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Editor’s Note
.
Pete Davidson
2020

1970

For the sake of editorial
efficiency we have, in this
issue, defined ‘the present’
as the turn of the 21st century
from the 1990’s to the
present day. More or less,
this thirty-year period covers
almost my entire life and, in
these pages, you’ll see the
people and the puppets that
have influenced a generation
of puppetry artists.
But let’s consider the present.
In my life, there has never
been a more terrifying time
than right now. Reeling from
bushfires and a gruelling
pandemic, we enter, weary
eyed into each new day and
are swiftly bombarded by
a news cycle that is awash
with despair. Each day we
are met with a new disaster,
be it war or further evidence
of an ever-incoming climate
catastrophe.

V

It’s enough to make you just
want to go back to bed and
stay there. To dream the
dread away.
I’m aware that I am painting
a bleak picture here but
it’s one that I feel is most
important to capture in this,
our second volume of the
UNIMA OZ 50th Anniversary
Edition. The world has
changed more in the past
twelve months than it has
in the last decade. And so,
parts of this journey into the
‘present’ of puppetry arts in
Australia will certainly feel as
if they are an age away.
Let’s face it. It’s become
more and more difficult to
make art in the present. But
we must remind ourselves
that puppetry is an artform
with which those of us who
would rather dream up a
new now can do so with our
eyes open.

.

Puppetry allows
audiences to enter the
epic, the imaginative, the
metaphorical and the
mythological. The suspension
of disbelief is such that we
can suspend the present
altogether.
In this volume, we turn our
focus to the ‘imagineers’
who place their dreams on
stage; The makers of the
creatures we love and adore,
whose faces can define an
era. And we celebrate the
innovators that have taken
to new technologies in order
to turn the page to a whole
new chapter that redefines
the word ‘puppetry’. It is
these innovators, makers and
performers who continue to
give us new places to go to
when the world seems all too
much.
This volume is dedicated to
them.

Foreward
Design & Making
.
Christopher Ragg

I’m a relatively new member
to UNIMA Australia,
being involved with the
organisation for the past
two years. My keen interest
in puppetry has been with
me since I was a small child.
I have been building soft
foam puppets for many years
now but I’m always amazed
at the different skills and
mediums that are used to
create characters.
A performance can
sometimes just wash over
us but it is important to
remember that someone
made those characters and
the world they inhabit.
Builders are the unsung
heroes in the production
process who bring the
creators’ vision to reality.
With the performer in mind,
through the entire building
process, the builder creates
a character with maximum

movement and manipulation.
Pair this with the puppeteer’s
instrument to suspend our
disbelief and perhaps
transport us to a faraway
world, we forget that we
are watching an inanimate
object.
While doing research for
the Design and Making
section I was in awe of past
and present puppet builders
(in all forms) who have all
contributed so much to this
art form through design,
fabrication and collaboration
which are key elements to
the builders’ success. I’d like
to acknowledge past builders
who have come before and
who have been trailblazers
in their chosen style of
puppetry.
There are many talents I
could’ve mentioned but I
have acknowledged Beverley
Campbell-Jackson and Ross

.

Hill in this volume who apart
from being amazing talents
were taken from us far too
soon.
While we look to the
future of this art form,
which I believe is having a
resurgence at present, I am
excited about puppetry in
film, television and online
platforms. However, let us
not forget live performance the backbone of our craft.
As I sit here and write this
foreward from Melbourne,
Australia; this great city of
arts and culture has endured
nine months of lockdown,
with our only hope out of
this situation vaccinations to
get us back to some sense of
normality.
The Arts sector has
suffered immense pain and
underfunding but during
this difficult time I have
1

been struck by our puppet
community. In particular, its
resilience and ability to pivot
in the realm of social media,
which has given us the
ability to connect with our
audiences - which we may
not have thought possible a
couple of years ago.
There is light at the end of
the tunnel. Things will get
better. Our audiences will
return. I’m reminded of the
enthusiasm at the recent
Melbourne Festival of
Puppetry. We will all emerge
more resilient from our lived
experiences.
Reach out to your peers
and mentors and rediscover
this art form. Let us create
wonderful and thoughtprovoking performances.
I want to thank everyone
who participated and
submitted articles for
this volume. It is much
appreciated. I think you will
agree it’s a brilliant volume
to add to “History”.

Builders are the unsung
heroes in the production
process who bring the
creators’ vision to reality.
With the performer in mind,
through the entire building
process, the builder creates
a character with maximum
movement and manipulation.

Here’s to 50 years of
UNIMA Australia!
Here’s to the next 50!
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Puppet Building through
the Decades
.
Christopher Ragg
I’ve always been interested
in the work of Jim Henson
and the Muppet style of
puppet. For me, it wasn’t so
much in the puppetry but I
was always intrigued as to
how the characters were
built; how they looked and
the overall craftsmanship
that went into creating
these famous creations. I
remember sitting in front
of the television intently
looking for seams and
trying to work out a pattern
in order to recreate it. There
was no internet then, only
books and the recording of
shows to VHS tapes.
I’m from a family of
dressmakers, doll makers,
painters and engineers so it
was likely that I would have
some sort of creative outlet
— puppetry seemed to be
my thing!
My first attempts were
crude with felt being the
main building material and
then stuffing the figure with
fibre-fill. Why felt? It was
readily available and in
bright vibrant colours which
I thought would work out.
But I was sorely mistaken.
It does not. Felt tends to
pill and if you are using the
character a lot it does wear
out and become thin in any

areas of friction. Many of my
first creations did not have
working mouths and were no
more than glorified toys. But
I was determined to hone my
skills and refine each build.
I started to experiment with
faux fur — the off the rack
fabric which I was always
disappointed
with.
The
colours were flat and had
very little texture. I discovered
that you really had to cut the
fur from the back so as not to
cut into the fibres. When sewn
together this would create an
almost invisible seam. This
was something of a revelation
to me. I started to experiment
more. Polar fleece was as
close as I could get to puppetfleece. The key was to have
a textured side and small
stitches when putting together.
I had the opportunity to
produce my own show, Patch’s
Place in the late 1990’s.
What was to be a simple
conversation piece turned
into a show with five sets and
ten characters. My building
got better too, as I now had
the knowledge to think about
the performer and the overall
look of the characters. It was
during this time that I made
my first attempt at gluing and
sculpting foam. It was soft
foam and, looking back, it

.

was not the most ideal as it
did tend to cave and buckle if
the characters were wearing
a costume or were weighed
down by a wig or a hat.
A combination of different
materials such as feathers
were used on Patch to provide
more movement. I paired this
with a better range of fur in
different textures, leather and
Sculpey™ — a product that
you could sculpt what was
needed such as scales, teeth
or claws. This could be put
into the oven and hardened.
Fast forward to 2010 and the
internet was a treasure trove
of resource material.
Soft foam was replaced by
reticulated foam which gave
the structures a more stable
shape while still being flexible,
light and durable and with
the help of boning I could
now maintain body and head
shapes. The foam also takes
well to dyes which is great for
tongues and exposed facial
features. The most simple of
shapes tend to be the hardest
to create — you have to work
with the foam and have a
sense of shape.
Felt and polar fleece gave
way to the holy grail of
television
puppetry
skin
3

— Antron™ fleece, now
rebranded
Nylafleece™.
The qualities of this material
allow you to hide seams due
to its fuzzy quality and makes
them almost invisible when on
camera.
Fur is now boiled, roughed
up and teased out to create
a more textured lived in and
alive looks. Trimming the fur
allows you to create depth and
contour particularly around
the face of the character.
My practice has really now
become a testing ground to
explore more with materials.
I’ve found a way of putting
them through these processes
and ultimately providing a
puppet that is both lightweight
as well as a vehicle in which
the performer can explore
their character. The power
a builder has lies within the
fact that they can enhance a
performance by inventing the
look and feel of a character.
I’m still the inquisitive learner
I was 30 years ago and still
believe that I have much more
to learn. I’m comforted by the
fact that my mentors, some
who worked with Jim Henson,
really value my work — that’s
important and validates all
that I do.
Reflecting on these years,
I have learned that there
really aren’t any rules and
Puppet Building is a journey
of discovery. My advice is to
reach out to fellow puppeteers
no matter what area of
building you are interested
in — you might be surprised
by an unexpected word of
wisdom that may give you a
moment of clarity.
4

Check out Chris’ series
Patch’s Place on
YouTube

In the studio with sets in place ready to begin filming Patch’s Place

Patch Lion, Salesman Sid and Grizzle Bear in Episode 6

.

Use the above QR code to
listen to Chris Ragg’s episode
on Talking Sock Podcast.
Patch in his house reading to Matt Monster
Chris Ragg is a Puppet Builder
based in Victoria. His work is
heavily influenced by the work
of Jim Henson. Chris always
wondered how these fantastical
creatures were made and spent
hours looking at the characters
to try and find the seams!

Christopher Ragg performing Grizzle Bear alongside brother
Matthew performing Salesman Sid

Chris comes from a family of
creatives - from dressmakers,
doll makers through to engineers
so he was probably always
destined to do something with
his hands. Chris’ interest in the
medium led him to Film and
Television School which led to
creating his own children’s TV
show in New Zealand, ‘Patch’s
Place’.
In late 2018 Chris created
“Puppettribe” - an online
resource for puppet builders
and enthusiasts alike. Now
under that handle, Chris takes
commissions for stage and
screen or for private clients in
his spare time.
Chris thinks ‘puppet people’ are
the nicest bunch of people you
are ever likely to meet. They are
giving with their time, imparting
knowledge and incredibly
supportive - “my tribe!”

Cast and crew after completing 10 episodes of Patch’s Place in 2000

.

Instagram: @puppettribe
Youtube:
Puppet Tribe
Pinterest:
Christopher
		Ragg
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Becoming A Puppet Builder
.
Katherine Hannaford
I grew up with puppets
everywhere, but I did not
come from a family with a
puppet tradition. I am the
first in my family to have a
passion for puppetry, and
my passion stemmed from
being surrounded by puppets
during my childhood. My
childhood was the 1980’s in
the greater western suburbs
of Sydney.
There were puppets literally
everywhere on television,
libraries, children’s theatre,
weekend outings, and
schools.
My earliest childhood
memories are of every
morning watching Sesame
Street, followed by the stop
motion version of Paddington
Bear, the stop motion version
of the Wind in the Willows,
Romper Room with Mr DoBee, then in the afternoon
watching The Sooty Show,
more Sesame Street, and
then Mr Squiggle and
Friends. Every Saturday I
would see Ozzie Ostrich and
Dickie Knee on Hey Hey it’s
Saturday. I didn’t see them
as puppets, I saw them as
people. I loved the stories,
the colours, the movement.
I wanted to know what
happened next, so I would
ask my grandparents to
help me turn the tv on every
morning, or I would sneak
6

out from my afternoon nap
time to watch Sesame Street
and Mr Squiggle once I
learnt how to turn the old
UHF television on and select
Channel 2.
My grandparents and
parents noticed I loved
puppet shows on television,
so they started taking my
brother and I to puppet
shows at the local library,
the Marionette Theatre
of Australia, followed by
the Puppet Cottage, both
at the Rocks. The 1980’s
was a glorious time for
Puppetry in my world. I saw
a production at Parramatta
Riverside Theatre where
a caterpillar transformed
into a large butterfly before
my eyes. I don’t remember
anything else about the
production, but I remember
the movement and colour of
that butterfly.
The most impactful puppet
show I saw as a child was
the Marionette Theatre of
Australia’s 1988 Bicentennial
production of The Magic
Pudding. My mother
saved the program and a
newspaper article about it
from the show.
My whole life, I have always
wondered what happened to
the puppets, and I thought I
found them at the Norman
Lindsay Gallery in the Blue

.

Mountains, but they were
marionette versions, not the
puppets I saw in 1988 which
were hand and rod puppets.
On a visit to the National
Museum of Australia in
December 2018, I found
them at long last on display
in the atrium. It is wonderful
to think that these puppets
from Australia’s young
puppet history now have
a permanent home in the
national collection.
[Fig 1 - 3 next page]
Once I started school, every
incursion at my primary
school was a puppet show. I
remember sitting on the floor
of the classroom looking at
richly decorated long screens
above which puppets would
emerge.
On television, I would watch
Fat Cat and Humphrey B
Bear, as well as continue
to be entranced by Mr
Squiggle’s drawings,
Rocket’s rudeness,
Blackboard going “Hurry
Up!” It was wonderful when
the Royal Australian Mint
produced coins of the Mr
Squiggle characters and
it was the realisation of
a childhood dream when
I actually got to see the
puppets at the concurrent
exhibition in Canberra.
[Fig. 4 & 5 over page]

Fig.1 & 2 Puppets from The Magic Pudding

.

Fig. 3 Article about The Magic Pudding
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Fig. 4 & 5: Mr Squiggle puppets at Royal Australian Mint

Another Australian television
puppet production that I
fondly remember was the
New Adventures of Blinky
Bill on ABC TV. I remember
how incredible the puppets
looked because the puppets
were in the real world! They
were in the Australian bush
at a real ranger station. The
puppets were so convincingly
real with their texture
and colours as they had
been knitted by Beverley
Campbell-Jackson.
In 2016, I actually got to see
the original puppets from
that production when I took
my school puppetry class
on a tour of the ABC studios
in Ultimo, Sydney. Blinky
Bill, Eric Echidna, Angelina
8

Wallaby, and Walter
Wombat were all on display
in a cabinet in a staff area
outside studio 22 and 23.
One of the most magical
puppets of my childhood,
and one that has influenced
my love of making inanimate
objects move were the
The Karakuri Dolls at
Questacon Science Museum
in Canberra. A Bicentennial
gift to Australia from Japan,
I was hypnotised by the
music and movement of these
puppets, not only the way
the puppet transformed from
human to demon, because I
could see how they worked
every time I pressed the
button to make them move!

