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l) MOTlVATlO!'I FOR PUPPT SHOW PROJECT 

1) Culminatinr. Project for M.~. de~ree 

ln order to show acquired skills in desi,ga, c onstruction, 

direction and performin~ in the puppetry field, production 

·and direction of a puppet show seemed a lo~ical choice for 

my Culminating Project. 

l had been workinp; as an intern since Ma y 19 77 with the 

Prince George's Puppeteers and was well acquainted with 

their performance skills, since l had produced and performed 

a sha~ow show in the sprin~ of this year with their help. 

ln early May I was asked by the director of the P.G. Puppet­

eers to design and produce a show which could be given 6 times 

- a week in an indoor auditorium ~t Watkins Re~ional Park in 

Maryland during July and early August . 

1 was also plannin~ on playin~ the same show on two nights 

in the small wooded Alice Fer~uson Amphitheater in my own 

connunity of Aecokeek, Maryland and at the International 

Children's Festival at Wolf Trap Farm for the Performin~ 

Arts. 

2) F.ntertaining children 

Since the Maryland-National CApi tal Park and Planning 

Corrmission sponsored this program, they arranged 6or groups 

of playground childre n to be brou~ht to the Watkins Park. 
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Consequently l didn't have to worry about pblicity and 

at the same time knew that l had children from pre-school 

age to about 6. ~rade i~ my audience. Knowin~ that I had 

this definite youn~ audience msde planninR and focusin~ 

on this project very inspirin~ and worthwhile. 

11) THF' SCRIPT 

1) CoTisiderations for selectin~ a script. 

Age of children 

4 to 12 years 

liackp,round 

Mixed socio-economic back~rounds of play~round groups and 

walk-in family groups coming from the whole Prince Geor~e•s 

County. 

Size and location of auditoriums 

Watkins Nature Centers 

has air-conditioned carpeted room, approximately 26x40 feet, 

with no stage structure; windows can be darkened. About 30 

chairs for adults are available. Children sit on floor. 

Total seating capacity between 100 and 120. 

Auditorium is an extension of the Watkins Nature Center, 

surrounded by woods. Na ture displays(live animals, plants, 

special ecolog ical exhibitions) in the main lobby. 



-3-

Alice Fer~uson Amphitheater, 

has a natural background of old trees, framin~ a 25xl6 feet, 

2 foot high open sta~e. There is space for about 100 to 150 

people to be seated. 

Wolf Trap Farm Park1 

stage there is properly called the"Little Theatre-in-the­

woods", providing an approximate 2Sx20x3 feet wooden stage 

platform, framed by triple wooden win~s and closed off towards 

the back with a wooden backdrop (wooden sliding doors). The 

audience sits on wooden benches (seating capacity about 300) 

in a naturally uphill sloping area in front of the stage. 

Number and quality of puppeteers 

- The P.G. County Puppeteers consisted of three professioDal 

puppeteers and myself as a n intern, all with hand, rod and 

shadow puppet manipu1ation experience. We all Knew each other 

from previous productions. 

Time for production 

Ei ght weeks time for design, construction and production. 

Budget 

$ 100 to $200 
I 

Budget, time and t he natura l surroundin~ of ~11 three lo­

ca tions directed me t o look for a simple story which still 
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- would add some special educational aspect t o the main ~o~l 

of entertaining chi ldre n wi th ~ live puppet show. I WR S 

looking for an animal story fr om a f orei~n c ountry, con­

sidering lndia Indian, Japanese and African f oi k tales. 

After l came across Caro l Korty ' s book " P lay s froin Africa?'\ 

Folk tales", which contains four play s for younp actors, l 

was immediatelv convinced that t wo of the f our plAys, 

"Mr. Hare takes Mr . LeopArd for II Ride", a"'ld "Ananse's 

Trick does Does Double \fork", would do j ustice to a 11 the 

above considerations. 

2) Royalty 

l wrote t o the playwright, explaining my production pro­

ject and asking her for possible royalty- free productions. 

However, even for non-profit productions a royalty fee had 

t o be paid. l learned that the sponsorin~ H- NCPPC didn't 

have enough money t o pay royalty fees f ort w o plays. 

Consequently l decided to play j ust "Ananse", which would 

be long enouFh to fill one performance bill and also sub­

stantial enou~h t o h old the atten tio"'l of a mixed audience. 

Carol Korty agreed t o t hat proposal and cut the initial fee 

down to a very reasonable sum. 
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3) Pondering the text 

a) Definin~ quality, mood and theme of the play 

The playwright introduces the four plays in her book 

as dramatic material that could be adapted to the needs 

of many different production set-ups. rmphasizin~ drama­

tic play elements such as simple music, dance, mime, 

and masks, she urges the producer to include the au­

dience's imag ination into his/her production planning. 

Introducing the children to the well-known character of 

the Ashanti tribe folklore, Carol Korty wrote the play 

after studying the traditional stories. 

~eading the play put me in the same mood as if I had 

been reading an Aesop's fable from a foreign country, 

conflicting huan characteristics and behavior patterns 

are represented by the five animal characters, teaching 

us a moral. 

ANANSE the spider, 

arrogant, lazy, tricky but not really vicious, for-

ever looking for a free meal, somewhat similar to· the 

French Guignol or the .English Punch stock characters. 

We recognize ourselves at least in some of the featu­

res of this human-like spider and therefore will always 

be a little sympathetic with him. 

LION, WART HOG and GOAT represent some v-irtuous types, 
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workin~ hard for their livin~ , yet bein~ too pompous 

(LIO"\!) , too c'lumb ( \IAR T !{(JG) and t oo sil ly(GOAT) to see 

ANANSE's scheme. 

