eyebrows on the
male head are made to move up and down
by means of the lever shown on the
wooden piece, which supports the head.
Both heads can be made to nod up

and down. Collection, Alan Cook.
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The only rule for creating a marionette
show is a real desire to try it. There
should be no fear of failure, for with
imagination and love, even the crudest
effort is crowned with success. As soon as
a little figure is formed and made to move,
a kind of magic takes place and the
puppet achieves a life and personality of
its own; perhaps not what the creator
had in mind, but life just the same:
Depending on the abilities of the
individual or the group, the production
may be as simple or ag complex as desired.
If it is to be complex, then it is important
that these complexities appear easy and
smooth in the performance of the play.
It is no pleasure for an audience to be
continually struck by the difficulties and
hard work of the backstage crew. It really
doesn’t matter how hard the erew works
or how frantic the commotion backstage
as long as the show seems effortless from
the front. The puppet theatre, unlike the
living theatre, is no place for the ego.
‘When the puppeteer comes from behind
the scenes to take his bow, all bathed in
sweat and exhausted from his efforts, the
audience has a feeling of disappointment.
They would have liked to believe that the
puppets had done the show themselves.
The puppeteer, as far as the audience is
concerned, doesn’t matter at all,

In selecting a play for puppet production
the most important thing to remember
is that puppets are not people. A puppet
play is most difficult if the parts could just
as easily be undertaken by live actors.
If such a play is nevertheless decided
upon, the puppets should be stylized so
that they can never be accused of
competing with humans. Then beauty of
sight and sound takes precedence over

1
Selecting a Play and Distributing the Work

emotion as in the dehumanized oriental
theatre, This type of production would
have delighted Anatole France, who
said, “I have an infinite desire to see
marionettes replace living actors, If I
must speak all my thought, actors spoil
the play for me, I mean good actors, such
as are found at the Comédie Francaise.
Their talent is too great, it covers
everything.”

It is unpleasant to see marionettes
struggling to be people, except in parody,
which ean be hilarious. The ordinary
movements that people make easily are
the most difficult feats for marionettes,
However, they can out-leap, out-fly,
out-soar any living actor no matter how
acrobatic. Marionettes can burst apart
and become whole again; people must
remain in one piece. People are bound
to the earth; marionettes do not feel the
force of gravity—they touch the earth

lightly and are only too eager to rise again.

An interesting possibility for the
puppet theatre might be an abstract
concept of light, movement, sound, and
color. The forms need have no representa-
tional shape. Here the only limitation is
imagination.

There is a fund of material ready-made
for puppets: legends, myths, fairy tales,
seience fiction and ghost stories. Many of
the plays of Shakespeare are available
in recordings challenging the puppeteer
to make use of them. Especially suitable
are the scenes with ghosts, witches, fairies,
and elves to be found in Macbeth, Hamlet,
Midsummer Night's Dream and The
Tempest.

But let us suppose, for the purposes
of this book, that we have selected as our
subject the story of Persephone, the

Greek goddess of spring, who was
abducted to the underworld and erowned
Queen of Tartarus, This myth is ideal for
puppets. It is fantastic, beautiful, and
exciting, and there are endless possibilities
for elaboration and invention. The story
of Persephone, with its great variety of
technical and aesthetic challenges,
provides an ideal vehicle for the art of
making and presenting marionettes,
Puppets constructed by the methods
shown here can, with minor variations,
be adapted to many other characters

and plays.

The cast for Persephone would be
difficult to assemble in the living theatre.
Where could we find a three-headed dog
to take the part of Cerberus, the monster
who guards the gates of Tartarus?

How could we find an ordinary theatre
big enough to accommodate a Greek
chariot drawn by two black chargers and
driven by Hades himself? Flowers that
nod and speak, harpies that fly, and
damned souls and demons are all
wonderful subjects for the puppeteer. In
addition, since our cast is made up of
characters from the classical myths, our
puppets have come full circle and are
what they were in the beginning—

little gods.

Instead of making a dramatic adaptation
at once, thereby imposing limitations of
cast, style, and movement, it is better to
study the story we have chosen and
decide just how simple or elaborate we
wish to be; how large a cast of marionettes
we intend to have, and how many people
will be involved in the actual production.
At this point it is wise to keep the play
flexible; in faect the longer we delay in
getting the writing set the more inventive



we can be within the framework of the
story. During the construection of the
puppets, ideas sometimes develop which
can be incorporated into the produection.
For instance, suppose while we are
working on the costumes for Persephone,
a piece of chiffon suggests a ghostlike
apparition. Fasten threads to it, attach
the threads to a stick or control and there
is a damned soul for Tartarus. Make some
duplicates, spray them with luminescent
paint, set up a black light, play some
atonal musie, and there is a splendid
“danse macabre” production number, all
evolved from a scrap of chiffon, If a more
realistic ghost is desired, tie a ping-pong
ball in the center of the chiffon for a head,
attach some little clawlike hands to the
corners, glue a wisp of feather to the
head for hair (feathers make wonderful
hair for mermaids, fairies, and ghosts),
and there is an appealing little marionette
all finished in no time at all.