.

To my joy, I recently
discovered that the dolls
had been put back on
display at Questacon when
I visited in July 2019. Sadly
their mechanisms have
deteriorated, but now that
the physical dolls have been
restored, hopefully their
mechanisms will be restored
next.

I was a teenager in the
1990’s, so puppets, then
seen generally as children’s
entertainment, were not at
the forefront of my world
except for the TV show
Dinosaurs. For me, by 1995,
visual arts in general, but
mask making and history in
particular, were my passion,
but there was a book in the
school library that re-awoke
my interest in puppets. The
book was called Jim HensonThe Works by Christopher
Finch.

It is because of her, and all
the marvellous puppetry I
got to experience as a child,
that here I am now, multiple
decades later, a puppet
maker.
To all the makers,
performers, creators of
the Australian puppetry
community of the 1980’s,
from a member of your
audience, who you all
collectively inspired, I wish to
say thank you.

Check out Katherine’s
EduBlog article about the
dolls here.

All through the 1990’s, and
through my university years,
I had always wondered
how puppets were made,
but didn’t know how to
make them. This was
before the internet, so I
had no reference material,
so puppets stayed just a
curiosity in my mind.
It wasn’t until I was 23 in
2003, that puppetry became
my passion again when I met
Marie Martine Ferrari. I was
an early career Visual Arts
high school teacher with a
university major in sculpture.
She had a stand at the Old
Bus Depot Markets, and
was promoting her puppet
making workshops, and
making on the spot sock
puppets for children. I took
one of her flyers, and the
rest is history. Marie Martine
opened the door to the
wonderous world of puppet
making, and for the last 10
years of her life, she was my
mentor.

Katherine Hannaford is a high
school Teacher Librarian and
Engineering teacher by day, and
a puppet maker the rest of the
time.
Beginning her puppet making
journey in 2003, Katherine
studied for 10 years with
Australian puppeteer and puppet
maker Marie Martine Ferrari.

Katherine has also been studying
puppeteering for film and
television through attending
Beyond the Sock in Texas USA in
2015, 2016, 2017, & 2019. She
is being mentored by Sesame
Street and Muppet performers
Peter Linz and Noel MacNeal.

@misskhannaford

As a maker, Katherine specialises
in foam puppet building, 3D
printed puppet parts, and
teaching workshops in puppet
building to all those who want to
learn how to make puppets.

.
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Katherine Hannaford with original puppet from Blinky Bill.
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Working With Wire
.
David Morgan
with Sue Wallace

I am a puppetry enthusiast and
contemporary artist with outsider art origins.
For the past twenty years I have explored the
craft of puppet making and puppetry along
side other creative outlets.
My artistic timeline/history is not specific to
puppetry, although I have spent a great deal
of time navigating the puppetry landscape
with a specific focus on learning as much as I
can about puppet construction.
What I am presenting in my short video
are techniques I learned while studying a
Diploma of Dental Technology. I have tried
to adapt these techniques for the puppetry
artist.

Find David’s Video at
UNIMA Australia’s YouTube Channel

I trust you’ll enjoy!

.
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Collaborating with ‘Things’
.
Dr Lynne Kent
In their 2004 publication,
The Space Between: The
Art of Puppetry and Visual
Theatre in Australia, Peter J.
Wilson and Geoffrey Milne
asked:
“Where, then, do we think
puppetry and visual theatre
might go in the next twenty
years?” (Wilson and Milne,
2004, 117).
While it is not quite yet
twenty years since this
question was posed, the
interviews conducted for
ThingMaking turn to the
practice of Australian
puppeteers to provide some
answers. In a context of a
lack of puppetry training
institutes in Australia and
drastic government arts
funding cuts, the interviews
are presented as audio
podcasts and are publicly
available as an avenue to
communicate this knowledge
to other professional puppet
makers and performers.
For ThingMaking I
interviewed Australian
puppeteers about their
process of making puppet
theatre and their use of
materials, and how new
technologies have changed
the process and the product
of their work.
Some of the practitioners
I interviewed (Joe Blanck,
12

Tim Denton, Jhess Knight
and Dan Goronszy, www.
thingmaking.net) are
designers, makers and
operators of puppets and
performing things. For Joe
Blanck, for example, there
was room for improvisation
and experimentation with
material he works with. He
said he enjoyed working
with materials to see “how
far you can push things”
(Blanck, July, 2016).
He said he had worked with
materials that he “had tried
to dry fast and ended up
melting… and then been
able to use it as a texture or
a membrane or something”
(Blanck, July, 2016).
The challenge for designer
and maker Felipe Reynolds,
in his work with inflatables,
was in making the material
behave in a manner that
goes against the intrinsic
qualities it possesses. When
a creature has armpits, knees
and elbows, for example, he
says “everything will want
to blow out” and “you have
to work out how to work
with the material when the
inflatable doesn’t want to do
that” (Reynolds, May, 2016).
I asked puppeteers about the
relationship they have with
such things as foam, leather,
gold, paper, electronic

.

cables and wood, in order
to explore why some things
are more difficult to work
with than others and how
technology has changed
the way artists work with
materials.
I also asked each interviewee
to nominate their favourite
material to work with and
why. Some puppeteers
enjoyed the flexibility that
materials such as silicon had
to offer, for example, while
others worked with found
objects, making the most out
of materials that had been
pre-used and transforming
the material into a puppet
character.
When asked about the
particular qualities that
puppeteers bring to
mainstream theatre, Ken
Evans, for instance, said
that puppeteers “see
bigger pictures”. Evans’
thinking demonstrates how
puppeteers can “understand
the whole complexity of
other things that are going
on around them”. Evans
says that “to create one
small image, there is all this
other stuff going on unseen”
that he calls “engineering”
(Evans, April, 2016).
This series of audio podcasts
is by no means definitive
given the breadth of talent

and knowledge of puppetry
in Australia. Puppeteers were
selected for an interview
based on their expertise
in puppetry and their
availability.
Many puppeteers tour to
regional schools, festivals
and performing arts venues
across the country, making
it difficult to catch them. I
interviewed Sam Routledge,
for example, when he
was about to launch a
performance in a car wash in
Melbourne.
Danny Miller had just
completed an international
touring circuit of How to
Train Your Dragon, the arena
spectacular, and Jhess Knight
was busy making puppets
at home ready for the next
performance and workshops
of her Trash Puppets. All of
the interviewees generously
gave their knowledge of
the puppet making and
operating process. More
information on each artist
is given in the links to
their work provided on
the website I created to
host the interviews (www.
thinkmaking.net).

New technologies
In my interviews I was
interested in how new
technologies have extended
the possibilities for making
and for performance.
Computer operated
controls that animate a
puppet remotely can offer
puppeteers a great range
of expression. Situated
in a space amongst giant

dinosaurs and inflatables,
I interviewed Scott Wright
from Erth Visual & Physical
Inc. who talked about the
development from using
materials such as Kevlar to
Tyvek which, as Wright says
was a “buzz material” but
over the decades, “doesn’t
stand up to the test of time”
and that Erth have “gone
through phases of using
material that is popular at
the time” (Wright, April,
2016).
Wright talked also of
working with a group of
artists and a robotic arm
in creating a performance
where the technology, as he
said, “doesn’t take centre
stage” (Wright, April, 2016).
I interviewed Peter J Wilson
and Sam Routledge, both of
whom have created different
styles of puppet theatre
using a combination of
traditional and new methods
of animating the stage.
Under the artistic leadership
of Frank Newman and with
current Artistic Director
Sam Routledge, Tasmania’s
Terrapin call themselves
a digital puppet theatre
company. Terrapin continues
to produce new work that
pushes the space between
using new technologies
and traditional puppetry
techniques. I was fortunate
to work with Terrapin on
the production Now and
Tomorrow in collaboration
with the Haya Cultural
Centre, Amman Jordan
in 2018 and have written
about the significance
of this inaugural Arab/
Australian children’s show

.

elsewhere (see; Shifting
hybridity: An intercultural
Arab-Australian shadow
theatre performance[online].
Australasian Drama Studies,
No. 76, Apr 2020: 380405).

Hybrid Forms
In their complex
understandings of their craft,
one of the most notable
things that emerged was
how many practitioners were
willing to work with hybridity.
For instance, there are
those such as Reynolds and
Blanck whose hybrid puppets
combine inflatable and
hydraulic systems with hands
on puppetry techniques.
This has meant that largescale puppets for spectacles,
events and theatre are ever
more present. Performances
using hybrid puppetry forms
demonstrate a willingness
to experiment as well as an
assuredness of the essence
of what makes the puppet
theatre unique.
King Kong, the hybrid
puppet in King Kong the
Musical, for example, uses
a range of new materials
and technologies. Yet when
asked about directing the
creature, Puppet Director
Peter J Wilson asserted that
“all the principles of bringing
him alive are no different
than operating the simplest
glove puppet” (Wilson,
May, 2016). Wilson says
that “you still have to work
with the puppet’s emotional
intelligence, whether it is a
sock or animatronic creature
that is performing” (Wilson,
13

May, 2016.).
The interviews contained in
ThingMaking detailed the
ways puppeteers, designers,
directors and performers are
using technology as material
to work with alongside
traditional puppet-making
materials.
The puppeteers I interviewed
enjoyed the flexibility, costeffectiveness and creative
possibilities that new
technologies bring to their
process while at the same
time being determined that
the human element in making
and presenting their work
remains paramount.

Lynne Kent is a Theatre Director,
Performer and Educator based in
Melbourne, Australia.
Internationally recognized for
her work creating innovative
projects involving imagery and
audience interaction, she has
collaborated with Circus Oz,
Terrapin Puppet Theatre, Black
Hole Theatre, ArtPlay and the
City of Melbourne, and The Arts
Centre Melbourne.

At one end of the spectrum
there was Dan Goronszy’s
work for a small audience in
a caravan, and at the other,
the spectacular King Kong
the Musical. Yet what they
all shared was awareness of
using various materials and
mechanisms to animate their
characters on stage and a
sense of this process as a
collaboration.

In 2018 Kent went to Amman
Jordan to collaborate on Now
and Tomorrow-a children’s
theatre production with
Terrapin Puppet Theatre and
the Haya Cultural Centre She
has directed several touring
shows for children, including The
Spookmaster for the Castlemaine
State Festival and the very
successful Messenger Dogs
with The Victorian Department
of Premier and Cabinet for the
ANZAC Centenary events.
More of her work can be found
via the QR code.

Check out the Thingmaking Podcast
here.
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Check out Lynne’s Website
here.

Remembering The Makers:
Beverley Campbell-Jackson &
Ross Hill
.
Christopher Ragg et al
Taken from “Manipulation” 1989

Obituary — Beverley CampbellJackson
Sub-Editors
Note
When I read about
Beverley CampbellJackson I’m struck
by her creativity and
experimentation as a
builder.
She was known to use all
types of materials and
guarded her techniques
however she was prepared
to pass them on - but only to
people who could continue
her learnings with the highest
standards.
The 80’s and the remaining
11 years of her life were
devoted to the craft of
puppetry and sadly, Beverley
left us too soon. But she left a
lasting legacy in the world of
Australian puppetry.
The following article
contains reflections on
Beverley from several of her
contemporaries.
Chris Ragg

.

Lyndon Peter Wilson
Beverley’s introduction to
puppetry was through Peter
Scriven, whom she met in
Malaysia where she was
living with her husband and
two children. On returning
to Australia in 1974, she
designed and made the
puppets for Scriven’s
production of the Original
Tintookies with no prior
knowledge or experience
in the art form. From there
she worked on a freelance
basis for the Marionette
Theatre [of Australia],
Sydney, whilst teaching
at Abbotsleigh College.
She was soon appointed
as a Consultant to Puppet
Theatres by the then
Australian Council for the
Arts which deemed her
available to every company
in the country on a rotation
basis. She was also required
to supervise the training of
selected puppeteers over a
two year period.

.

Beverley’s work with the
Tasmanian Puppet Theatre in
1976 marked the beginning
of a long collaboration with
puppeteer Lyndon Peter
Wilson. Joined by Cathryn
Robinson, Beverley and Peter
founded Spare Parts Puppet
Theatre in 1981. Finally a
full-time puppet maker, the
eighties were the beginning
of Beverley’s most creative
period. Her last production
was The Overcoat, by Peter
Wilson, a statement on
working as an artist In her
artform.
Our Beverley lived for just 53
short years.
Beverley trained as an
artist and teacher for ten
years, at a time when
women were given very little
encouragement to pursue
a career in the Arts. I think
she knew then that the years
ahead of her were to be a
constant struggle.
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Beverley Campbell-Jackson at work

She raised a family, became
the breadwinner of that
family and worked untiringly
as both an artist and teacher
and in the last eleven years
of her life devoted herself
entirely to her art.
Beverley was one of a very
rare breed of people: she
was a custodian of skills, all
her life she was aware of the
need to preserve skills and to
pass them on, but not to just
16

anyone. She believed that
if she were a caretaker she
had to ensure that in passing
on those skills they could
not fall into hands where the
possibility existed for those
skills to be diluted. She had
rigorous standards which she
constantly applied to herself
and expected from her
colleagues.

.

I have been fortunate in
knowing Beverley both as a
friend and colleague.
Her spirit will live on in the
challenges that lie ahead
for all of us who have
worked with her. Her sheer
determination to succeed in
whatever she undertook was
an inspiration to all.