TURKEY, predominan tly cool-headed and equal to ANA~Sf's 

quick t:hinkin~ , cat:alizes the acti on ep i sodes towards a 

climax, causing ANANSF 's tri ck to backfire on himself, 

and so est:ablishinF!, the therne , "The trickster doesn't 

always come out on top". 

b) Movement, rhythm and music 

Starting with a medium pace when intr.oducin~ the charac­

ters, the tempo picks up and intensifies t:hrou~h fast: 

dialogues between ANANSF and the three animals, either 

as individuals or as a group, interspersin~ this dra-

matic build-u p with little haltin~ remarks from t he 

TURKEY who as a coul"\trpart t o ANANSE br i n~s the whole 

developmen t to its climax . Rhyth mic pattern s in the text 

should set the respondin~ body movement pattern and 

could cou ld be underlined by simple percussion s ounds 

las suggested by the playwri~ht). Usin~ simple rhythms a n d 

sounds throughout t h e play could help t o create a 

continuous flowing action. At that po int I c onsidered 
I 

to give eac h a n imal a characteristic instrument which 

would not only enrich the overall s o und pattern but at 

the same time connect a vis'ua l image wi tl-\ a sound ima~e . 
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c) Action outline 

Although the play was not divided into different scenes 

by the playwri~ht, I called the individual episodes or 

beats "scenes". They are all introduced by an entrance of 

one or more characters. 

SCFNF. Ia INTRODUCTION OF CHARACTERS, FSTABLlSH lNG 

RELATIONSH IPS 

One by one GOAT, \.IAI1 T HOG and LION proceed onto the sta~e , 

displaying their ~oods which they are plannin~ to sell 

at the market. ANANSE enters, shows p,reat interest in 

LION 's fish, WART HUG 's corn and GOAT's kola nuts. He 

proposes to join the animals on their trip to TMrket. 

All three animals, havin~ been tricked out of their 

goods before, refuse to let him come along and WART HOO 

tells him that the only way to ~et some goods for him-

self is through work. 

SCENE II, ANANSE'S DREAM 

ANANSF, determined that he could trick the animals a~ain 

into givin g him their ~oods, invents his dream about the 

horrible 110LD HAG", who would do terrible thin~s to any­

b ody who would s ay one bad word about another person. 

He wins LION 's trust who in turn convinces WART HOG and 

GOAT - in spite of TURKEY's warnin~ s - that ANANSE 's 

dream about OLD HAG is to be respected. 
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SCENE Illa ANANSE TRICKS THE WART HOG 

SCENE IV1 ANASE TRICKS THE LION 

SCENE Vs ANAN SE TRICKS THF GOAT 

In SCENES lIJ,IV and V ANANSF. demonstrates with the help 

of a big rock h~s ridiculous methods of growing corn, 

fishing and collecting kola nuts. His trick work■, each 

animal calls him stupid or crazy, g iving ANANSE the 

lever to scare the animals with OLD HAG, and endin~ up 

with a pile of goods which are ~iven to him by the animals 

as an appeasement for her. 

SCENE VI I TURKEY'S PREM(JNlTl ON 

TURKEY finds all three animals without goods and rea- • 

lizes that his doubts about A ANSE's dream were ju■ti­

fied. He convinces the angry animals not to take their 

goods back but to make A~ANSr. ~iv e the g oods back to 

them. 

SCENE VII, ANANSF ' S TRICK BACKFIRES 

ANANSE finds an obnoxiously disinterested TURKEY just 

when he is 1about to collect all the ~oods. TURKEY pre­

tends that he is on his way to town to get a hair cut, 

thus provoking ANANSE to call him stupid. When TURKEY 
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warna him about OLD HAG he becomes frantic, believing into 

his own made-up dream and be~gin~ TURKEY to he lp him . 

Just then the three animals appear from their hiding place, 

roaring terribly just: as OLD HAG might do it, completely 

convincing ANANSE that the only thin~ left for him to do 

would be to return all the animals' ~oods to them. Onl y 

a moment later he realizes with fury that he was the one 

who got tricked. 

111) Fl~DlNG THF. BASIC DFSlGN CONCEPT FOR THE SHOW 

1) From research to general design concept. 

In order to become familiar with the traditional ANANSE 

character I read many ANANSE stories and other African folk 

tales from Ghana and the surrounding areae. 1 went to the 

African Museum in Washing ron, lookin~ at masks and cos­

tumes and talked with one African ~uide about puppetry in 

Africa . He explained to me that there is very little pup­

petry used to tell stories to the children. Only on the 

occasion of a state funeral are people bein~ enter.tained 

with puppets. Stories are usually told at ni~ht around the 

camp fire, maybe using drums to emphasize the story lines. 

1 was intrigued by the stark expressive beauty of the 

African sculptures, masks and costumes, which I studied 
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at the museum and in books. I also read about the important 

role which music play s in the life of most Africans, and 

listened to many records of tribal son~s and instrumental 

music (see bibliography). 

I knew that my own background would not allow me to imitate 

either t~e visual or musical African elements. Yet I tried 

nevertheless to instill into my general design concept a 

mood or feelin g of African beauty and simpl i city. 

2) Puppet type, modified dunraku puppet 

a) General concept. 

Since the whole theme of the story is to make a point 

about human, not anlmal behavior, I didn't want to ~o 

into a realistic representation of the animal characters. 

I wanted to keep the human element in ,. the design of the 

puppet by placing the human actor not inside or under 

a mask ( like the playwr.i ght su~gested for dramatization 

-with live actors), but wanted t o use the Japanese prac­

tice of the 8unraku puppeteer, who lends life and ex­

pression to his inanimate puppet by manipulatin~ it di­

rectly from behind, being fully visible to the audience. 

Instead of two or three puppeteers as in the classic 

Bunraku theatre, I would use only one puppeteer for each 

puppet ( sometimes even using one puppe~eer for two pup-
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pets, wen all five characters would be on sta~e siul-

taneously). 

If the design of the puppeteer's costume and the design of 

the puppet would complement each other, t he puppeteer 

could potentially emphasize and/or c ontrast the form and 

the movement pattern of the puppet (which would be a de­

finite modification of the classic Bunraku manipulation 

style, where the puppeteer's body and facial expression 

stays very quiet during tl-\e performance). 