The production of a puppet show
should be worked on from many points of
view at once—play, puppets, costumes,
scenery, theatre, sounds and lighting
effects—all gradually brought to
completion simultaneously to form a
harmonious whole. There is work for
almost every talent—dramatists to write
the play; those who are manually dextrous
to make the heads, hands, and feet of the
marionettes; woodworkers to cut out or
carve the bodies and limbs; designers to
create the costumes and scenery and
coordinate them for color and style;
electricians to figure out the best dramatic
lighting and any special effects, such as
lightning. Actors are needed to give
voices to our cast, and if it is decided to
have all the sounds on tape, someone to
act as sound technieian is essential.
Carpenters must build the theatre,
Finally, the puppeteer is needed to bring
the marionettes to life and move them
convineingly about the stage.

Should this long list of specialists
seem rather forbidding, remember that

many puppeteers are able to perform

all these functions alone, a sort of one-man
impressario and production factory.

The elements that make up a puppet
show are so closely related that in a
group effort an over-all coordinator or
producer should be in charge. One of the
most important problems is to make sure
that everything is in the proper scale:
the heads to the bodies and the completed
puppets to the scenery and stage.

The number of marionettes to be used
in one scene depends on the number of
puppeteers available, One competent
puppeteer can handle two puppets at
once, but subtlety of movement generally
requires two hands to a puppet. If animals
and vehicles are to be used, such as the
horses and chariot in Persephone, ample
room in the wings of the theatre must be
available for their entrance and exit.
Space must be provided for the disposal
of the marionettes when they are not in
actual use on the stage, so a hanging bar
must be placed within easy reach of the
puppeteers.

The cast of characters must be
tentatively chosen and their individual
characteristics decided upon. Bearing in
mind that the facial expressions of
our cast never change except in the
imagination of the beholder, it is
important to have an idea of the
personality of each puppet. In the story
chosen here, the beautiful young goddess
Persephone must not look too happy or
too sad, as she is required to have both
of these emotions in the play. Should
Demeter be a character woman, an overly
possessive mother who attempts to
destroy all growth when her child is taken
from her? Or is she the beautiful and
voluptuous Goddess of the Harvest,
ageless and appealing ? Shall Hades be
the villainous and ghastly King of the
Dead, or is he the strong-willed hero in
love and desperate?

A brief synopsis of the story should
be written, breaking it down into
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individual acts or scenes. For the story
of Persephone, the following outline
is helpful:

ACT 1.

The flower-filled meadow where
Persephone likes to play. The scene
opens with a dance of the flowers.

A caterpillar enters and tells the flowers
that Persephone is on her way to the
meadow. The flowers talk of the great
love Hades has for Persephone and how
he has ordered the flowers to make
Persephone pick the beautiful narcissus,
which will enchant her so that Hades
can earry her off to the Underworld.
Persephone enters and is beguiled into
picking the narcissus. Thunder and
lightning and the sound of horses’ hooves
coming nearer and nearer, Persephone
stands transfixed. Hades enters in his'
chariot drawn by two black horses.
Great clap of thunder and flash of
lightning. Hades scoops up Persephone
and exits with a clatter of horses’ hooves,
The lights dim and the wind howls.
Demeter enters and when she discovers
what has happened to her danghter, she
puts a curse on the flowers and they
wither and die.

CAST FOR ACT 1:

Talking and dancing flowers
Flower capable of being picked
Butterflies

Caterpillar

Persephone

Horses and chariot

Hades

Demeter

SPECIAL EFFECTS FOR ACT 1:

Thunder

Lightning

Flowers withering and dying

ACT 2,

Tartarus, the Underworld. The scenery
should be in great contrast to the sunny

meadow of the first scene, the colors
cool and cave-like; there might be a o
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jewelled throne for Hades and his
reluctant bride. During this scene it is
established that Hades is trying to get
Persephone to eat something, for if she
eats in Tartarus she must stay there.
Hermes, the megsenger of the gods, comes
to tell Hades of the suffering on Earth
since Demeter has forbidden anything to
grow while her daughter is away from
her. All the gods are angry and there may
be a war. Hades refuses to give
Persephone up. In the meantime Hades
has sent a servant to Earth to try to find
some food for Persephone. He returns
with a withered pomegranate and
Persephone eats six seeds, Zeus, egged on
by Demeter, orders Hades to release
Persephone, but she cannot leave forever,
ag she has eaten the seeds, but must

return to Tartarus for six months out of
every year, a month for each seed.