Peter Oldham
I first met Beverley while
she was working on the
production of the return
of Peter Scriven's Original
Tintookies and we worked
together many times since
then. I always found her
exploring new materials or
new ways of working with
old materials; her ideas were
never bound by the physical
constraints of the nature of
her craft. She even went
through a 'knitting phase'
where all the puppets she
created were knitted.

I had known Beverley for a
long time and I visited her
regularly in Sydney until her
death. Her determination to
survive against all odds was
amazing and even the day
before she died, her body
had absolutely given up, yet
her mind was racing away
on a puppetry project she
would like to do. Beverley
suffered so much over the
past year, operation after
operation, and yet her
enthusiasm always seemed to
be there. Beverley Is a great
loss to the Art of Puppetry in
Australia.

Her many achievements in
puppet making, designing,
teaching workshops
and as ideas person for
productions are well
known and documented.
However there is one side
to Beverley that few people
have experienced. In her
constant search to improve
her work and explore more
possibilities in puppetry she
performed with puppets for
a season in Brisbane with
the Puppet People at the
Twelfth Night Theatre and
it was there that I learned
what a totally dedicated
professional she was. Even
though she was primarily
a puppet maker/designer
she desperately needed
to know how a puppeteer
felt working on stage with
puppets she had created.

Beverley and I first made
contact nearly ten years ago
when after 18 months work
with fue MIA, I decided to
go to the UNIMA Congress
in Washington DC (USA).
Richard Bradshaw suggested
I speak with Beverley about
joining UNIMA before I
took off to the congress. This
I did, and since that time I
have been associated with
Beverley on many puppet
projects, not only as a
puppeteer and agent, but
also as a close friend.
There can be no doubt that
Beverley has left a heritage
of achievements that will
long be remembered.

The excitement and joy and
knowledge she found in this
performing period of her
life was invaluable to all
the puppeteers who have
subsequently been privileged
to operate her creations.

Beverley's contribution to
Puppetry spanned the full
range of puppetry affiliations
From - subsidised puppet
theatre shows (school
shows and full scale stage
productions)

to television commercials,
educational videos, company
promotions to puppet making
workshops...just to name a
few.
Beverley was certainly a
prolific creator and her
ability to transfer abstract
concepts into workable
flexible images will never be
surpassed. Beverley lived
every minute of her life richly
and fully. This puppetry
impresario and craftsperson
will always be remembered.

Ross Browning

.
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Sub-Editors
Note
Ross Hill’s career started
from humble beginnings
in Mildura to working
with the Jim Henson
Company in the mid
1980s building puppet
creatures for the now
cult film, Labyrinth.

The breadth of his
creativity was spread
throughout all forms of
art - from Opera, Theatre
to commercials. For
more about Ross’s life
please see link to a mini
documentary about his
mother Rose Matthews.
Chris Ragg

.

9

ROSS Hill
(1954 - 1991)
Taken from “Manipulation” Summer 1991

TINA
MATTHEWS
I started making a puppet
the other day from a recipe
Ross Hill gave me and was
stuck by the realization that
when he died, Ross took the
rest of the cookbook with
him.
Someone like Ross can’t
be replaced. To me he
was ingenious, funny,
childlike, indecent, naïve
and stubborn, all at the
same time. But whatever
his prevailing mood, Ross
was always delightfully and
infectiously consumed by his
work and hugely generous
with his knowledge. I miss
Ross immensely and I
suppose we all will for years
to come. The only comfort
is that with the help of Peter
Chester, Kevin Scanlon,
Beverley Campbell-Jackson
and Jim Henson, Ross will
surely be staging some truly
remarkable puppet shows in
heaven.

STEVE
COUPE
On January 6th this year the
puppetry community lost the
brilliance of Ross Hill to a
long and courageous battle
against illness. Puppets made
by Ross have been worked
by almost every puppeteer
who has passed through
Sydney in the last 14 years
and the number of designers
whose creations have been
realised by Ross is legion.
Ross’ career began around
1968 when he produced a
series for Mildura TV. From
1973 to ’77 he worked in
Tasmania for the Tasmanian
Puppet Theatre. After leaving
there he began a six year
stay at the Marionette
Theatre of Australia as head
puppet builder. The work
he produced during this
time was prolific and will
long be remembered for it’s
inventiveness, detailing and
perfection. Ross provided
major input to the MTA's
prize-winning films A Puppet
Pudding and Rubbish.

working for the Australian
Opera, The Storyteller’s
Theatre, some commercial
TV companies and others.
Anyone who has worked
on one of Ross’ shows will
remember the souvenir
puppets that he provided
for all involved on opening
night.
So long Ross, we will all miss
you.

Follow this link to a story
on Ross’ mother, Rose
Matthews by ACMI

In the mid ‘80’s, Ross
worked for the giant Henson
organisation and the puppets
he created can be seen in
the film Labyrinth. Back in
Australia in ’88 he continued

.
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Behind My Shadows
∙
Richard David Bradshaw
I recently came
across the
following review of
a show I did at the
Oz Puppet Festival
in Fremantle in
1988.
It was in a special Festival
issue of the Australian
puppetry magazine,
Manipulation...
“Richard Bradshaw’s
Shadow show was the first
disappointment. A collection
of short, unconnected
sketches and traditional tales
were expertly presented
in a vein of wry, gentle
humour. Unfortunately,
this low key style was not
enough to sustain the
whole performance. There
seemed to have been little
thought given to the pacing
or content of the show. It
is perhaps not enough to
simply demonstrate how
adept the puppeteer can
be, nor how inventive the
medium can be, without
giving a shape and a
coherence to a theatrical
performance for a ticket
buying public.
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Mr. Bradshaw is obviously
a gifted storyteller, and it
is surprising that he chose
to perform such a loose,
meandering show instead
of an extended narrative
making better uses of his
talent and chosen medium.”
Ouch! I had conveniently
forgotten that review until
now; it wasn’t one I would
have used for publicity.
Elsewhere the reviewer
wrote that, of the four
festival shows he saw, this
was one of the two he
thought were not of a high
enough standard to be in an
international puppet festival.
For some unknown reason I
preferred the review of the
same performance in the
Daily News of Perth which
said:
“Richard Bradshaw’s shadow
puppetry … is sheer delight.
His cut-out shapes cast a
spell over the audience, and
prove that the simple things
in life are often the best. The
Sydney-based puppeteer has
been developing his craft for
20 years and his dry casual
wit illuminate the show. I
guarantee his collection of
endearing figures will leave
you smiling.”

.

Nevertheless, I’m sure that
the first reviewer gave his
honest, personal assessment
of the show, and I regret
disappointing him. It is
undeniably true that my
shows are made up of short,
unconnected sketches and
stories, and he would not be
the only person to feel the
lack of a unifying theme.
It is probably worth
explaining that this particular
show was not my usual one,
so it had been rehearsed, but
not “run in”. The late L. Peter
Wilson was the director of
that memorable Oz Puppet
Festival of 1988. Ahead of
the festival there had been
four masterclasses with Josef
Krofta, Eric Bass, Philippe
Genty, and Kermit Love.
The festival that followed
had shows from Eric Bass,
Handspan, Spare Parts
(directed by Eric Bass),
Terrapin, and Vietnamese
Water Puppets. Peter had
kindly paired my show with
Joe Gladwin’s The Professor
so that I would be assured
of an adult audience, and
that gave me a chance to
perform a couple of pieces
for the first time including, if
I recall correctly, She Was
Poor but She Was Honest,
which is still in my repertoire.
But maybe that program
was too “loose” and
“meandering”.

Otherwise 1988 was a good
year for me. Earlier in the
year Peter and I had shared
the Sidney Myer Award; at
Easter the ABC broadcast
the six episodes of Jim
Henson Presents the World
of Puppetry, which included
the one with me; and later
that year I gave shows in
the U.S.A., Japan, France,
Belgium, Switzerland and
Germany. Still, I am unhappy
to have disappointed that
reviewer in Fremantle,
and probably others in
that audience. What’s my
excuse? How did I get here?
In 1952, when Jan Bussell,
his wife Ann Hogarth and
their daughter, Sally from
England were on tour for
the Australian Children’s
Theatre they included
Oscar Wilde’s The Happy
Prince, done using shadow
puppets and scenery made
by Lotte Reiniger, in a
program of marionettes
and shadows that they
occasionally performed for
older audiences. [Fig 1] It
had originally been made
in 1951 for a 35-minute live
BBC TV show. (There was
no video-recording in those
days.)
In the following year, when
I was 14 and much more
interested in marionettes, I
helped in a shadow-puppet
production of Oscar Wilde’s
story, The Nightingale
and the Rose, created in
Randwick, Sydney. The
Bussells’ show, which had
inspired it, used three
screens, a central rectangular
screen and two circular side
screens, and this show also
had three screens, but they

Fig. 1. A scene from the 1951 production of The Happy Prince by
the Hogarth Puppets of England, with shadow-puppets and scenery
by Lotte Reiniger.

gave the appearance of
a church window. Having
three screens meant that
scenes could be set in
advance, allowing the action
to move from screen to
screen without a break. The
puppets were worked with
rods from an umbrella, and
no attempt was made to hide
their shadows. [Fig 2 and 3]
About eight years later I
was a resident teacher in a
boarding school and decided
to do a puppet show. I am
a very messy and untidy
worker, so making glove
puppets and marionettes
in my room was out, and
shadow puppets seemed an
obvious choice. I chose to
do the story of Orpheus in
the Underworld using three
equal rectangular screens,
and co-opted a few of the
boarders to help do the
show. [Fig. 4]

.

Orpheus had to turn to
look at Eurydice as they left
Hades, so making a figure
whose head could appear
to turn was a nice little
challenge.
At the time I thought shadow
puppets best suited to
serious, dramatic stories,
but I am not a visual artist.
Also I wanted to work solo,
to keep life simple, and it
was easier to do a series of
short items rather than one
long play. To keep interest
from flagging I tried not to
do too many similar items.
Not every piece I’ve made
has been funny, and one
silent one on death has made
some people cry!
Still, I prefer humour and
believe it is very important
to our well-being, when it
isn’t cruel or embarrassing.
And I don’t want to bore my
audiences; I have sat through
far too many boring puppet
shows!
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Fig.2. The haughty, rich girl made in 1953 by a
school-friend, Arthur Cantrill, for The Nightingale
and the Rose.

Fig. 3. The shadow puppet of the poor, lovelorn
student, from the same production.

Fig. 4. My puppet of Charon, the ferryman on the River Styx, from Orpheus in the
Underworld [ca. 1960].
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For me, design is less important than
action. I use little scenery, and I try
to give my figures a bold outline. It
is important that people are able to
recognise what a figure represents
from the back of a theatre, and simple
silhouettes carry better than finely
detailed images.

With a show made up in
that way, it is very easy
to gradually change the
program, in the hope of
improving it.
For me, design is less
important than action. I
use little scenery, and I try
to give my figures a bold
outline. It is important that
people are able to recognise
what a figure represents
from the back of a theatre,
and simple silhouettes carry
better than finely detailed
images.
In the mid-1960s I had spent
two years based in London,
doing some teaching to stay
alive and continuing to work
on shadow-puppets with
occasional amateur shows
for puppeteers and friends,
and at a couple of festivals in
Europe.

I got to know the Bussells,
and through them met and
visited Lotte Reiniger. I also
finally got to see The Happy
Prince, but from backstage!
The puppets I had brought
with me to London were
usually worked from below
to avoid any shadows of
rods. One of my items was a
folk song, Jack the Jolly Tar,
dating back to about 1963.
[Fig. 5]

Both Jan Bussell and Lotte
had separately seen the
famous Greek shadowplayer, Mollas, in Athens
and they had adopted his
way of working shadow
puppets, i.e. the traditional
Greek and Turkish way,
directly from behind with
wooden rods. [Fig. 6]

.

There the rods are pushed
into holes in the leather
figures, but Jan Bussell had
brass fittings specially made
for the ends of his rods which
allowed them to be screwed
in place before a show.
I now tried working my
puppets in a similar way,
using rubber test-tube
stoppers, that came with
central holes, to hold the
rods on the puppets. I’d
cut them in half to get two
“sockets” which I glued to
the figures. [Fig. 7]
Before a show I had to push
the rods into place on the
puppets and then rest the
figures precariously in trays
on the floor around me,
trying not to tread on them.
After the show the rods had
to be removed for packing.
23

[Fig. 5] My first puppet of Jack the Jolly Tar [1963?] . Photo by Bev Wood, London,1965.

Fig. 6. Izmir, Turkey in 2016. The figures are larger-than-usual, as are the rods!
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Fig. 7. Backstage of Up a Gum Tree, at a festival in Bochum, Germany in November,1965.
Photo by W.K.Müller.

Lighting for the wide screens
of the Turkish and Greek
players is traditionally from
a row of lamps set along
a shelf behind and below
the screen, so rod shadows,
although blurred, are
multiple and point upwards.
Jan Bussell used a single
lamp with a lens over it to
get a partly diffused light to
blur the shadows. In early
1964 I had seen the Moscow
Shadow Theatre using
very diffused light which
eliminated the shadows of
the rods, but the puppets had
to be kept flat against the
screen to keep their shadows
sharp.

I found that using a large
white globe fixed some
distance back from the top
of my screen blurred the
shadows of the rods, which
pointed down and often
fell on the shadows of the
puppets. I didn’t need to
keep the figures quite flat on
the screen, but it helped to
have the screen tilted slightly
towards the audience (as in
some Chinese examples).
My American colleague, Jim
Napolitano, uses a clear light
source so the rods are quite
visible and, if anything, that
confirms his presence behind
the screen and helps to
connect him to his audience

.

in his robust and very funny
show. My advice is not to
worry too much about rod
shadows. If the show is good
the audience won’t mind
them.
One day Jan Bussell
suggested that I try hinging
the rods to the puppets, and
that was a breakthrough. I
drilled holes across the end
of the wooden rods and
attached them with suitably
bent wire. It was no longer
necessary to hold both
rods at right angles to the
screen, and the permanently
attached rods lay flat on the
stacked puppets. [Fig. 8]
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Fig. 8. Jack from Fig.5 with wooden rods permanently hinged to the puppet.