Thus creatin~ a puppeteer-puppet unit, the puppeteer's 

movements would be free, his speech 1..Mmuffled and a di­

rect puppeteer-puppet-audience relationship c ould be 

established. 

b) Technical considerations. 

The SlZE of the puppets had to be designed to compete 

with the puppeteers' sizes as well as with the spaces of 

the indoor a n d outdoor theaters.It had to be near life 

size for the three animals(LlON, WART HOG , GOAT) ~nd 

about three feet for the characters ANANSF and TURKEY 

who would be played with faster, more precise movements. 

(fig. l) 

The CONSTRUCTION DESIGN had to be simple, the 1-\ead s hould 

be sculpted in a mask-like fashion, t he body with few 

rigid armatures, faciliating very flexible neck movements 
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- and hig or subtle body movements for t,e b ip animals . 

t l• i p . 3 7 ) 

In contrast to the b i ~ , s0ft s hapes of thP b i ~ anlmals, 

T URKFY and ANt .NS F should have harder r1n<1 s 1Mlle r bod i es, 

ttslng ri~irl 'MtPrials ( plastic bott les, foam board and wood). 

(ii ~ . 36 and Fig 4). 

HANDLING CF PROPS cr,uld be done by eithP.r co'1structin~ 

,eads with joi nted jaws, so that t~e puppeteer could pick 

up the props with its mout, or by addin~ sleeves with 0pen 

backs to the c ostume t,r ou~h which the pupnetePr coul in­

sert h is/her arm a~d pick up the props. (f i e . 37) 

3) Character castin~1 body , voice , movements . 

Se l P.ctin ~ the most essential characteristics f or each charac­

ter' s body, voice and movements, 1 IMde t he followin~ chart, 
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LIPN a 

Wt.RT HOG, 

GOAT, 

TURKEY 1 

&ODY 

fall , t hin-wai s ­
ted, spindly 
spider arms, 
distinctly 
different from 
other animals 

Bi ~ , broad, 
pompous costume, 
mane imp or tan t, 
welt-formed 
feature s , but 
helpless expres­
sion at times. 
( Ton~ue han g i n~) 

Bi g , triangular 
shape, "1\8 tch in~ 
LlON's i n size, 
d rab colors, 
g r o tesque costume 

Tall, l ong neck, 
a t tractive costu~e, 
s mi le on face, 
r a ised eyebrows, 
beard. 
Body size compa­
tible wit LlON 's a nd 
WART HOG 's. 

Type of body 
should be compa­
tible with ANANSE's 
style and size; 
should be bald l 
smart took on his 
face. 
Tail feathers, 
moveable leg s, that 
could produce sounds 
on play board. 

- 13-

VOICF 

brisk, at 
time s sly and 
relatively hip.h 
in pi t ch 

bi~ , low­
pitched voice 

hoarse, coarse, 
occa s i ona 1 ~run -
tin~ noises 

matronly style 
of speaking , at 
times excited 
and higli, often 
interspersed 
with lau~hs 

sharp, nasal 
voice, high in 
pitch 

MOVEMENTS 

moves on play board : 
should have some 
exaggerated, funny 
movements, deve­
loped from body 
design. 

bi~ movements, 
important ~a it in 
his walk; sweepin~ 
gestures; 
puppet can be 
played h i ~I-\ or 
low, usinp. the 
e n tire stage space. 

slow, atampin~ 
walk; 
puppet can be play­
ed high or low, 
using entire sta~e 
space. 

swinging walk, 
at times quite 
exaggerated. Puppet 
can be played hlRh 
or low, usin~ entire 
stra~e space. 

neck and le~ move­
ments are important , 
and exaggerated 
staccato sounds 
could be made with 
wooden feet on 
play board. 
Moves only on or 
above play board. 
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4) Visualizin~ th~ puppets o~ psp~r ( sketches). 

The following sketches will i llustra te the desi2n de­

velopment " or'\ paper" that started with etti11~ acquain­

ted first with t ~e natural s~ape of the ar'\imal, ah­

stractin, it into A form t~~t would ~ear t~e essential 

character features (Fig . 2-27) . 

lt was very importar'\t to l1'lfl! to develop clean, rhythmic 

lines for the IMSk and body desipns (FiR . 6, 11, 14, 15, 

21 , 25) . 

l also tried to picture t~e desipns of mass distribu­

tion (puppet forms i n backerou.,d, on play board and up• 

stage) in the ever cha.,~in ~ patterns during the dif­

ferent scenes (Fi~ . 28a-d). 

5) Stage desi~.,. 

The sta~e design developed from considerin~ ti-le dif­

ferent functions of a sta~e t hat would he suitable for. 

the above described basic puppet desi~ns of the puppets 

and their puppeteers. 

a) Dimensions. 

The hei~ht of the play board had to allow comfortable 

playin g positior'\ for the puppeteers whose puppets were 
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supported allthe time on t~e play board (ANANSF and 

TURKFY) without hiddin~ the puppets in the back~round. 

l fi ~ured with a"l 18 "x24"x8 ' l"'IBi"l play board (enou2h 

width to ~ive the puppets some space to pass each other 

or to move props and a len~th that would be in pro­

portion to t~e e"ltire auditorium or outdoor theater. 

Addin~ to a n esti!llllted 8 fef!t of tl-\e main play board 

about 2-3 feet lengths on either side for entrances 

and exits, ladded an extrR 4 feet len2th on either 

side for the 4 1x7• flats which were already available 

to me from the P.G. Puppeteers ( Fi~ . 29). 

This would provide a playi"l~ space of about 12 feet 

length, 8 feet depth, allowing dramatically meanin~ ­

ful movements and space compositions for the puppe­

teer-puppet units. 

b) Decor. 

Design and decoration of the sta~e should enhance 

the story-telling mood of the play , enclosing. an 

outdoor area in an Africa"l settin~ (Fi~.29 , 31, 32). 

c) Scenery. 

The only piece of scenery, t he kola tree, should 
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blend in with the stage decoration a nd should be 

placed near t he cen ter of the upstage area (proba b­

l y hun~ from the ceilin~ in order n o t to ~et i nto 

the way of the players. See Fi~.29, 31, 32 , 33 ). 

d) Backdrop. 