It might be interesting to suggest that
with the eating of the seeds, as in the
eating of the apple in the Garden of Eden,
innocence is lost, and possibly Persephone
sees Hades in a different light and is

not anxious to leave him. In any case
Demeter feels she must mourn her
daughter while they are separated and
refuses to let the earth produce while
Persephone is in Tartarus.

CAST FOR ACT 2:

Demons, damned souls, ete.

Servant to Hades

Hermes, messenger of the gods

Zeus

Demeter

Persephone

Hades

SPECIAL EFFECTS FOR ACT 2 :
Danse macabre
Eating of the seeds

If it is desirable for Persephone to
have a change of costume for the second
act, it might be easier to make a duplicate
marionette. It is almost impossible to
make a complete eostume change without
tangling the strings. However, a cleverly
designed snap-on drapery might be
devised to fit over the first act costume.

From this general outline of action,
cast, and special effects, an over-all idea
of the scope of the production is
anticipated. Now the work can be
assigned, and the actual building of the
show should begin.




There are countless ways of making
puppet heads and almost as many books
and articles explaining them. Puppet
heads can be made of paper bags, tennis
balls, and kitchen spoons; they can be
meticulously carved from wood, modeled
in clay, or made of papier miché or
bisque. The method shown here is for
those who are willing to devote some time
and effort to the project, but who have had
little or no experience in modeling or
sculpture. An acceptable head is possible
at the first try; with practice, really
beautiful heads can be made.

An ordinary light bulb is an ideal
form on which to model the head. It is so
close to the shape of a head that only
the features need be added, leaving most
of the bulb exposed. The bulb itself is not
used in the completed puppet. A mold is
made of the modeled form and a plastic
wood head, cast from the mold, is the
finished product. Most inexperienced
artists tend to make their first heads
dish-faced, but by modeling on a light
bulb it is impossible to make that error.
The size of the light bulb depends on the
height of the puppet. A five-inch-high,
100 watt bulb is used here, which is the
right size for an eighteen- to twenty-two-
inch puppet and ean be used for both
male and female puppets.

MATERIALS NEEDED FOR MODELING
AND CASTING THE HEAD:

One 5-inch-high, 100 watt light bulb,
screwed into a socket which has been
attached to a board

Revolving modeling stand (optional)

Wet modeling elay

Fine sponge

Clay modeling tools (as illustrated)

2
Modeling and Casting the Head

Sharp knife

Liquid rubber casting compound

Cloth strips (such as cheesecloth) cut
on the bias

Plaster of Paris

Plastic wood

Plastie wood solvent (or Duratite Wood
Dough Solvent, which is better)

Short length (about 174 inches) of
one-inch doweling, rounded on one end
and with an opened screw eye in
the rounded end

About six inches of medium-weight wire

Artificial jewels for sparkling eyes

Pastels or colored chalk for blending eye
shadow and cheek color

Cotton for smooth blending of pastels

Fixative

Black or brown paint for eyelashes and
eyebrows

Light red nail polish for lips

Paint—white rubber base or vinyl acrylic
house paint. For flesh tone for a woman
add a few drops of EZ Universal
Tinting Colors: vermilion and medium
vellow. For a man add a drop or two
of vermilion, medium yellow, and
Van Dyke brown. Buy a gallon of
white and mix small amounts with
EZ Universal Tinting Colors for
scenery and props and all general use.
For brown, mix flat black and
vermilion

MODELING THE HEAD

Serew the bulb into a socket which has
been attached to a board about six inches
long and put it on a revolving modeling
stand (Fig. 1), or place on a convenient
flat work surface.

With the modeling clay, form the chin
on the lower part of the bulb, just at the

Fig. 1. Light bulb on revolving stand

curve for a female puppet, lower and
heavier for a male (Figs. 2 and 8).

Cut a small wedge-shaped piece of
clay for the nose and place it above
the chin (Fig. 4). The nose should be
smaller for the female, larger for the
male (Figs. 5 and 6). Smooth with the
modeling tool and wet sponge (Fig. 7).

Next, roll a small piece of clay
between the fingers and apply it below
the nose (Fig. 8). Cut horizontally to
form the lips (Fig. 9). Model and smooth
the mouth to the desired shape. For the
heroine the lips should be small and
delicate. Depending on the character,
the man’s lips may be strong and firm,
Hades (Fig. 10), or fleshy and full,
Zeus (Fig, 11).