The movement I could get
was much, much better
and these days I suggest
a “formula” for beginners
making their first figures:
“Three parts, with two rods
attached near the joints.”
I now use wire rods with
wooden handles.
More than 50 years after I
first performed Jack the Jolly
Tar I remade the piece, and
I’m glad to say it is much
improved. The song is about
Jack, a sailor, who overhears
a squire telling his lady-friend
to hang a string out of her
window that night, and he’ll
pull the string so that she
can let him in. Jack decides
to pull the string, and in
26

the morning when the lady
wakes up she sees him in
her bed instead of the squire
and starts to scream. Jack
apologises, and starts to
leave, but the lady decides
she doesn’t really want him
to go!
Instead of one figure for Jack
there are now three. The first
figure [Fig. 9 & 10] dances
in the street. It can turn its
head from side, its legs have
linked movement and it can
throw its arms up. A second
figure [Fig. 11] is the one that
sneaks across and pulls the
string. (I would usually have
positioned the arm rod at
the elbow, but so that Jack
can appear to pull the string

.

by pressing his hand against
it on the screen, the rod is
attached at the hand.)
The greatest difference in
this new version is the role
played by the string. As the
naked Jack [Fig. 12] moves
to take his leave he still has
hold of the string and, just
as he is about to exit, the
lady yanks the string and
hauls him back into her
bed! That happens on the
very last note of the song
with an immediate blackout.
In any song or story it’s
worth seeing if something
the audience has seen can
reappear to be used in a
novel way at the end!

[Figs 9 & 10] (Top left and right) Two views of one of the puppets for Jack (the Jolly Tar), in a 2012
re-make. [Fig. 11] (bottom left) This puppet of Jack sneaks across and pulls the string. I would normally
have put the rod to the elbow, but it goes to the hand so that it can push the string against the screen
and appear to pull on it. [Fig. 12] (bottom right) The naked Jack about to leave, but inadvertently
taking the string with him.

.
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Not all “Puppetry” is
“Puppet Theatre”. In theatre
things happen. The design
can be excellent, but that’s
not enough. Performing
puppeteers should have a
feeling for performance.
Jan Bussell began life as an
actor, and then a director,
and his wife, Ann, had
trained at RADA. I had
acted with several amateur
companies but it was
working on my first school
show in 1969 with Joan
and Betty Rayner that gave
me the necessary discipline
to become “professional”.
They were very experienced
international performers
and emphasised the
importance of simple, direct
language and bold action.
Strong words are better
than genteel equivalents,
so “smell” is better than
“odour”. Actions should be
deliberate and significant.
Reported action, that can’t
be seen, should be avoided,
so when in a story the Stork
drops the Wizard in the
river, we should see it do so.
Your audience has to easily
understand your intention,
and clarity is paramount.
After the necessary hard
work of rehearsals, doing
hundreds of performances
for schoolchildren was a
luxury. I became so familiar
with the show that I could
concentrate on working the
audience. It allowed me to
continue to improve timing
which was easier for me to
do because I don’t work
to a recorded soundtrack,
although that also means
I have to guard against
rushing.
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I think it may be useful to
give the background story
to two items, which were in
my original school show,
and are both still in my
repertoire.
The ABC had started the
local version of Play School
in 1966, some months after
I had returned from London.
One of the directors, John
Fox, came to see a show and
invited me to record some
pieces. He suggested that I
should try to combine two of
the items he saw. One was
an ostrich which bounced on
a tightrope, finally coming
down on it with such force
that it pulled down the
support posts. [Fig. 13]
The other was a mouse
balancing a hippo by being
on the long-arm of an
asymmetrical see-saw, and
finally having the hippo slide
down on to it. I followed
John’s suggestion, added a
slide and ended up with what
I still regard as my best item.
The number 3 is a “magic”
number. (We don’t hear of
The Four Bears, or The Four
Wishes.) This piece has three
creatures (the ostrich, the
mouse and the hippo) in turn
on three implements (the
slide, the tightrope and the
see-saw). It looks as if the
sequence has ended when
the mouse balances the
hippo, but then there is the
surprise of the hippo sliding
on to the mouse. A timed
pause before that slide,
allowing the audience to
anticipate, makes the finale
better. Once, when I got to
the see-saw, I had the hippo
come in after the ostrich

.

and before the mouse, and
soon learnt that the audience
wouldn’t allow me to change
the order! I have written
elsewhere that it felt to me
as if this item was waiting
to be discovered, and I was
the lucky one who stumbled
on it. Jim Henson once told
me he thought it was “pure
gold”.
The Broken Bridge is based
on a shadow-play from
France that pre-dates the
1789 Revolution. [Fig. 14]
In the original, a toff on one
side of a broken bridge asks
a workman on the other
side how he can cross the
river. The workman’s cheeky
replies infuriate the toff, who
exits and reappears in a
boat that carries him across,
unnoticed by the workman,
until the toff sneaks up
behind him and thrashes him
with his cane. In the original,
the workman’s responses
are all sung to a tune that
became well-known in the
streets of Paris. I decided to
do this piece for Play School,
dispensing with the sung
responses, thereby making it
much shorter.
I soon realised how well
suited this play is to shadowpuppets. Shadow puppets
can’t turn around without a
tricky construction, but the
toff initially appears near
the edge of the screen, so
when he backs to go out it
doesn’t jar. A second puppet
of the toff crosses in the boat
and a third, facing the other
way, comes in behind the
workman. Because of the
rods, once shadow-puppets
meet they can’t easily cross

Fig. 13. The ostrich on the tightrope. The original 1966 puppet was smaller, and the puppet was
remade in 1968 for a larger screen.

Fig. 14. From Théâtre des Ombres Chinoises, a book published in Paris in 1880.

.
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and one or both may have
to back off. But in this piece
they can cross because
the toff in the boat goes
under the workman. A third
puppet for the toff is the one
who sneaks in behind the
workman.
I had to be able to work two
puppets on the screen. The
toff doesn’t need to walk
when he enters at one side,
so his loose-hanging legs can
rest on the bridge. (There’s a
little restriction at the knees
so that they don’t bend the
wrong way.) He has two
rods. The one supporting the
body can rest on the shelf
behind the screen once he’s
in place, and the other to the
hand allows him to brandish
the cane. The workman has
only one rod, and that is
attached to the shoulders
of the arm piece with the
pick-axe, near where it is
joined to the body. His feet
are joined to the bridge,
and with that one rod I’m
able to get all the movement
needed. I’m also able to
“park” the puppet by resting
its rod on the shelf when I
want to give more movement
to the toff. [Fig. 15]
When we were recording the
item…on film, in those days
before video-recorders…John
Fox felt that the ending, with
the toff hitting the cheeky
workman, was a bit “tame”.
He asked if the workman
could reach back with the
pick. We tried it and found
that I could get the pick to
catch under the rod to the
toff’s shoulder. He could
then quite easily toss the
toff back across to the other
30

side. The piece ended with
the workman saying: “Now
you’re back where you
started”.

the start) and flying (at the
end). The story is no longer
the same as the traditional
version.

That was the ending when
I started working for Joan
and Betty in 1969 and,
while it was funny, it didn’t
seem right that the workman
should get away with this
so easily. Somewhere out
on tour I decided to remake
the bridge so that, after the
workman has thrown the toff
back across the river, the bit
of the bridge he’s standing
on can come away and he
can fall into the water. That
was the new ending for some
time, but not the last.

My advice?

From the outset I had a duck
swim across at the beginning
to establish the water, and
I also used it to wake up
the workman by quacking.
Much later I had the idea
of bringing back the duck,
only now it walks on to the
remaining bit of the bridge,
behind where the workman
had been standing, and
quacks as if it is laughing.
Then its wings appear and it
flies across the gap back to
the other side.
The timing here is very
important. The audience
should feel the play has
ended when the workman
falls into the water, only
to be surprised when the
duck flies across. A bit like
the string in Jack the Jolly
Tar, the duck, which was
incidental in the original
version, is now a major
player, demonstrating its
superior ability in crossing
rivers, by both swimming (at

.

Never be completely
satisfied with what you’ve
done! Even if it’s brilliant,
it is possible that it still may
be improved. That said,
there have been a few…
not all that many…occasions
when I’ve felt in complete
tune with my audience
and unable to put a foot
wrong. That is a wonderful
feeling for a performer, but
it certainly didn’t happen
for me in Fremantle in
1988! And sadly for some
people, after a half-century
of doing shows made up of
short, unrelated pieces, I am
unlikely to come up with an
“extended narrative”. That’s
a challenge for others!
As some of you will know
I directed shows for the
Marionette Theatre of
Australia over a period of
eight years using various
forms of puppet. (Usually
I chose cartoonists to do
the character designs.) I
was particularly happy
with Smiles Away, which
was developed over a
long period with the four
puppeteers (and others!)
contributing ideas. [Fig. 16]

[Fig. 15.] Backstage of The Broken Bridge.

[Fig. 16.] A publicity shot for Smiles Away [1981]. [Looking at this photo 40 years on I am
amazed that we had no complaints questioning what is happening! The figure on the right is the
Flying Doctor, and he is simply checking the health of the unsmiling Princess with his stethoscope.]

.
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Never be completely satisfied
with what you’ve done!
Even if it’s brilliant, it is
possible that it still may be
improved.

In the Sun-Herald [6 Sep.
‘81] Colin Menzies wrote
of it: “The best adult show
in town at the moment is
one for kids. ….If you get
a chance to see the MTA in
action in Smiles Away, take
it. It’s entertainment for all
ages.” I’ve learnt how very
valuable it can be not to be
tied down to a preconceived
script or action-plan. Instead
it is better to allow for fresh
ideas that might come from
simply playing around with
the puppets.
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Here’s a thought. The next
time you create a puppet
show you might hope that it
doesn’t end up quite as you
envisaged. Along the way
something could happen that
sparks a change that delights
you and makes the show
much better. The spark could
come from an unexpected
action a puppet can make,
a mistake during rehearsal,
a suggestion from someone
else, something you’ve
seen in another show, or
simply “out of the blue”. If it
surprises you, it could delight
an audience.

.

Richard Bradshaw (born
Sydney,1938) has presented
his shadow puppets in Europe,
the Americas, and Asia on 50
overseas tours. From 1976-83
he was Artistic Director of the
Marionette Theatre of Australia.
Richard’s Guide to Shadow
Puppets was published by
Charlemagne Press in 2015, and
he has also written articles on
Australian puppet history. Jim
Henson recorded a one-hour
documentary on Richard’s work
in Sydney in 1984.
A foundation member of
UNIMA-Australia, he has served
as President. In 1986 he was
awarded an OAM and in 2016 he
was made a Member of Honour
of UNIMA.

On A Career In Puppet Craft
∙
Tina Mathews

Tina stitching ‘Rattus’ for The Ferals (ABC Kids)

I moved to Sydney from New
Zealand in 1982.
I had been working with an
Australian, Peter Chester,
as a puppeteer and puppet
maker on a NZ Arts Council
community theatre and arts
project and puppetry had
really grabbed me.
I approached the Marionette
Theatre about work and
although there was none,
Beverley Campbell-Jackson
kindly offered to include
my puppets with an MTA
exhibition in the Opera

House called Puppet Stars.
Richard Bradshaw was
director at this time.
I returned to the MTA
some months later where
puppet makers Ross Hill
and Beverley were up to
their ears in Bottersnikes
and Gumbles and really
needed a hand in mass
producing them. I was game.
And after some months of
me volunteering, the MTA
applied for an Australia
Council grant to keep me on.

.

The workshop was in the
city (Sydney) in Sussex
Street, at the time and
it was an exceptional
learning environment. Ross
and Beverley were both
experienced and inventive in
their art and craft. Beverley
knitted, sewed, sculpted
and drew beautifully. Ross
understood sculpting for
theatre and the importance
of making puppets
indestructible. He could make
a silk purse out of a sow’s
ear and false eyelashes out
of an old bristle paint brush!
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And Richard would drop in
to the workshop frequently
to apply his mechanical
brain and particular humour
to all sorts of problems. I
remember when he came
up with the idea of the rod
through the palm of the Bear
Dinkum puppets for a black
theatre show. It enabled
them to gesture and refer
to other characters as well
as perform some top notch
ballet moves.
We moved to the Sailors
Home in the Rocks later in
the year and it was there
that Jim Henson made the
program about Richard’s
work as a puppeteer. Ross
and I met Jim during filming
and he invited us to work on
his film Labyrinth in London.
Having survived Bottersnikes
and Gumbles, then Bear
Dinkum with the MTA I felt
well placed to mass produce
goblins for Jim’s film. He was
going to need a lot of them
and production had begun
in London, so we packed our
bags.
The Creature workshop
was an exciting place
with very distinct areas of
expertise. There were mold
makers, latex cookers, latex
snippers, latex painters,
fake furriers, and those who
made armour, limbs and
bodies for glove puppets,
costumes, eyes and irises,
servo motor mechanisms,
marionettes, fingernails and
teeth, full body costumes and
more. No one was really
responsible for a complete
puppet and that was a big
change for us. There were
also very distinct ‘teams’34

those from the UK and those
from the USA and some
dark mutterings between.
Many of the makers had
worked on Dark Crystal and
so Ross and I being neutral,
fitted in where we were
needed. I did a lot of making
heads and bodies work well
together, adding features
like teeth and nails, liasing
with costume and armour
makers. Ross loved clever
mechanisms and made some
wonderful lichen with eyes
which followed Sarah when
she first enters the labyrinth.
He also made a beautiful
little flying goblin he was
very proud of.