The backdrop should be simple, suggesting an out­

door location. The Watkins Center auditorium has 

a built-in pine wall, the Alice Ferg uson Amphitheater 

the natural surroundin~ of big trees a n d shrubs, the 

Wolf Trap Farm's sta~e a wooden backdrop. 

e) LiF,hting. 

Throughout the play I wanted both downsta.ge and up­

stage lit un iformly bringin~ out the warm colors 

that l was going to use for c o stumes and stage cloth 

covers. There would be no need t o dim down in between 

scenes. Bringi ng in t h e li~ht in t he beginni~g and 

dimming them down in the end, would be sufficient 

to indicate be~innin~ and end of the dramatized story. 

For the downsta ge area I planned t o use 4 "coffee 

can" spot lights with amber, pink and grey or blue 
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gels; for the upstage area I could use 2 spotli~hts 

on each side of the stage, mounted on 8 ' p o les. I 

would use the same amber/pink a nd grey/blue color 

scheme for thei r gels. 

All needed equipment would be ava i lable to me from the 

P.G. Puppeteers. 

Note s Although using l i~hts for this show would 

add to the story-telling atmosphere, 1 wan­

ted the producti on of the play independent 

of a set of lights in order to be able to 

perform the show - at least during the day­

j ust about any place. 

7) Color scheme. 

As I mentioned already, I wanted to use warm colors for the 

stage covers and the scenery and also for the puppeteers' 

costumes, adding some bright, contrastin~ decorations onto 

the costumes of the three big animals (Fig . 8, 13, i7, 22, 

27, 32) . 
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l V) PRODUCTI ON AND DIRECTI ON 

l ) Puppet head-and-body c onstruction. 

After determinin~ t hat puppet ~eads h a d t o be mask-like in 

design, I made. a very simple clay model of ANANS E's face 

which was to be covered with celastic . However, the s i ze 

was noo small and t he features sti ll n ot expressive enough . 

Rememberi n g Albrect Roser I s de,script i on of his celasti c 

sculpting method(see b ibl i o~raphy), I started to experiment 

with folding and cuttin~ paper t o ~ain a s i mple and expres­

sive mask (Fig . 6). After two weeks of c oncen trated desi~n 

work and lots of trial-and-error experiences, l had fin i shed 

the five mask-like puppet heads f or my show. I t was i mportant 

to me to have the heads ready sculpted before I would meet 

with the puppeteers f o r t~e f irst time, since I wanted t o 

show them on hand o f t h e puppet masks t h e general desi~n 

con cept of my show. 

Advan tages o f Roser's paper a n d celastic f o ldin~ method are 1 

* Cheap paper can be used t o develop pattern (Fi~ . 35 a). 

* Reproduction of h eads can be simply don e by tracing the 

master pattern. (F i g . 35 d). 

* Clear lines, express i ve features ( SLI DES 1-5). 

* Maak or head i s l ightwe i~ht and v e ry s t urdy . 

See F i g . 35 a-g f or ma s k c onstruction method. 
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by giving each puppet head one movable part, I wanted to 

add some additional lively feature t o each c~aracter1 

ANANSE1 tilting mouth piece, used only t o change his ex-

pression to make a point , not with every line(SLIDf 1 ) . 

TURKEY, a long neck that could slide out of the body's collar 

(compare SLIDF.S Sand 13) . 

LION , WART HOG , GOAT, all were constructed as hand-in-mo~th 

puppet heads ( SLIDFS 18, 16, 21). 

While I was developing the masks l was also experimentin~ with 

different body construction materials (form and texture), 

matching in style to the mask-like head, always looking for 

a design that would allow maximum stylized body movement, 

especially a loose neck joint (Fig . 37 ) . 

I considered for a long time t o use plasti c bottles as an 

armature f or the three animals body construction (Fi~. 36). 

Advantages being ready-made handle, lightweight big shape 

f or body tha t could even be steadied on the play board. 

I realized soon however, that this armature would make the 

puppet very clumsy and ~ard to transport. I abandoned the 

i dea of us ing plastic bottles and later developed a much 

simpler device to shape and manipulate the puppet body (see 

drawing of wooden board in Fi~. 37). Usin~ a plywood board 

with a handle the puppeteer c ould hold the head with one 

hand, while he/she c ould g ive movements in all directions to 

the softly draped body by means of moving the board . 

The fabric, used for neck and body, would be sewn onto the 
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board, stitchin~ t hrou~h little drilled holes alon~ t~e 

edge of it . 

S ince none of the t h ree animals needed t~e support of the 

play board, entering and ~oing out as a group or by them­

selves, the puppeteer could play them in the entire sta~e 

area , raise them hi~h or make the~ shrink low, accordln~ 

to the dramatic message . Consequently I had to plan to 

cut the costumes quite lon~ , usin~ fabric that would drape 

well . 

In contrast to the body construc t ion of the t h ree animals 

the bodies of ANANSE and TURKEY had t o be supported by the 

play board and thus had to be smaller and more articulated 

in their form and movement potentials. Wooden le~s, jointed 

to a r i~id wood and foam board trian~ular body(ANANSE) and 

a plastic milk bottle ( TURKEY) would add the des ire d body 

form contrast to the three big animals (Fig . 38, 39) . 
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2) lnterconnection of desi~n-construction-re~earsin~ 

processes as shown in my lo~ . 

ln order to show how intricately connected the different 

production and direction processes necess~ry for the stag­

ing of the puppet show turned out to be, I would like to 

quote the entries of my lo~ between June 13 and July 5. 

Since I had to to rehearse as aperformin~ puppeteer as well 

as to direct the show, l found it especially necessary 

and ~ratifyin~ to listen to the other puppeteers and to 

my faculty spomsor's comments. Alth ou~h I always had to 

make the fi~al decision, I know that the puppeteers ' input 

helped and enriched t '1is process very much. 