Fig. 2. Modeling the female chin Fig. 8. Heavier chin for male face

Fig. 4. Clay wedge for nose

Fig. 5. Smaller nose for female face




Fig. 6. Larger nose for male

Fig. 8. Roll of elay for mouth (male face)

Fig. 7. Modeling the nose

Fig. 9. Horizontal line for lips (female face)




Fig. 10. Strong, firm modeling Fig. 11. Fleshy, full modeling

Figs. 12-17. Modeling the eyebrows (male
and female faces)







Now, roll the clay into a long worm
shape; cut it in half and place it above
the nose in arches for eyebrows. Blend it,
adding more clay as needed to make a
smooth brow (Figs. 12-17). Eyebrows are
heavier for the male face and lighter
for the female.

Add other small worm-shaped pieces
of clay under the brows for eyelids
(Figs. 18 and 19) . Lower lids are not
necessary, as they will be painted on the
finished head. Smooth and blend as before
(Figs. 20-28), lighter for female eyes,
heavier for male.



Figs. 20-23. Modeling the eyelids




Next, roll a ball of elay between the
fingers and squash it into a saucer shape
(Figs. 24 and 25). Cut the dise in half
and place the pieces on either side of the
head for ears (Figs. 26-28) , Puppets do
not always need ears. Zeus is made
without them, as his hair would hide
them anyway.

The head is now finished ; examine it
carefully from all sides, and make any
changes that seem to be desirable, adding
bits of clay or removing small amounts
(Figs. 29-31).

Fig. 24. Rolling ball of clay for ears

Fig. 25. Squashing to a saucer shape



Figs. 26-28. Placing and modeling the ears



Figs, 29-81. Examining the finished head

Three heads are shown here to illustrate
three different types of characters,
Persephone, Hades, and Zeus. It is not
suggested to model three or four heads
at the same time, as there would be too
much danger of the clay drying out
before one got to the casting. It should
not take more than 45 minutes to model a
head by this method. It is important to
take the first step of making the mold
during this gsession so that the clay will
not have a chance to dry.
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MAKING THE MOLD

Paint the whole head with liquid rubber
mold ecompound, being careful to brush
out any bubbles. Be sure to cover the
whole light bulb. This will seal the clay
from the air and keep it moist. The liquid
mold compound takes a considerable time
to harden sufficiently to add the next coat,
i this is a good time to leave the work
until the next day (Fig. 32). The time
varies with the type of compound, from
15 minutes to 12 hours; follow directions
on the bottle.

When the rubber compound feels dry
to the touch, add another coat and set the
head aside to dry. The time may be
shortened somewhat by placing the head
in the sun or near some source of mild
heat. While you are waiting, another
head might be started or parts of the
body eut out and assembled. When the
third coat of rubber is applied, start
winding the strips of bias-cut cloth
uround the head, sealing each strip with
more rubber (Fig. 35). Wind the cloth
first in one direetion and then in another,
averlapping, until the whole head is
completely covered with at least two

layers of cloth, always adding more rubber

before and after each layer. There are
several types of liquid rubber mold
compounds on the market, so be sure to
read the directions carefully and follow
them. When the rubber mold is completed,
generally about five layers ineluding the
cloth, set the head aside to dry for at

least 24 hours.

To carry out the following steps, it may
be easier to remove the bulb from its
socket, Be sure the rubber is completely
dry. Cut the rubber mold in half with a
very sharp knife or razor blade, being
careful to cut around the outside rim
of the ears (Fig. 34). Peel the back part
of the mold from the light bulb and lay it
aside or put it on another light bulb
(Figs. 35-37).

Fig. 32, Painting the head with liquid rubber

Fig. 33. Applying cloth strips with liguid rubber




Cig. 34, Cutting the rubber mold in half

Figs. 35 & 36, Removing the rubber
mold from the light bulb




g, 37, The divided mold

Because the rubber mold is so thin
and flexible, it is necessary, before casting
from it, to make a plaster of Paris backing
for it so that it will keep its shape. If oneis
nol used to working with plaster of Paris,
it will probably be better to build a clay
tlam around the rubber mold to maintain
the cut edge (Fig. 38). Mix a small
amount of plaster of Paris, adding the
plaster to the water until it stands in
mounds above the water. Do not stir until
all the plaster is added ; then stir until
it ig thick enough to handle without
dripping. Smooth it quickly onto the
outside of the rubber mold (Fig. 39).