Bear Dinkum

Every time I opened a
drawer in the workshop,
looking for fabrics or
fasteners, a gelfling or
muppet head in various
stages of completion or
disintegration would burst
out. It was always interesting
to see the experimentation
and sometimes the failures.
Although I’d done many
repeat characters before
they were for theatre not
the unforgiving scrutiny of a
camera.

.

At the Creature Workshop
I learnt how to reproduce
a character pretty exactly
and how to make a good
pattern to enable this. Also
they were never shy of
using strong safety pins for
connecting limbs- why get
complicated when something
so simple does the job? I
took that on.
Ron Mueck and his Ludo
team were good company
and full of useful knowledge
as was the other Australian,
Marion, whose job it was to
trim and paint all the latex
heads and hands. She was
an old hand at the job and
a whizz at hiding seams.
Jim was a constant visitor
to the workshop and like
Richard at the MTA had a
hands on approach, making
suggestions and devising
solutions wherever he could.
I feel lucky to have had that
time working with him. He
was a very generous man
and died too young, just a
few years later.
I had my new love waiting
back in Australia so, in
the end, I only stayed on
Labyrinth for a few months,
leaving Ross to go on to
filming and performing his
marionette flying goblin on
set. I’ve often wondered
what else I would have learnt
and how the connection
with Hensons would have
progressed, had I stayed in
London on Labyrinth. I did
stay in touch with Ron Mueck
for a time and with Cheryl
Henson but eventually lost
touch.

My new love is now my old
love and father of my grown
children, so I’ve never had
any regrets about coming
back to Australia. Ross did
eventually return home too
and I saw him before he died
of AIDS a few years later. It’s
many a day I lament the loss
to puppetry of his wonderful
playful and inventive mind.
Moreover he was a very
patient and kind teacher
and always appreciative of
my contribution to all our
projects - for instance he
always gave the job to me
if a puppet needed breasts.
He insisted he had no feel for
them.
Sadly Beverly CampbellJackson and Peter Chester
(my original puppetry
teacher in NZ) died as did
Kevin Scanlon who also
made puppets at the MTA.
So I feel like a lone voice
from the Sussex Street and
Sailors Home workshops and
urge those in the industry
to eat well, avoid smoking
(particularly in the workshop)
and not to use toxic materials
in unventilated work spaces.
It can be a dangerous job.

‘The Ferals’ under construction.
Above: Modigliana the Cat head sculpt.
Below: ‘Mixy the muddle-up-mixed-up bunny’ head sculpt

Armed with the things I knew
from Hensons about making
glove puppets for tv and film
I felt pretty confident when
ABC Children’s TV producer
Wendy Gray approached
me in 1992 to quote on
making four characters for a
pilot show called The Ferals.
A NZ friend Garth Frost
did the character designs
and I worked hard and fast,
assisted by Thomas Van
Koeverden on the mold and
rod making.

.
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It was the first time I’d used
acoustic foam for making
bodies and it proved to be
very tough and durable
during the many seasons of
the Ferals and Feral TV.
I reproduced the main
characters only once.
It was only when I went
to repair Mixy and Modi
for the ACMI show that I
realised this wonderful foam
had, nearly thirty years
later, turned into plastic dust
and a loose shoulder piece
was swimming around in a
fur sack. I bullied them into
shape with some strategic
stuffing and in 2021 they
look pretty respectable in
their case at ACMI.
The Ferals was a wildly
original show - full of rude
behaviour and excessive
violence. Wendy understood
the chaos of kids in tribes
and abuse of power and
she let all sorts of devious
behaviour onto the screen.
It was good fun to work on.
When the puppets were
completed I was employed
as a puppet doctor which
involved repairs and
inventions on the run – safety
pins again, lots of them
- and also quite a bit of
tail wagging and hand rod
operating. Eventually I wrote
quite a few scripts for it too.
Perhaps that’s what got me
on to writing picture books,
which is one of the things I
now do.

Above: Mixy body patterning.
Below: On set with Mixy and Modigliana

The Ferals was repeatedly
screened a few times after
we stopped making it but
is now only available on
YouTube. There is still a
substantial cult fan base
though.
There was even a headline in
the Beetoota Advocate one
year - Rattus Found Dead
in Surry Hills Apartment-
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Suspected Heroin Overdose.
The Ferals’ fans really
understood them and it is
certainly my greatest claim to
fame when I teach puppetry
at the national drama school
that not only did I know the
Ferals, but I actually made
them!

Tina with Modigliana in her workshop
Tina Matthews writes and
illustrates picture books and is
a visiting author and artist in
schools and libraries.
She designed, produced and
distributes the best selling
Black and White Baby Mobile for
newborn babies.

Books

Other work

Out of the Egg – is a new take

Puppet-maker, puppeteer and
writer in children's theatre
and television including the
Marionette Theatre of Australia,
Jim Henson's Labyrinth, The
Upside Down Show for Sesame
Workshop and Nickelodeon
Preschool Television, ABC TV's
Bananas in Pyjamas and The
Ferals.

on the old morality tale about
the little red hen

Waiting for Later – is about a

small girl climbing a big tree and
finding amusement in nature

A Great Cake - wild

imagination and cooperative
parents make for some great
cakes in this story

So Many Wonderfuls

- is about the joy of small
communities and shared places
and activities

Tina has been a Puppetry
teacher for the National Institute
of Dramatic Art, Sydney
For more information go to
www.ttinamatthews.com

Do What You’re Doing –

a cautionary tale for those
prone to digital distraction and
compulsive multi-tasking

.
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Simple Pleasures
∙
Leon Hendroff

‘Fox’ (2015) - Spare Parts Puppet Theatre (SPPT) Photo: Simon Pynt

I have been captivated by
puppetry since childhood
and over the years have
made many puppets from
small to large, simple to
complex, realistic to abstract.
Many times the simplest of
puppets has proved most
effective and continually
reminds me of the joy of
seeing a simple puppet
spring to life. This was
what sparked my interest
in this wonderful art form
that allows creators and
audiences to dream in reality.
Of course there is a time
and place for all the varied
forms of puppets, which is
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an important consideration
when designing and making
for puppetry, but for now
I shall focus on two simple
materials which have always
been a part of my practice:
paper and fabric.
Partly because they have
always been readily
available, paper (or
cardboard) and fabric have
always been handy in my
design and making, plus
the fact that you don’t need
fancy tools or techniques to
work with them has allowed
for efficient conceptualising,
prototyping and even

.

construction of finished
puppets.
Because puppetry is such
a physical and tactile art
form, it has been invaluable
to work with quick and easy
materials which can give
you a feel of how a puppet
could look and move at
early stages of the creation
process. Various papers and
fabrics also have the innate
combination of structure and
flexibility, allowing dynamic
movement and the ability
to be animated without the
need of complex controls
and mechanisms.

‘Animated Textiles’ is a
name I have been using
for fabric based puppets,
using the natural movement
of the material as the main
source of life for the puppet.
Creatures which can float
through the air, move with
the fluidity of water, or grow
to fill a space and shrink
back to almost nothing; all
made possible by the natural
qualities of a piece of cloth.
Silks, tulles, stretch fabrics
and felt with their varying
rigidity and suppleness have
never ceased to amaze me
with the potential for life and
unique movement they hold
in their very nature. Also
that I can create large scale
imagery which can pack
down compactly has been
liberating with this medium.

The One Who Planted Trees (2021) - SPPT

See videos of ‘The Fox’ (Left) and
Carnival of Animals by Spare Parts
Puppet Theatre (Right) in the QR
Codes below.

Carnival of the Animals ‘Aquarium’ - SPPT/WASO.
Photo by Rebecca Mansell

.
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Carnaby Cockatoo Puppet at Joondalup Festival
Photo by Tanya Voltchanskaya

.

.

Wattle Baby Puppet at Joondalup Festival
Photo: Tanya Voltchanskaya

Paper sculpture has also
been a great inspiration for
me since childhood. The
ability for a flat pattern to
become a three dimensional
form has been most valuable
in my puppet making. Over
the years this technique
has led me to explore more
durable materials which can
be worked in similar ways
to paper and cardboard.
Materials like sheet plastic,
foams and fabric interfacing
have opened up more
opportunities for continued
exploration.
My hope is that we can
all continue to be inspired
by the simple pleasures of
working with or watching
humble materials, and the
potential they hold for
communicating life and
realising dreams with a
little imagination through
puppetry.

The Twits - SPPT

Leon is a designer and puppet
maker with a background in
graphic design and illustration.
Since 2005 he has been
designing and creating puppetry
for theatre including numerous
Spare Parts Puppet Theatre
productions, festivals and events
including award winning puppets
for Joondalup Festival (WA), as
well as for displays, retail and
workshops.
Maquettes for ‘The Last Numbat’ - SPPT
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https://sites.google.com/site/
leonhendroffpuppets/

Dream Puppets
A Journey and Exploration into Black Light
Puppet Theatre
∙
Richard Hart
Dream Puppets, based in
Melbourne, is now in its 25th
year, founded by Richard
Hart in 1996 and later joined
by Julia Davis in 2001.
It is an independent puppet
theatre company that
creates mostly Black Light
productions that have
endured and remain very
popular with audiences
today. The company has
toured all over Australia
and many times for overseas
puppet festivals.
The productions are
technically sophisticated and
visually spectacular, using
rod puppets with minimal,
if any dialogue, focusing
on the movement and body
language of the puppet
to communicate with the
audience.
A fundamental element of the
performance is a continuous
music soundtrack, composed
especially for each
production by Melbourne
musician, John Grant. The
music is fully integrated with
the storyline, action and
scenery in a similar way to
films.

The shows take well over
a year to put together and
cost thousands of dollars,
so they are designed to
endure. Refinements and
improvements are regularly
made, so in a sense they are
continuous works in progress.

Why Black Light?
Richard’s background is in
Architecture, Art/design and
video production. For over
seven years he worked with
primary age school children
at the Fitzroy Community
School, putting together
video productions using
their story ideas which won
many A.T.O.M awards.
Great effort was made to
visually realise their ideas
and this led to Dream
Puppets’ approach - to
focus on celebrating and
exploring the imagination.
This required an empty
theatrical space for anything
to happen with no apparent
boundaries except the stage
proscenium. Black light was,
to him, the best and most
accessible technique to
enliven imaginative events
and journeys.

.

Black Light is a light source
that emits in the violet
and ultraviolet spectrum.
It is commonly created
by fluorescent tubes and
LEDs. Certain pigments and
bleached whites glow or
fluoresce under the light.
Against a black velvet
backdrop, manipulated
by black velvet covered
performers, puppets and
objects which are painted in
fluorescent colours appear
to float and/or move by
themselves. Things can
appear and disappear
from nowhere. Richard
has explored a technique
of missing colours which
produces a far greater
range than the usual neon/
fluorescent spectrum.
There are certain challenges
to be overcome when
creating a transportable
black light stage that can
work in schools and other
venues. Dream Puppets
has developed and refined
portable booths 3 meters
wide, 2 meters deep and
2 meters high. Foldable
aluminium pergolas were
adapted to make the stage
framework strong and stable
enough, but also lightweight.
45
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Skeleton of A Dreamer Puppet

.

Dreamer at a window scene from The Rainbow Cat

These structures can safely
support two ’36 inch”
fluorescent tubes at the top
front and one below lighting
the middle playboard. The
fluorescent tubes are securely
mounted in a tubular housing
with an open and closing
section so to double as a
road case and can be easily
attached to the stage.
These protective housings
have worked for over
a decade of continuous
bumping in and out,
including international air
travel. They have always
passed the electrical test and
tag every year.

Creating Scenery
Dream Puppets is still
exploring and developing
new ways to change
scenery, introduce props
and design of characters.
For many years, fine black
nylon netting or tulle has
been painted with fluorescent
paints to create a theatrical
scrim which appears to
be solid until a puppet or
object appears behind it.
When this happens, the
scrim can appear to be the
background or environment
which the puppets are within,
rather than just behind.
All the scrims are mounted
on rollers in the top of the
stage for protection, ease of
set up and transport. They
drop down at the front of the
stage and roll up quickly and
easily to be used again, if
needed.
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Above Left and Right: Scrims from ‘Dreamer’
Bottom Right: Rainbow Cat
Overleaf: Sections of a Rainbow Cat

Props are now made from
a recyclable plastic sheet
called corflute, which comes
in different thicknesses. It is
lightweight, fairly durable
and can be reinforced if
needed. Once the shape
is cut out, the means of
mounting it to the stage is
attached, (Dream Puppets
uses aluminium and pop
rivets or good spray contact
glue to make a hook or
playboard mount).
A cheap spray glue is used
to cover the corflute surface
with cooking muslin that can
fit around shaped edges and
then a coat of slightly diluted
PVA is added, When dry, it

.

makes a stronger prop and
an excellent painting surface,
similar to painters’ canvas.
Dream Puppets is working on
three new productions two
of which are intended to be
launched this year. Two are
Black Light; The Rainbow
Cat and Dream House, while
the third, The Cat’s Special
Voice, will be presented in
an open table top style and
is designed, constructed and
performed by Julia Davis.