Depending on the activities of the e lven day, I will in­

dicate work-or- decision making processes ln the followi n~ 

fields, 

* DESIGN AND CONSTRUCTl<' N (Puppet heads, costumes, sta~e, 

props and sce~ery, li~htin~). 

* REHEAP.SIN(; ( Voice-actinp , body-and puppet movements, 

music, technical adjustments ) . 

* DIRECTI NG 

* l ~PUT AND F.VALUATI CN 
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June 13 

DFS l c.t· AND 

CONSTRUCTl CN : P,ll five puppet "leads sculpted, ANANSE ' s and TURKFY 's 

body r ou ~hty fin i she d (Fip . 38 , 39) . 

f, f HF.ARS l NG: 

DlRfCTlNC, 

Discussed concept o f open sta~e with puppeteers 

(Fil? . 29) . 

r irst readinp And t,en cAstinp o f characters . 

Diffi cult t o find a c h Ar8cter v o ice ri~ht away . 

Line reading s t oo fast, was slowed down somewtlat 

by holdi n r- puppet heads i n hAnd while readin~ . 

Discussed l i ve music id~as, us i n~ s i mple per­

cuss i on i nstrume~ts which would he c~aracteris­

tic for each puppet, to underline the spoken 

wordsand to connect scenes, cover exits and en ­

trances. 

Had t o make the decis ion f or c, aracter c asting . 

Chose Donna f o r ANANSF , l<Asi f o r TURKFY and GOAT 

(her voi ce- actin~ is s o versatile ), David "for t h e 

Llvl\ and myself f or the HAHT HC'G . 

F.xplained my desi~n concept t o the puppeteers, 

s , owing them s ketc~es (F i ~ . 7, 12, 16, 20, 26 , 29). 

Pointed out t hat simplicity should be a very 

important principle of the basic design concept. 
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June 16 

DESI GN AND 
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Puppeteers l iked desi Pn c oncept , a~ reed o, s i mpl~, 

s t yl i zed movements , cutt i n g down a ll unnecessary 

body c on struct ion de r a i l s , propo s in~ t ~at puppets 

should hand l e a ll t hei r pr ops eith e r direc tly 

wi t h t he puppeteer's h a nd ( f or ANA NSE) or wi t h the 

puppet's mova b le mouth. 

C<,NSTRUCTl ON: l mprovisa tiona l s ta~e made f r om 18" c u bes, 8 ' 

board a nd 2 s i de s cre ens f or entrance s and exi ts. 

REHFJ>.RS I NG 1 

F i n i shed a ll t h e ce l a stic work on t he bodies o f 

ANANSE and t he TURKEY, covere d two s quas~ed plas­

t ic milk bot t l es with celastic to make t~e rock. 

Pup peteers covered pu ppet heads wi t h ~esso . 

Lis tened t o Af rican drum and v o ca l music on r ecor ds. 

Selection o f ins t rumen t f or puppeteer- puppe t un i t 1 

LION-. hand drum, 

A~A~SE - wood b l oc k , 

Gc ,AT - sleigh bel l s sewn t o ribbon to wear on wtis~ , 

WART HOG - c ouldn't fin d a n instrumen t that s oun ded 

" r a s py " enough . l deci de to j us t p lay the wooden 

x y loph one for t he introduction mus i c and f orget 
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f ound it ver y ~i f ficu lt to f1~~ a svncopa tPd 

r hy thm wh ich would i ,ctude a l l t ~e ins truments . 

Every body is a li tt le s , y . S tartinp wi th t he 

drum we wa ~ ted t o b r i n ~ i n one instrument after 

t h e o t her, build inr up i n vo l ume and int en s i t y . 

Fi nally Dav id found a ~ ood ba sic r ,yt hm on ~and 

drum whic~ we decided could ~e used Wlen ever t h e 

an i mals got rea dy t o e n t er , e i t her a l one or i n 

a g r oup , using it as t he bas ic r hythmi cal theme 

t hroughout t ~e p l ay . 

While try ing t o find a def i ni t e movement t o ~o 

with the drum rhyt hm i ~ t h e e n trance sae~e, Ka si 

su~geste d to chor eograp h very s t y l ized dance-li ke 

movements. We wa tched in turn, then dec ided tha t 

t his t ype of movement wen t very wel l wit~ t he 

sty lized des ign of t he puppet ~e ads and made us 

real ize t ha t we nee ded t o see which indiv i dual 

movements c ou ld be c reated by t h e pr oposed soft 

c ostumes o f the t h ree animals , be fore we could ~o 

o, blockine. . 

1 was very g lad t~at we ha d overcome t he initia l 

shyness ~nd wer e now f r ee t o use our i ma~ination 

to improvi s e wi t h s ounds and movements . 
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t r Pal i ZP~ how ~if f j cul t i t was Poi ~P t o be f ~r 

~ P t o p l a y as well a s d t r ect at t ~ e same t i. me . 

We All decided t o l e arr'l t ~P l ines f or t ~e f i r st 

scene . 

cc,t:STRUCTlC,'1 : 1 !Mde preliminary c ostur.P f or l.IC-N f r o'll o ld s hee t . 

H ,PUT A D 

FVA LUA T I CT\ : 

Used A coat hanger t o s hape t ~e costume . Gi ves ~ood 

expressive mov e me n ts ( tried inovi ., ~ t he puppet i n 

fron t o f t he t a ll mir ror ) . 

r acu lt' spo.,sor Alla~ St e v ens l oo~e d at puppet 

heads nnd d r awin£ s f or t he cos t umes a nd s ta e P 

de s i r ns . A~r eed with ba s ic de si~n c oncep t . Su~­

~e steo t o look i n t o possi ~il i t y o f us in~ l ee f cu t­

outs t o put i n fr on t o f the s pot lights . Sue ­

~e s ted t o olay wi t ~ ~i fferent c olor ~e l s . 
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June 16 

DESIGN A.ND 

CONSTIWCTlON, Bought wood for stage construction. Reconsidered to 

REHEARSING 1 

DIRECTING, 

design.,arms for big animals' costumes, in order to 

~ive puppe~eer the choice to ~andle props through 

costume's sleeve. 