If the plaster sets too fast and becomes
too hard to handle, discard it and mix

up a new batch. When one becomes adept
at handling thick plaster of Paris, the
clay dam will not be necessary (Fig. 40).
Trim the plaster even with the rubber
mold (Fig. 41).

When the plaster backing has become
hard and cool, gently pull it away from
the rubber mold and then carefully peel
the rubber mold from the bulb (Fig. 42).
Clean off the light bulbs and set them
aside for the next head.
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Fig. 38. Building a clay dam

Fig. 39. Spreading plaster on outside of mold -



Fig. 40. Applying plaster without clay dam Fig. 41. Trimming the plaster

Fig. 42, Rubber molds and plaster
separated from the bulbs




CASTING THE HEAD

Place the divided rubber molds back
into their supporting plaster of Paris
backings, and line them with a thin layer
of plastic wood (Figs. 43 and 44).

Use plenty of solvent to keep the plastic
wood pliable, and press it into all the
crevices. Dip the forefinger into the
solvent and work the inside of the shell
to make an even coating of plastic wood,
no more than an eighth of an inch thick.
When the plastic wood is completely dry
it is almost unbreakable. When both front
and back shells have been completed,

set them aside to harden in their molds
for at least 24 hours. During all these
waiting periods more-work can be done
on the bodies of the puppets.

‘When the shells of plastic wood are
hard and dry, gently remove the plaster
of Paris supports and peel the rubber
molds away from the plastic wood shells
(Fig. 45). These molds may be used over
and over for additional heads, so be sure
to keep them, They may be stored over
extra light bulbs to retain their shapes.

Next, fit the doweling with the opened
screw eye into the neck of the plastic wood
shell and seal it with fresh plastic wood
(Fig.46). Join the two halves of the
head, using fresh plastic wood to glue
them together. Hold them together with
elastic bands until they are dry (Fig.47).
Fill all irregularities with fresh plastic
wood, and after this has dried sand the -
head smooth (Fig. 48).

This method of casting may seem
rather eomplicated, but it has many
advantages. The elasticity of the rubber
mold allows for details and minor
undercuts in the modeling, and it is easy
to remove from the origin®¥ light bulb
model. A plaster of Paris piece mold is
not required, so wooden frames or forms
for pouring liquid plaster are not needed.
The plaster of Paris spread on the back
of the rubber mold for support is so
thick that it can be handled with
relatively no mess. No separators are

needed anywhere along the line. Plastic
wood for the finished head is light and
exceedingly strong. When the two halves
of the head are put together with fresh
plastic wood, the seam is as strong as the
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head, Plastic wood is a rather sticky
medium to work with, but it can be
worked over, added to, and sanded and
scraped for as long as is wished or until the
patient eraftsman has achieved his goal.




Fig. 45. Removing the plastic wood shell Fig. 46. Sealing the dowel into the neck
from its rubber mold and plaster support
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Fig. 47. Fastening the two halves together Fig. 48. Sanding the head




FINISHING THE HEAD

Now, hang the head by the serew eye
from a dowel or other support, and paint
the whole head with an attractive flesh
tone (Fig. 49). After this has dried,
carefully color the cheeks with actual dry
rouge or vermilion pastel, blending with
a piece of cotton and fixing the color with
fixative or mat plastic spray. Paint on
the eyes, eyebrows, and lips (Fig. 50).
Nail polish is attractive looking for the
lips. Enamel is used for the eyes to give
them a shiny look.

The wigs and beards of the puppets in
the photographs are made of fringe
which is glued right onto the heads.
Persephone has golden hair; her mother,
Demeter, white; and Hades’ beard and
hair are black. It is a good idea to paint
the hair and beards on the puppets before
adding the fringe, so that the puppets
won’t have a bald look if the fringe
separates (Figs. 51-57). Zeus' glittering
wig and beard are made of a metal pot
scourer (Fig. 58),

After the hair has been tentatively
styled and sewn in place, hold the head
between the fingers or with ealipers to
find the best balance for hanging. In the
case of Persephone and Demeter, with
their heavy pony tails, it was found that
the heads balanced best if hung from
hehind the ears, so Persephone does not
really need ears at all. Hades’ head hung
best from the ears. When the point of
balance has been discovered, drill a hole
right through the head at that point,
insert a length of wire, and make loops
close to the head. The strings attached
to these loops will support the whole
puppet when it is finished, so be sure the
head hangs correctly from them.

As a final touch to make Hades and
Zeus more godlike, little holes were
drilled in the pupils of their eyes and blue
or emerald jewels were glued in them
(Figs. 53 and 58).

Fig. 49. Painting with flesh color

Fig. 50. Adding the features

































































































































































