.
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Richard Hart is a full time
professional puppeteer directing
Dream Puppets for the past 25
years, a very successful local,
national and international black
light puppet theatre based in
Melbourne.
He studied Architecture and Art
in Sydney during the 1970’s
and early 80’s. This led to a
production of ‘The Angler Fish
Ballet’ that was performed for an
extended season
at the Adelaide International
Puppet Festival, 1983. This
production was the earliest
combination of puppetry and
visual projection, (now digital),
in Australia.
In the early 1980’s, he
produced two issues of
Manipulation, following on from
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Maeve Vella. This was the only
regular puppetry magazine in
Australia until the mid 1990’s.
Richard’s involvement with
UNIMA Australia spans three
decades, firstly as Treasurer,
then Secretary twice, the
second term being for six years.
From 2015 to 2020, he was
President.
With Julia Davis, he created
the first UNIMA Australia email
newsletter in the mid 2000’s
titled UNIMA OZ. They later
produced O.P.E.N. for 5 years,
the only online puppetry
magazine on Australian puppetry
for that period.

.

Anyone interested in further
information or who is interested
in exploring Black Light, feel free
to contact Richard Hart at;

richardhart4@gmail.com
www.dreampuppets.com.au

Behind The Seams
Pulling back the fleece and sharing the secrets
of puppet building
∙
Katherine Hannaford
When I am with one or
more of my puppets at a
gathering, I am always asked
“Did you make that?”,
and I answer “yes”.
I get the follow up question
“how did you do it?”. I then
go into explaining how I built
the puppet but what I always
say next is “if you want to
learn how to make your own
puppet…” followed by a list
of websites, videos, or books
on puppet making that might
interest them.
Here, I am going to share
my list of where anyone can
learn to build puppets...

A Mentor
A list of websites and
videos was not an option
for me when I started
puppet building in early
2003. The internet was
still very young and social
media barely existed. I was
visiting my grandparents in
Canberra ACT, and my life
changed when I visited the
Old Canberra Bus Depot
Markets. That is where I
met Marie Martine Ferrari
(formerly of Skylark, Ferrari
Puppets, and Theatre of the
Sun).

The author with Pacha Romanowski at ‘Beyond The Sock’ 2017

For 10 years until her death
in 2013, Marie Martine
taught me how to build
large Bunraku style puppets,
small rod puppets, masks,
and foam hand and rod
puppets. When I wasn’t
able to visit her at her
studio, we communicated
regularly through letters,
sometimes through email and
occasionally phone calls. In
my letters I would ask her
questions, and she would
send me detailed answers.
A mentor in the puppet world

.

is a very precious thing. It
is what keeps the puppet
traditions and stories alive
when a master passes on the
craft to an apprentice. I am
now very fortunate to have
two new mentors for puppet
building- BJ Guyer and Pasha
Romanowski, and two for
puppeteering - Peter Linz and
Noel MacNeal. If you see a
puppet builder’s work that
you like - it doesn’t hurt to
ask them if they run group
workshops, or ask them to
teach you privately.
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The Internet
The internet is a wonderful
resource for beginner and
experienced puppet builders
alike. There are literally
thousands of videos online
on how to make puppets, but
there are the great videos, as
well as the awful videos that
make experienced puppet
makers cringe. One of the
positives of the pandemic,
the technology became
available to run workshops
online that were accessible
from anywhere in the world.
This is a list of the videos,
and websites I recommend
to builders of all experience
levels.

Stan Winston
School of
Character Arts
http://stanwinstonschool.
com/
By far, Stan Winston School
of Character Arts is my first
go to place to learn to make
anything. If I don’t know
how to make something, and
I want reliable instruction,
I look at SWSCA’s library
of videos before I look at
YouTube. You can learn how
to build a Marionette with
Scott Land, a creature muscle
suit with Ted Haines, foam
hand and rod puppets with
BJ Guyer, and even cable
controlled mechanisms with
Richard Landon. Everything
from the special effects world
is accessible worldwide on
demand via streaming, or
DVD.
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Be directed to the
Stan Winston School

Project Puppet
www.projectpuppet.com
Project Puppet has the
best quality foam puppet
patterns on the internet. The
instructions are clear, there
are pattern shapes to suit
all kinds of characters, and
the results are consistently
wonderful. Project Puppet
also sells the best kind of
reticulated foam used in
making foam puppets, and
I am frequently referring
to the wonderful tutorials
page to guide me with my
building. I use the Project
Puppet Roly puppet pattern
(with permission) in all my
puppet building workshops.
Tom Stewart from Creature
Works Studio created a
wonderful video series on
how to build a Project Puppet
Roly Puppet.

.

How to Make a Foam
Puppet: Coring Solid Foam
Puppets
with BJ Guyer

Puppet Pie
https://puppetpie.com/
Puppet Pie Studio is run by
Sesame Street Puppeteer
and puppet maker Stacey
Gordon. Since the beginning
of the pandemic, she
has been hosting online
workshops on puppet
making and puppeteering
through Zoom taught by
experts including puppet
designer Steve Troop, puppet
fabricator Mary Nagler,
as well as puppet maker
and puppeteer Michael
Schupbach.

Puppet Pelts
https://puppetpelts.com/
Puppet Pelts is my favourite
site to buy supplies for
my puppet building. They
stock Fuzzelle™ fleece and
Nylafleece™ which are the
replacement textiles for
Antron Nylon fleece. They
also stock faux furs, eyes,
rods, notions and tools.

Center for
Puppetry Arts
www.puppet.org
The Center for Puppetry
Arts in Atlanta, Georgia,
USA is both an incredible
puppet museum, but it is also
an educational facility for
puppet makers, puppeteers,
and for people interested in
the history of puppetry.
The Center has been
offering online puppet shows
since the beginning of the
pandemic, but as a puppet
builder, I love their behind
the scenes videos of how
they create the puppets used
in their shows as they share
great building tips such as in
this playlist of how they built
the puppets for Harold and
the Purple Crayon.

Professor Mark Toonery (centre) and the attendees including the
author at the Creature Features workshop- Photo Credit Center for
Puppet Arts 2019

Books

Foam Patterning
and Construction
Richard Bradshaw’s Techniques
Turning 2D designs into 3D
Guide to Shadow
shapes
Puppets
By Richard Bradshaw

Harold and the Purple Crayon Behind The Scenes at The Centre
For Puppetry Arts.
Youtube Playlist

Richard Bradshaw’s Guide
to Shadow Puppets is like
having a private workshop
with Richard on your shelf.
Everything you need to know
from building simple puppets,
trick puppets, and making
the shadow screen is inside
this book.

By Mary McClung

Covering everything from
foam types, tools for working
with foam, patterning and
carving foam, as well as
finishing processes, this
book is a wonderful source
for puppet fabricators and
makers.
224 pages
ISBN: 9781138016439

The book is only available on
demand from Charlemagne
Press at the link below.
204 pages
ISBN: 978-0-921845-43-0
Visit Charlemagne Press

.
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Figures in the
Fourth Dimension
Mechanical Movement for
Puppets and Automata
By Ellen S. Rixford
This book was described
to me as the “next golden
Fettig book” and it is
true. This book is a must
for anyone who wants
to build mechanisms into
puppets. Every mechanism
is meticulously described
and drawn. There are lists
of suppliers and links to
purchase the supplies for
many of the mechanisms
included.
http://www.
figuresinthefourthdimension.
com/
512 pages
ISBN 978057815865 5
Read A Sample

Hand book of
Design and
Technique
By Hansjürgen Fettig
Known in the puppet world
as the “Golden Fettig
Book” There are 2 versions
of this book- the original
printing in German with a
green cover, then Ray Da
Silva re-published the book
in 1997 in a very limited
English edition with the
gold coloured cover.
Hansjurgen Fettig was an
incredible puppet designer
who made free standing
table top puppets, rod
puppets and staging
using everyday accessible
materials of plastic pipes,
wood and papier mache.
The book is full of black
and white schematics, and
detailed descriptions.
Both the German and
English editions are now
out of print, but can be
found on the second hand
market. The English edition
does attract high prices
on the second hand book
market because it is so
rare.
353 pages
ISBN0951360051

View Faceook Group (Left)
and Gary Friedman’s short film
(Right).
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Glove and Rod
Puppets
By Hansjürgen Fettig
This book was the first to
be written by Hansjurgen
Fetting in 1973 and included
wonderful schematic
drawings of Fettig’s
construction methods using
plastic, wood and papier
mache. There are some
colour illustrations. There is
also a chapter dedicated to
different ways of costuming
small puppets.This book
is also out of print, but is
available on the second
hand book market.
119 pages
ISBN 0245518568
Puppeteer and documentary
maker Gary Friedman
interviewed Fettig. His
documentary- Hansjürgen
Fettig - Puppetry Secrets
Revealed features this
interview as well as
demonstrations of the
puppets from both books.
A number of puppet makers
are trying to recreate the
Fettig style puppets from
the books. They have a
Facebook group for people
who are interested in trying
to build using Fettig’s
techniques.

Maker Spotlight
∙
Hilary Talbot

I am a Canberra-based
sculptor and maker, with
a particular interest in
puppets and puppetry. Since
beginning with Company
Skylark in 1995 I have
collaborated as a freelance
maker with a wide range
of theatre companies,
performance artists and
cultural institutions.
My most recognised work
over the last few years
are the big head political
puppets made for an
independent political activist,
Matt Armstrong of Puppet

Politics. The series stands at
five at the moment - Abbott,
Turnbull, Joyce, Shorten and
Morrison.
My other interest recently
has been a body of work
called The Piano Creatures,
which are creatures made
from piano mechanisms. Half
sculpture, half puppet.

.

The whimsical concept here
is that is that the creatures
over time have evolved from
discarded driftwood musical
instruments, and have
adapted in various ways to
that pollution.
Website: spiritsdancing.com
Instagram / Twitter: @hil121
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Foreward
Performance and Innovation
.
Philip Millar
Puppetry is a hybrid art
form. One which borrows
and blends from across the
visual and performing arts,
defying simple definitions
and regularly re-inventing
itself. The fundamentals of
puppet performance remain
relatively fixed but new
materials, trends, tropes and
fashions make for a shifting
landscape.
One clear example of
a shifting trend is the
development of glove
puppet technique. Once
upon a time, glove puppetry
was defined in relation to
traditional Punch and Judy
style characters. When Jim
Henson re-worked glove
puppet design to emphasise
a moving mouth more suited
to television performance,
he set in motion an
approach which is now
virtually the default form
and performance technique.
With the increased use of
screens as the baseline for
communication, a puppet
form developed for a camera
was destined for domination.
The more technologically
complex field of animatronics
has also seen a shift as
technologies develop. In
years past, complex puppets
would be operated by a
team of performers, each

dedicated to a particular
lever or control to manage
one or two functions. Now
advanced motion capture
and playback systems can
allow one or two performers
to drive multi-axis characters,
with the ability to tweak, edit
and repeat movements as
desired.
Despite the dominance of
certain forms and styles
in performance, puppetry
remains an art form
amenable to innovation and
re-invention. New materials
and new technologies allow
for construction methods and
scales of operation which
were previously very difficult
to achieve. The ubiquity of
screen entertainment and
the demand for constant
streams of new content has
also created opportunities
for innovative puppet
artists. Puppetry is possibly
consumed more frequently
now in 2D space, on a
screen than it is experienced
live in a theatre space.
The potential expansion
of Virtual Reality and
Augmented Reality systems
may create further options
for the adventurous
puppeteer. Conversely,
the dominance of screenbased entertainment has
encouraged others to return

.

to traditional forms and
techniques.
The authors of the following
articles indicate the need for
versatility and flexibility in
order to survive in the arts
in general and in puppetry
in particular. Sarah Kriegler
describes how Lemony S
takes a practical and showspecific approach to their
puppetry, and are not tied
to any particular style or
technique, letting the work
determine the best approach.
Peter J Wilson shows
how a desire to maintain
and develop work led to
training new puppeteers and
recording the history of the
artform in Australia. Sue
Wallace brings an analytical
approach to examining
the state of play across
the country, noting that
recent events have curtailed
traditional options and have
forced artists to find new
avenues.
Overall, Puppetry
celebrates diversity in form,
materials, construction and
performance. It remains an
art form which gives us a
smorgasbord of options.
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Contemporary Voices:
Lemony S Puppet Theatre
.
Sarah Krieglar
Lemony S Puppet Theatre
is an award-winning
independent theatre
company with a big
reputation. Founded in
Melbourne by theatre-makers
and puppeteers, Sarah
Kriegler and Jacob Williams
in 2007, our inaugural
work Apples and Ladders
premiered at the Malthouse
Theatre and since that time,
our work as been seen
on stages large and small
throughout Australia and
overseas.
While we began as a
partnership, we have a core
group of regular artistic
collaborators including
Ben Grant (performer/
dramaturg), Tamara Rewse
(performer/puppet maker/
puppet designer), Rachel
Burke (lighting design),
Jethro Woodward (sound
design), Steph O’Hara
(sound design), Yvette
Turnball (set & costume
design) and Rainbow
Sweeny (production).
Other fabulous collaborators
have included Hamish
Fletcher, Suzannah Espie,
Fiona McLeod, Kyoko Imazu,
Jonathon Oxlade, Kevin Ng,
Bec Etchel, Bronwyn Pringle,
Richard Vabre and Marco
Cher-Gibard.
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Our process of working is
highly collaborative, priding
ourselves on a rehearsal
room where everyone’s roles
blend and blur, working
together with rigour and
integrity and the result are
works in which performance,
design, lighting design
and sound are deeply
integrated. To survive
as a small company, we
regularly collaborate with
venues, presenting partners
and other companies such
as Arts Centre Melbourne,
Melbourne Recital Centre,
Chamber Made, Melbourne
Theatre Company, Darebin
Arts, HotHouse, La Mama,
Polyglot, Aphids and the
Flying Fruit Fly Circus.

answer is ‘no’ and so we
steer away from puppets,
making other theatrical
choices but very often with
the type of stories we want
to tell, puppetry is certainly
the best choice. A perfect
example of this is our recent
work for family audiences
Picasso and His Dog. This
work tells the story of Pablo
Picasso and the sausage
dog he had in the last 17
years of his life. In this work,
Picasso was played by an
actor as there was no way a
puppet could play this role
with the subtlety and depth
required but there was no
other theatrical tool we could
use but puppetry to play the
dog.