Rehearsed outdoors in backyard (had a natural tree 

as a kola tree). 

Good, spacious feeling. 

Used newly bought wood for improvised stage. 

Tried out LlON's preliminary costume. Turned out 

to be effective in its movements. 

Questions of how to choreograph the puppeteers' 

movements, 

should we use each other's body to support a pup­

pet at times? 

How should we pass each ot~er without covering 

the other puppeteer's puppet? 

Could we emphasize some dramatic puppet movement 

by underlining it with our own body movement? 

l ;decide to concentrate on the genral line and 

movement blocking of the first scene and these­

cond scene, omitting technical details such as 

handling props or giving TURKF'Y a good walking 

movement. 
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t find myse lf losin ~ concentration when I have t o 

play my character because I am constantly thinking 

about the the general choreo~raphy of all the 

characters: I always ponder about different or 

ways of blocking . 

I tend to interrupt quite often to review and eval­

uate together with the puppeteers what we ~ad done 

so far. 

CONSTRUCTION, David and I try to fi~ure out a practical way to 

support the play board witf-\out maki'1g it clumsy 

DIRECTING, 

for transportation. Kasi and Donna work on pre­

liminary costumes (made from sheets) for GOAT and 

WART HOG. l want to be sure that the costumes move 

well on the puppets before spending time and money 

on the final c onstruction of the puppet body.I will 

use the sheet costumes as patterns for the real 

costumes. 

1 feel under g reat pressure to ~et all my block­

ing done on paper. 
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I feel tha t the time p ressure really ~ets on my 

nerves . I wish l had an extra two weeks t ime . 

I also feel - sti ll - l- very insecure about my 

lines. l will have t o leArn to separate my act i ng 

from directin~ and c oncen trate o~ concentration 

when lam performing . 

CONSTRUCTION, Experimented with colors the ni~ht before, dra­

ping different colored and textured fabrics over 
• 

HEHEARS I NG: 

preliminary costumes. 

David makes hinged supports for the play board. 

Don't hold up. David ' s assignments a sturdier 

stage construction which st i ll c ould be easily 

transported . 

Ve ry intensive 3 hour r ehearsal. We blocked all 

the scenes . We foun d more and more movemen t varia­

tions f or ANA NSf . Kasi and Donna follow my joking 

remark j ust n ot t o attempt to ~ ive TURKFY and ANANS F 

a natural walk but rather let the m sl ide when brin­

g i ng them in us in~ t he two slanted side boards as 

ramps. We played with th i s idea and f ound it a 
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g ood s o lution for fast an distinct entrances and 

exits, adding a somewhat funny way o f movement, 

very differe~ t from the r.ather U"l iform soft move­

ments o f t h e three bi~ animals . 

lt helped very much to be able t o play with the 

prelimi"lary cosumes on . We rPali ze~ that we 

will have to build up some arm muscles to h o ld up 

t"le puppets, especia1lly in scenes wl'len either David 

or I had to hold up two puppets at a time. 

Anot her difficulty had to be realized and over-

come : all of us, except Donna, the ANANSF' puppeteer, 

had to speak for our character, even when anot her 

puppeteer was holdin~ a nd manipulatin~ i t . We 

decided that the most c onvincin~ way to do this, 

would be to ben d over towards t~e talkin~ c~arac­

ter, so tha t the s ound would come directly from 

behind the lip-synchronizing c~aracter. 

jl feel very relieved that we ~ot all fthe rou~h 

blockin~ done . l feel n ow that we will ~et it 

together. 
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June 22-26 

DESIGN AND 

CONSTRUCTION, Working by myself, developing color schemes for 

the puppet c ostumes of t he three animals. Goal: 

colors should be warm; head and body color• for all 

characters of the play,except TURKEY which co­

ordinates head color with his tail feathers, should 

be monochromatic. Contrasts in color for charac­

terisation and variation only in special "apron" 

ornamets. Made t~em f r om differently printed fa­

brics, braiding and appliqueing (Fi~ . 40, 41, 42). 

Went to buy fabric f or puppet and puppeteers' 

costumes . Had to consider color scheme of ata~e, 

puppets and background color for puppets. Should 

allthe puppeteers' c osumes have the same color? 

Talked it over with puppeteers and decided that 1 

will use the same brown fabric for their costumes 

as well as for the cloth covers for flats and stage. 

Painted puppet heads wi th Acrylic paints in mono­

ch;omatic sche11es (SLIDES 1-5) . 



-32--

June 27 and 28 

DES GN AND 

CONSTRUCTION , Puppeteers stay for three hours. Very hot outside. 

June 29 

DESIGN AND . 

Everybody a~rees not t o rehearse . David completes 

puppet stage construction , usin~ bi~ braces and 

removable bolts to hold t he wooden supports in 

place. Uses hinges to attach supporting boards 

for ramps (Fig.30). 

I cut out 3 boards for bi~ animals ' armature, 

puppeteers help attachin~ costumes to board. 

CONS TRUCTION , We were running line while finishin~ all t he main 

sewing work of the t h ree animal costumes. 

Cut stylized leaf design from 3/411 plywood, prin­

ting samples for stage decor (Fig . 31). 

Kasi stays over night, helps to sew on "aprons" 

on LION , WART HOG andGC:.AT costume. 
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Allan S tevens came to watch the first rough run­

through of the play .. We played outdoors, using 

improvised props, natural kola tree. 

Allan's n otes : 

* Puppets need more space when playing in a group. 

Were too crowded. 

* Puppets' entrances were to vague, need a more 

definite "path". 

* Try to find a characteristic walk for each animal. 

* When turnin~ GOAT , WART HOG andLION in SCENE II, 

expressing fear of OLD HAG, puppeteers should 

turn as a g roup, keepin~ their bodies touching 

.__ each - other. 

* Don't b lock each o the r out. 

* Puppeteers' c ostume should have long to~a over 

wide pants (SLIDE 7 ) . 

* Could rock be handled by ot~e puppeteer? 