While puppetry is always
present in our work, the
work always begins with the
story, meaning the content
of the work drives every
other decision; design,
casting, puppet choice etc.
Consequently, our ‘style’
of puppetry is hard to pin
down, changing with each
work in order to best serve
the story. Coming from a
theatre-making background,
we are constantly asking
ourselves, ‘is a puppet
the best way of telling this
story?’ Sometimes, the

At Lemony S Puppet Theatre,
we explore theatre like
metaphysicians, using
puppetry to interrogate
questions about the nature of
objects in the world around
us. We relish in puppetry’s
ability to examine metaphor
three dimensionally and
are deeply interested in
the impact that has on an
audience. At present in
our work, we have a two
particular artistic fascinations

.

(1) combining puppetry with
live actors and what this
relationship can communicate

.

Picasso and His Dog. Photo Jeff Busby
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Taking The Waters. Photo Jeff Busby
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Apples and Ladders. Photo Jeff Busby

to an audience and
(2) the impact of marrying
resonant images/puppets
with live music or deeply
integrated sound design.
Our recent work for adults
Taking the Waters, explored
both of these artistic
fascinations, overlapping live
song with actors and puppets
and the result was a deeply
moving exploration into
caring for the dying.
As we write this article,
Melbourne is ever-so-gently
emerging from Stage 4

Covid 19 Lockdown. 2020
was to be a very busy
year for Lemony S with
a new work to be made,
a remount to present at
Melbourne Recital Centre
and the Melbourne Festival
of Puppetry to produce. All
of these things have been
postponed and instead we
find ourselves digging the
soil of our gardens, cleaning
out our workshop, sorting
through piles of things on
our desks and pivoting and
pivoting and pivoting again.
But, one gift 2020 has given
us is time - time to reflect
on what the hell we have

Sarah Kriegler is an award
winning director, puppeteer,
writer, and co director of
Lemony S Puppet Theatre.
She trained at the V.C.A, School
of Drama (Animateuring),
and Teatro San Martin Puppet
School, B.A. Argentina. Most
recently, she wrote and directed
Lemony S’ new work Picasso and
His Dog which will tour nationally
and internationally during
2019/2022 and was dramaturg
and puppetry director on The
Flying Fruit Fly Circus awardwinning show ‘Junk’.

She has created works with
many other companies including
The Malthouse, Chamber Made
Opera (CMO), Polyglot, Terrapin,
Aphids, Arena and Theatreworks.
She was an Artistic Associate
at CMO for 7 years, where she
directed Captives of the City,
commissioned by Arts Centre
Melbourne, receiving two Green
Room Awards.
Sarah is currently co-chair of the
Contemporary and Experimental
Theatre Green Room Awards
Panel. She is an alumni of
Melbourne Theatre Company
Women Directors’ program

.

been doing for the past 13
years, where our artistic
practice has been leading us
knowingly or otherwise. And
what we have learnt about
ourselves and our company
is, even in these dark and
difficult times, art is in our
bones - we cannot leave it
behind, even if we wanted
to.
There are so many stories still
needing to be told and so,
on we go – with hope in our
hearts, a pen tucked behind
our ear and a new idea
brewing.

and was Assistant Director/
Puppetry Consultant on MTC’s
‘Vivid White’. During 2015 &
2017, she collaborated with La
Mama Theatre to present the
Melbourne Festival of Puppetry
which received a Green Room
nomination for ‘Curatorial
Contribution’.
Sarah is currently training young
puppeteers with her partner
Jacob Williams at The Lemony S
Puppet Lab.

www.lemonys.net.au
@lemonyspuppettheatre
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The Fellowship
.
Peter J Wilson
It was early 2001. I was
back living in Canberra after
working on the Sydney 2000
Olympic Opening Ceremony
for the previous 18 months.
The Olympics had been
a great success. It was a
remarkable event to have
worked on and to have been
part of that great creative
team. History tells us that
the Sydney Games were
considered ‘The Best Games
Ever” by the president, Juan
Samaranch of the Olympic
committee.
But that didn’t help my
situation as work back in
Canberra had virtually dried
up. Working on the opening
ceremony was going to lead
me to so many possibilities …
well so I thought. How wrong
was I.
So, over the final few months
of 2000 and into early 2001,
realising that there was very
little in the offering, I began
to develop a few ideas that
over the next few months
would begin to gain some
interest. I had a fire in the
belly that needed to be
acted upon - I was observing
a decline in support for
puppetry - and what I was
seeing didn’t excite me.
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Having worked in puppetry
for 25 years at that time,
I had been part of one of
the most exciting times of
the emergence of an art
form that began to shift
from being simply seen as
‘puppetry for kids’ to a very
serious approach to what
may be possible when some
money can be found to give
artists the chance to develop
their art.
The Marionette Theatre of
Australia under Richard
Bradshaw had created a
solid following in Sydney
and exciting works began
to emerge. The Tasmanian
Puppet Theatre in the ‘70s
established a number of
exciting shows and terrific
training programs - a stand
out production was Nigel
Triffitt’s Mommas Little
Horror Show and Skylark’s
shift from puppet theatre for
kids to large scale theatre
for all audiences - The
Hobbit and Charlotte’s Web
being two such works - and
Handspan Theatre’s exciting
new approach to animating
the impossible. Handspan
productions such as Secrets
and Cho Cho San suddenly
found an audience.
By the end of the late ‘90s
all the above companies had
virtually gone. Tas[manian]

.

Puppet Theatre died in the
early ‘80s, the MTA was
gone late ‘80’s, Skylark
left the scene in 1998 and
Handspan theatre closed its
doors in 2002. Terrapin had
emerged from the ashes of
the TPT, Spare Parts in Perth
was established in 1981 and
Polyglot was still presenting
shows for a school’s market,
but less of puppetry.
Let’s get to the fire in the
belly.
We are not good at
documenting our art form
so I decided to write a book
about puppetry in Australia
over the previous 40 years.
Also puppeteers in Australia
had not come together
en masse to celebrate our
art form for more than 12
years. Why not think about
a National Puppetry Summit
/Festival; an event full of
shows and masterclasses?
There had been no official
postgraduate training in
the Puppet arts in Australia
- time to change that.
And I was keen to set up
a new puppetry based
visual theatre company in
Melbourne.
Four big ideas. Four ideas
that I believed would put
an energy back into the
puppetry community that I

felt was lacking and raise the
profile of puppetry to where
it belongs amongst other art
forms like dance and drama.
But how to implement all
these ideas was the next
challenge.
I had been speaking with
the Victorian College of
the Arts over a number of
years about the possibility
of establishing a puppetry
program within the College.
I also had some strong
conversations with Currency
Press in Sydney to support
me in writing a new book on
puppetry.
So in June 2001, after
approaching The Arts Centre
through calls and emails
to chat with them about
my ideas, I was invited to
Melbourne by the The Arts
Centre Chief Executive Tim
Jacobs to talk through where
I thought puppetry could find
a stronger voice within the
arts in general.
Following my presentation of
ideas to The Arts Centre, to
my complete surprise I was
offered a Senior Creative
Fellowship for one year
to enable me to carry out
the vision I have outlined
above. I had no idea that my
meeting with the CEO of The
Arts Centre would result in
an amazing opportunity to
spend a year developing the
four ideas. This was the most
incredible gift an artist could
ask for. I was totally blown
away.

Within 6 months I made the
move from Canberra back
to Melbourne to begin the
Fellowship. That was January
2002. There was much to
do: an exciting four-pronged
program of writing a book
on puppetry with Geoffrey
Milne; A National Puppetry
and Animatronic Summit
to prepare for October
2002; writing Postraduate
and Masters Courses in
puppetry; and establish a
new puppetry-based visual
theatre company.
I had an office desk at The
Arts Centre. This was home
for the next year, in fact the
Fellowship was to extend to
18 months as there were too
many things to do within that
first year.
Throughout 2002/03,
I researched material
and interviewed many
puppeteers, designers,
writers and directors for the
book, which took on the title
‘The Space Between’.
Currency Press in Sydney
were incredibly supportive
throughout the process of my
putting the book together. It
was finally published in 2004
and launched in August of
that year at The Arts Centre,
Melbourne.
In early 2002 as the
fellowship began, I
approached Robyn Archer,
the 2002 Melbourne
International Arts Festival
Director, about the possibility
of the National Puppetry
and Animatronics Summit
being somehow umbrellaed
by the festival. Robyn was
incredibly enthused about

.

the idea and included the
Summit within the festival.
Having both The Arts
Centre and the Melbourne
International Arts Festival
supporting the Summit was
vital to underpinning the
success of the event.
The summit ran for four days
during the 2002 Melbourne
International Arts Festival
and attracted over 200
delegates. Masterclasses,
performances, international
directors, writers, producers,
designers, puppeteers
participated in a wide
range of activity within the
program. The Summit was a
resounding success.
Throughout 2002 and ’03, I
developed the Postgraduate
Diploma in Puppetry courses
at the VCA with Richard
Roberts and Andrea Hull,
both champions for the new
puppetry program. I had
assembled a brilliant team
of teachers: Gilly McInnes;
Richard Jeziorny; Phil
Lethlean; Al Martinez; Annie
Forbes; as well as guest
international puppet artists
such as Ronnie Burkett and
Duda Paiva. Sponsorship was
found from various sources
and the course was launched
in late 2003, officially taking
in the first student cohort in
February 2004.
The Postgraduate Diploma
was a one-year course
with subjects including:
Writing; Puppet-making;
Puppet Design; Lighting;
History; Production;
and Solo-creation. Each
year concluded with an
international puppet artist
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(including Philippe Genty
and Mary Underwood,
Eric and Ines Bass, I Made
Sidia and Petr Matásek)
undertaking a 6 to 8
week masterclass with the
students plus invited artists,
culminating in the creation
of a presented work for the
public.
The program was a huge
success. The impact on
all aspects of puppetry
across the VCA School of
Production was immense.
Some 220 production
students engaging in some
way with puppetry in either
design, lighting, sound
design, puppet-making, stage
and production management.
A legacy in itself in giving
students a chance to
understand more about the
art form in all its guises. 45
Students undertook the fulltime course over the 6 year
life of the program.
The Postgraduate Puppetry
Program thrived for 6 years
until it was summarily axed
at the end of 2009 by the
new Director of the VCA.
Everyone involved was
shattered. I was told that
puppetry was a “boutique
art” and the VCA could not
afford to waste money on
such niche art forms.
The Arts Centre’s gift to
me and the puppetry
community was one of those
rare wonderful moments
that happen in an artist’s
life. I will be ever grateful
to them for enabling my
dream of creating a tertiary
puppetry program at the
VCA, establishing a National
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Puppetry and Animatronics
Summit, writing The Space
Between covering 40 years
of Australian puppet artistry,
and giving me opportunities
to expand my teaching and
directorial work throughout
Australia and beyond.

Peter J Wilson is a Melbourne/
Bali based artist, his professional
career in puppetry began in
1975.
He Co-founded ‘Handspan
Theatre’ in 1977 and was
associated with the company
for 18 years, working on many
productions including Secrets,
Four Little Girls, Cho Cho San,
The Reading Boy and Smalls.
Peter’s association with
Nigel Triffitt offered him an
opportunity to work on the
productions of Mommas Little
Horror Show, The Fall of
Singapore and Moby Dick.
In 1985, Peter studied at
the L’Institut International
de la Marionette in Charleville
Mezierres France, under the
direction of Philippe Genty.
In 1993, Peter was appointed
as Artistic Director for Company
Skylark in Canberra. He created
works for both children and
adults including the international
touring success of Wake Baby,
Twinkle Twinkle Little Fish, Inside
Dry Water and The Hobbit.

.

In 2000, Peter directed the
‘Nature’ segment for the
Sydney 2000 Olympic Opening
Ceremony. Also In 2000,
Peter was associate director
and puppeteer for the widely
acclaimed ‘The Theft of Sita’,
touring Internationally between
2000 - 2002.
Peter was Director of Puppetry
for the Melbourne 2006
Commonwealth Games Opening
Ceremony. He was also Segment
Director and Director of
Animation for the 2006 Asian
Games Opening and Closing
Ceremonies held in Doha, Qatar,
December 2006.
Peter has worked extensively
throughout Asia including China,
Malaysia, Cambodia, Japan and
Indonesia.

http://pwilson.com.au/

Is The Puppet Show Dead?
A Report on the State of the Art of Puppetry
in Australia
.
Sue Wallace
The initial provocation for
this research was to find out
how many puppeteers had
tour ready puppet shows
that they could perform
at schools, festivals, fairs,
theatres and events. I
had a suspicion that the
puppet show was heading
to extinction in Australia
because I could count on one
hand the number of quality
puppet shows I could call
on in the Sydney region to
perform at the ImaginArta
Puppet Centre.

By puppet show I mean a
tourable show with set and
puppets that is performed to
an audience with a defined
duration. This encompasses
large shows that take time
and people to bump in to a
theatre to the solo performer
who can set up in a variety
of environments in under an
hour.
However, the research
expanded to try to find out
about every artist in Australia
who is engaged with
puppetry. It became obvious

that this was not possible
in the timeframe. I was
able to contact 75 entities
involved with puppetry from
funded companies to small
groups and individuals.
This represents a portion
of puppeteers, makers,
designers and community
artists using puppetry.
What follows is a statistical
analysis of a sample
population of 45 which is the
number of surveys that were
returned. This represents
60% of the people
contacted. 30 people did not
respond.

The largest representation comes from Victoria with 46.6%. Unfortunately, there is no
representation from either the ACT or the Northern Territory.

.
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2. Age range
This is a difficult field to analyse because the question asked for the age range and not the
individual ages of every participant. For example, a troupe or company might work with
people from their 20’s to 50’s at different times. So this analysis is more of an overall picture
of the age range than statistical.
The largest representation is those in their 30’s, followed equally by those in their 40’s and
50’s. The numbers reduced by nearly half to those in their 60’s with slightly less in their 20’s.
Those over 70 were minimal.
For individuals or groups who present one or more family puppet shows, the age range
varied from state to state. In New South Wales those in their 30’s are just in the majority.
In Victoria the clear majority are in their 50’s. Western Australia is almost even from 20’s
through to 50’s. The sample numbers in Queensland (3), Tasmania (1) and South Australia
(1) were too small to analyse.

3. Income from Puppetry
This includes income generated either as a performer, a maker, a designer, a teaching artist
or a mixture of these. Two did not answer this question so the sample is 43 respondents.

There are no percentages for this data because many respondents have multiple shows and
engage in multiple styles of performance.
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The majority of respondents do not receive any funding. I contacted the Australia Council and
Create NSW to find out how much of their budget was allocated to puppetry. The Australia
Council could not provide the data suggesting that I would have to go through their funding
reports and investigate which recipients used puppetry in their shows. This would have taken
months. Create NSW did not respond to my query, perhaps due to lack of staff because of
the impact of Covid.

Puppeteers are flexible in their ability to perform in a variety of spaces but as we see below
those who perform in indoor spaces would prefer a theatre or a black box with access to
lighting. In fact some respondents said this was their dream space.

.
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This formal training in puppetry has been undertaken at various tertiary institutes in Australia
notably at the now defunct VCA Post Graduate course and WAPPA and other colleges or
training institutes overseas including The London School of Puppetry and Beyond the Sock in
the USA.
With no formal training in puppetry available on the East Coast of Australia, aspiring
puppeteers will need to seek training overseas, on-line and through workshops, master
classes and working with mentors.
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62% of respondents have had formal training in theatre and or art.

Summary
So, the puppet show is not heading for extinction in Australia but it is changing as it has
always done. The practice is broadening to include interactive works and installations which
often use digital technologies. Some puppeteers especially those in funded or larger groups
engage in a wide variety of public presentations with puppetry including shows, installations,
roving and interactive.
It is clear from this sample population that there is more puppetry activity in Victoria than in
any other state.

A Personal View
Some markets have dried up or have become limited. Puppeteers who used to make the
majority of their income from cruises, clubs, shopping centres or school touring have seen
the market collapse or change dramatically. Theatre in Education often provided puppeteers
with the chance to learn the craft of show making as well as honing their craft with multiple
opportunities to perform. As artists, puppeteers are seeking new avenues for performance.
Having one or more accredited puppetry schools would provide a meeting ground for
aspiring puppeteers, give experienced practitioners the chance to share their extensive
knowledge and may indeed open the door to experimentation. Either in a school context or
not, we also need a positive critical language to discuss puppetry and to review works. How
to make this happen, if there is agreement that this needs to happen, is a conversation for
another day.

.
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Artist Statement
Puppetry has been my portal into a magical world of animating the inanimate. Simple or
complicated, at its heart puppetry mirrors the human condition and helps me respect the
world around me.
Immersion in puppetry has encouraged me to learn more and more skills – writing and
designing for puppet theatre, learning many construction methods, studying manipulation
and all this to reach the goal - performance. The audience then becomes part of the creative
process revealing the strengths and weaknesses of the work.
Creating puppet theatre is a co-operative process and the process of creation varies.
Sometimes we start with a basic narrative. What is the story and who is it for? What type of
puppets (shadows, strings, rods or hand) will be best for this narrative? Will we interact as
human actors? What set or staging will support the narrative?
Other times the aim is to explore a medium and experiment with the form before creating the
performance. I liken this method to creating modern dance. It is choreography with images.
Although I have created some works for adults I specialise in puppet theatre for the family
audience and get great joy from this shared experience.

Steve Coupe and Sue Wallace
are co-artistic directors of
Sydney Puppet Theatre founded
in 1984. They create and
perform what they call "Theatre
of Delight" for the family
audience. The company also
creates works for adults either
in theatres or for cabaret or
parlour. They design workshops
for all ages and abilities.
Sue and Steve have toured
extensively in Australia and
have performed by invitation at
international puppet festivals
and events in all over the world.
In 2015, with the support
of the Wingecarribee Shire
Council and the Elizabethan
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Theatre Trust, they worked with
colleagues to open a new venue,
ImaginArta – the Australian
Puppet Centre Incorporated
where they continue to present
puppetry performances every
Sunday and promote the art of
puppetry through performance,
workshops, film nights and artist
talks.
Sue and Steve have done
several puppet commissions and
clients include the Australian
Broadcasting Commission (ABC),
Australian Museum, Powerhouse
Museum, Casula Powerhouse,
Southern Tablelands Arts,
Sydney Harbour Foreshore
Authority, City of Sydney,
Museum of Contemporary

.

Art, Roads and Transport
Authority, Sydney Water, NSW
Fire Department, National
Parks and Wildlife, Australia’s
Wonderland, University of
NSW, Enmore Design College
of TAFE, School Performance
Tours, CDP Productions, Murray
Raine Puppets, ImaginArta - the
Australian Puppet Centre, Hi-5,
the Wiggles, Marian St Theatre
and Public Broadcasting Service
USA.

sydneypuppettheatre.iinet.
net.au
@sydneypuppettheatre

The Evolution of Puppetry
Performance at
Creature Technology Company
.
Philip Millar
Creature Technology
Company was founded as
a high tech animatronics
company focused on the
delivery of a performance
to a live audience as
the driving force in their
work. Despite the film
and television histories of
much of their workforce,
the company does not
create work for screens,
but is primarily devoted
to work for presentation
in theatres, in arenas, in
public spaces and in highend theme parks. Beyond
this fundamental emphasis
on performance before an
audience, the company’s
work is as ‘modern’ as you
could imagine, utilising every
technological advance they
can lay their hands on.
The fundamentals of puppet
design for performance are
essentially universal across
techniques and materials.
As John Blundell observed,
puppet design is design for
movement; movement equals
expression, movement equals
communication, intent, focus
and the indication of thought.
Puppet movement generally
equates with puppet lifeforce.

But how is the movement
controlled? Traditionally
it has been strings,
rods, gloves, shadows…
at Creature Technology
Company it is hydraulics,
linear actuators, servo
motors and sophisticated
control systems. Initially at
least, these devices were
driven via the hands of a
puppeteer.

to ensure that the design will
deliver the performance the
client has approved. With
the long-term life cycles
and repetitive duty cycles
required of the puppets,
serious engineering expertise
is essential. Large, powerful
animated figures in close
proximity to audiences
demands a stringent and
precise approach to safety.

The evolution of the
company’s approach to
puppetry involved seeking
ways to maintain a strong
connection between the
puppeteer and the delivery
of the puppet’s performance,
even when control is
remote or pre-recorded.
With ongoing work in the
theme park space, there are
many ongoing connections
with animation in their
approach. The intent of a
performance is discussed,
designed and tested via
low resolution animated
pre-visualisation. Repeated
testing and tweaking leads
to an approved performance
which ultimately determines
the design of the puppet.
Sophisticated CAD software
allows virtual testing of
components and mechanisms

The final result, as seen in an
experience like ‘Skull Island:
Reign of Kong’ at Universal’s
Orlando park, is the product
of years of development,
prototyping and testing. And
the final performance is still
intimately linked to the initial
movements conceived by
puppeteers and animators
in order to have the desired
impact on our audience.

.

Over the last five or so
years, CTC has moved
from the predominantly live
puppeteered approach as
used in their arena shows to
a pre-recorded performance.
This approach demands a
slightly different discipline
from the puppeteer.
With a live audience, the
puppeteer can observe
reactions, eyelines, focus and
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attention spans and respond
immediately. Conversely,
with a pre-recorded
performance, the performer
must imagine and predict the
likely response and focus of
an audience and design the
performance accordingly.
One example is a moment
in the first iteration of the
‘Jurassic World’ exhibition,
where the audiences’ initial
encounter with a dinosaur
is with an enormous
Brachiosaurus. Within the
performance, the dinosaur
is at first indifferent to the
audiences’ arrival but
then turns to notice them,
eventually leaning down
to focus intently on the tiny
humans below. For audience
members who take a moment
to look up and wait, the
result is an intense feeling
that the dinosaur has noticed
them and may in fact look
directly at them.
Not everyone in the space
gets the full impact, but the
puppeteer carefully directed
the dinosaur’s focus to a
space where audiences
were likely to pause. The
performance intention was
to create a strong impression
that the dinosaurs were real
animals, responding to the
stimuli of a live audience.
Some people asked if there
were some sort of movement
sensors responding to
audience movements.
The only ‘sensors’ were in the
experience and imagination
of the puppeteers and
animators who conceived the
performance. The movements
were a result of imagining
the desired outcome and
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creating a performance
which gave the impression
of the creatures observing,
thinking and reacting.
When performing with a
complex animatronic puppet
before a live audience, the
performance requirements
are no different from
any other technique. The
performer must observe
their audience and deliver
focused choreography to
communicate a desired
intention.
One of the technical
challenges for the CTC
engineering and controls

.

departments is to make
the interface between
performer and puppet as
transparent and intuitive as
possible. Familiarity with
a puppet control allows a
more nuanced and precise
performance, which is true
of a marionette control or
any other form of control
mechanism. In the case
of Creature Technology’s
early work, the control was
a remote-control device
referred to as the ‘Voodoo
Control’.
It offers a direct link between
puppeteer input and puppet
performance with negligible

lag or lost movement. It
was also designed to be
as intuitive as possible,
mimicking the overall body
form of the puppet.
From the early dinosaur
controllers, more
sophisticated controls were
created for the complex
motions of the enormous
stage puppet King Kong.
As Creature Technology
Company moved towards
more pre-recorded work
in theme park settings, the
approach to performance
creation also changed. Most
performances developed by
the company are initiated
by the digital design and
animation department. A live
puppetry input approach
embraces the imprecision
which gives live performance
its dynamism and unique
flavour. Such imprecision is
inappropriate to a world of
precision and repeatability.

millisecond is anathema to
a puppeteer who relishes
both control and flexibility.
Nevertheless, the Company
has gone on to considerable
success in the theme park
world, where the exacting
demands of sophisticated
animatronics tests the skills
of the Creature Technology
engineers, digital designers
and of course, the numerous
fabricators who build the
creatures.
The company still aims
to create naturalistic,
compelling, lifelike creatures,
making use of a diverse
range of technologies. The
traditional fundamentals of
performance still underpin
their work even as the
foundational base for the
performance moves more to
animation than traditional
puppetry.

Philip Millar is the Artistic
Director of Puppetvision. He has
produced a range of shows for
Melbourne’s Fringe and Comedy
Festivals including ‘Peta & the
Whale’, ‘Tyrannosaurus Sex’
and Fringe Award winners ‘Pure
Puppet Palaver’ and ‘Tadpole’.
Philip is the former Associate
Creative Director at Creature
Technology Company, having
been involved since the
company’s inception in 2006
on projects such as ‘Walking
with Dinosaurs – The Arena
Spectacular’, ‘How To Train
Your Dragon – The Arena
Spectacular’, the Tony Award
winning ‘King Kong’ and ‘Lady
Liberty’ for Radio City Music Hall.
One of Australia’s leading puppet
artists, Philip has over three
decades of experience as a
performer, designer, maker and
director of puppetry for theatre,
film and television. He is also
a former editor of ‘Australian
Puppeteer’ magazine.

Performances for theme park
characters are developed
more along digital animation
pipelines using tools such
as Autodesk’s Maya. The
animations are baked into
the engineering design
so that every detail of the
character’s movement is
known and controlled.

Prior to working with CTC, Philip
was Co-Artistic Director of
Polyglot Puppet Theatre and has
worked freelance on numerous
stage and screen productions
including the feature films ‘The
Host’, ‘Charlotte’s Web’ and
‘Rogue’, the TV series ‘Farscape’
and ‘Pig’s Breakfast’ and the
stage productions of ‘The Lion,
the Witch and the Wardrobe’ and
‘The Hobbit’. Phillip was newly
elected to the role of President
for UNIMA Australia in July 2020.

As a former employee
of Creature Technology
Company (and former
Associate Creative Director)
I am unashamedly a fan of
the live puppetry approach
to delivering creature
performance. Being locked
into a performance which
cannot change by even a

.

puppetvision.com
@flipmil2
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Have your voice heard
If you have puppetry news, reviews, images, videos and
articles that you would like to share
with the puppetry community, please send them to General
Secretary Kay Yasugi at secretary@unima.org.au

Not yet a member of UNIMA Australia?
UNIMA Oz is an online publication of UNIMA Australia.
If you would like to join us to access newsletters, free events
and discounted workshops, please go to
www.unima.org.au/membership
If you have a question about your membership please
email our Membership Secretary Katherine Hannaford at
membership@unima.org.au
Our voluntary organisation is all about fostering the art of
puppetry, furthering puppetry knowledge and connecting
puppeteers in Australia and abroad.
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