* WART HOG 's lip-synch ronisati on not ~ood. 

* Consider adding some animal noises for characte­

risation. 

* Music has to be w,orked out .more amoo"thly. 
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* The script 's endin~ li~es are weak. Try t o 

stren~then them by A stron~ movement blockin~. 

* \/hen rehearsin~ , take each scene's rou~h block­

ing and r efine it piece by piece. 

l was very ~ lRd t o have received so much valuable 

input. Helps us all very much. 

Weri t very slowly, very thorouszhly payin~ attention 

to every detail o f blockin~ . Pa id special atterition 

t o voice-placeme_nt . Worked on space composi t io11s, al­

ways keepine in mi nd that each lArge puppet needs 

a lot of space arou11d it, not to l ook crowded . 

We also interspersed supportin~ drum beats into 

s poken lines t o bui l d up tension, whenever OLD HAG 

is mentioned . 

We tried t o make re.alistic sounding anima l noises, 

decided against i t : too rea listic, not fittln~ t o 

stylized movements of puppets. 

Bl ocked t o SCF~f lV . 
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VESlGN AND 

COl\S'l'RUCTILN1 Made myself A"do-list": 

July 2 

REHF.t ,HS l 'IG 1 

print fabric for sta~e c over 

stain st~ge 

put velcro on edges o f stage 

sew costumes for puppeteers 

desi~n s oft looking headdress for puppeteers' costume 

TMke props (fish , c orn , kola nuts, usin ~ stuffed 

clo th shapes) 

sew Ll ON ' s mane from leather strips 

sew stage cover 

decide on decor for f l a t covers 

3 locked as carefully as day before to end of play . 

Fmphasis on puppeteers ' body movements: has t o be 

c oordinated with pup pet ' s movements. 

Difflcult scene detail: in SCFNf Vl where I have t o 

ma.nipulA t e t he C'C ,/l. T while Kasi manipulates TUPKf Y 

and also say s t he lines f or t ~e GOAT (SLIDES 22 , 21 ) . 

S imilar di ff i cult ies encoun tere~ in same sce ne , 

when l have to speak the li-,es for W.ART HOG , 

while David is man ipulating him (SLIDF 22) . 
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DFSIGN AND 

cm;sTHUCTH I Discussed style for puppeteers' lieaddress . I t 

July 5 

REHEARSING, 

should c over hair , be s oft i ,; cont our , should 

not have fringes ( wou l d be distract ine when pu­

peteer was turning ); should be easy t o fix be­

fore every perfor tM'ice . 

Looked a t prin ted sample for sta~e cover and 

de c i ded that the pri~t would make everything l ook 

much too busy . ~ecided t o leave t h e main cover 

plain, maybe add some decoration to t h e flat 

c overs later . 

We finished most of the work on the "do-list" 

We (Kasi and I) stayed up most o f the ni~ht . 

I c overed TUHKF"Y ' s wooden tail feathers with 

fabric, repeating the same appliquee design as 

in the feather ruffles which c over his u pper 

legs (SLIDES 5, 7 and 24 ) . 

Settin~ everythin~ up at Wa tkins Center for dress 

rehearsal. P. G. Puppeteers brought li~ht equ ipment . 

Didn't have ~e ls yet. 
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Some children And adults at the Center watc~ed t he 

run-through, g ivin~ us a little a feeling for an 

"audience" . 

Had to make some minor adjustments to t ~e l ight 

equipment. 

The room felt very nice. He are looking forward to 

have a real a udience to-morrow. 

I 
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V) Pf.iU' OflMl "1G TIIF Sf-HM (COH?1FNTS At--D FVALUAT10N). 

1) Int roducing the show 

Since the ~roups which were brough t into t'ie the Watkins 

Center varied from pre-schoolers t o 6. grRde students, also 

included groups with mentally retarded chi ldren and were 

combined with adults and childre n w110 just happen to have 

come to the Center, it was especially important to prepare 

this mixed audience for t he show by by pointin~ out t hat 

the story came f rom a forei ~n country1 Afr i c a , that the 

main character was ANA NSf the spider, who i kes to play 

tricks on other people or animA ls. l told the~ to watch 

for the way hfil!._ hep y e d his tri cks and how the other 

animals finally will get back at him. 

Many chi ldren obviously had never seen a live puppet show 

before and t hought t hey we re aboot t o see a movie . 

Some small ch i ldren were s ometimes a l i ttle bit apprehensive 

aboµt the s trange l ooking costumes of the puppeteers. l 

could ease their mind quickly by e xpla ini~g a l i ttle bit 

about t he Uunraku playing style . 

2) Music. 

Having the drum start ing t o set up a steady syncopated 

rhythm , accompanied by the wood b l ock , bells and finally 
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the wooden xylophone, the audience was prepared for the 

rhythmical entrance procession of the three animals in the 

first scene. 

Having drum rhythms played as interludes between the scenes 

provided continuity and kept the children's attention 

focused on the stage. 

Using individual drum beats to enforce an important line 

or usin~ intense, fast drum beats when 0LD HAG was mentioned 

seemed to have enhanced the emotional impact of the spoken 

word. 

3) Puppets' and puppeteers' movements. 

All puppeteers were visible behind their puppets throughout 

the play. Care had to be taken that puppets were not unneces­

sarily blocked when entering or ~oing out. Puppeteers had to 

concentrate on their meaningful body movements as well as on 

focusing and manipulating the puppets.Creating tbis puppeteer­

puppet unit was difficult in the beginnin~. However; after 

we got used to thinkin~ o f the puppet's movements as an ex­

tension of our own movements, we e~joyed playing very much. 

Very important were space relationships (~rouping, heitthts 

of puppets and puppeteer's height) and a characteristic 

rhythmical movement flow linked to the rhythms of the spo-

ken lines and the drum beats. 
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4) Audi ence response. 

Watching the audience from time to t i me during t h e per­

formance I could convi nce myself that the puppeteers' v is i b i l-

e 
ity did not distract the audince'• attention sway from t he 

puppet's action . The audience seemed to accept puppet and 

puppeteer as a unit. ~eing so close to the audience the 

puppeteer could re~ ister inrnediately any feedback from the 

audience. This provided a new challenge and experience for 

us puppeteers at every performance. 

Especially rewarding were the responses from the ~roups 

with mentally retarded or hai icapped c~ildren. I believe 

that the size of the puppets and the direct manipulation 

meth od contributed to this successful cormtUnication. 

5) Question and answe r period after the show. 

Rounding up the show wi t h a question and answer period 

further enhanced the understanding of the plot and also 

made the chi~dren aware o f some o f the design and con­

srruction features of t he puppet show. 

Typical questions chi l d r en a ske d after the show fell into 

two categorieas a) ref e r r ing t o the c ontent and b) re­

ferring to design a nd man ipulation of puppets. 
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•> * WHO WAS OLD HAG? 

* WHERE WAS OLD HAG? 

* WAS CLD HAG REAL? 

* HOW COMf., SOMF'BODY COULD GFT SCARf.D C'F SOMF'ffllNG HF 

DIDN'T EVFN BF.LIFVE IN? 

b) * HOW DID YOU MAKF THf PUPPFTS? 

* HOW 00 YOU M< 1VE THF PUPPFTS? 

* 1S nu: ROCK HEAVY? 

* WHERF IS THF. LION'S TAIL? 

* WHY ARE YOU \.IF.ARING THOSF CC'STUMFS? 

Comments to a) 1 

Responding to the a) questions I tried first to let the 

ot~er children in the audience find the answers. I~ most 

cases the youn~er children were the ones who hadn't fully 

understood the 3-step plotting of ANANSF 's trick1 

first he had to convince the animals that there really 

was somethin~ like. OLD HAG who demanded a certain co~e 

of behavior . 

Seconds he had to provoke the animals to say some­

thing that would break this code of behavior, rousin~ 

the fury of OLD HAG. 
I 

Thirds actinp, as a mediator between OLD HAG and the 

animals he accepts their i oods as an appeasement, thus 

serving, of course, his own purpose. 
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Somehow these young children were convi nced - identifying 

with the three a n imals - that r LD HAG was real a nd expec­

ted her to appear a~y minu te. Monsters c an be very real 

to young children. ~~ybe they really wi s ~ to see the monster 

in order to be able to deal with i t better, may be even ~o­

ping to conquer it: and Where, would he a better place tha n 

at a puppet theatre to have an opporunity to be confronted wi t h 

one? 

Thus they might have heard TURKF.Y explain to tl-\e three ani -

mals that OLD HAG was really j ust dreamed up by ANANSE, but 

their emotional expectations didn't allow any rational ex­

planations. The result was that the li~e of the plot was mi ssed 

or not understood or j ust not accepted. 

Older children didn't seem to be so pre-occupied with OLD 

HAG. Yhe question,"HOW COME THAT SCMEBODY COULD GET SCARF'D 

OF SOMF.nilNG HE DIDN'T F.:VF'N BELIEVE IN?" of course was re­

ferring to t h e last scene where ANANSE suddenly loses his 

cool, arrogant cl-\aracteristica and with that all the g oods 

and all the respect w,.ich he h a d taken rom the three animals. 

ls ANANS E's sudden change convincing ? 

While TURKEY, LION , WART HCG and GOAT once introduced in the 

first scene with certain type-cast characteristical featu­

res keep theee features throughout the play, ANANSE is the 

the only character who changes from a smart a n d tricky cha­

racter into a tremb ling terrified coward. 
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Maybe the boy who asked the question wasn't really so surpri­

sed about the fact that ANANSF did reveal - j ust fo a s hort 

weak moment - another contrasting character feature1 but 

I rather suspect it was the fact that we were ~ot prepared 

by any clues in the previous scenes for this sudden change. 

In answering the boy's question I tried to make the poin t 

that most people indeed could become scared of somet~ing they 

would never have thought they believed, touching possibly 

the underlying moral of the storys people often just don't 

know what powerful irrational ideas mig~t be sleeping way 

back in our minds. 

Responding to the b) questions I would ask one character at 

a time to come back on stage where either I or the puppeteer 

would explain 

* the c ons~ruction of the puppet and the 

characteristic movement of the puppet character, 

* design features of puppets and/or puppet sta~e, 

* the puppet-puppeteer relationship, 

or we would enter into a discussion about how realistic a 

puppet design had to be to become an effective puppet.(This 

discussion was brought on by a little boy's question about the 

LlON' s tail) / 
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6) Playin~ outdoors . 

Alice Fer~uson Amphitheater in Accokeek: 

Playing at nir-ht in a n open star-e space with a fine na tuua l 

surrounding of big old trees and f or an aud ience that l knew 

well was a very rewar~ine experienc e . Combin ing natural ele­

ments of the outdoor stage sett i n~ with the artistic ele ­

ments of the play tmusic, lan~ua~e , puppets), gave p~rfor­

ming puppeteers and participatinR a u dience a special sens~ 

of fulf ill me':l t. 

Wolf Trap Farm, 

Playin g to a bout 300 people at noon ti'l'le ( with.out 11.~'.ts ) 

in the " Little Theatre-in-the-Woods " we l o st some of tli e 

int ima te atmosphere. which we had experiencPd with t he othPr 

perf or mances . Al thouFt-\ t here WflS a n almost co?1tinuous Movi11e 

about by people jus t wandering in from the o ther activit ies 

of t he festival, the seated part of t h e audience seemed to 

ha~e enjoyed the show and responderl very well. 

7) Fina l notes . 

Throughout the four weeks of performances I felt a new 

challenge with every show to improve my perf o r min~ skills . 

S ince I was t he least experienced performer o f all the pu­

peteers , I fe lt t~at I ~ained a lot from t heir advise and 

examples. 
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My specia l difficult¥ was t l-\e l ip- synchronis a tion for t,e 

hllnd-in - mouth puppets (WART i1C1G being quite ,eavy a nd GO.AT 

havin~ to he p l ayed " d r y " since l<asi spoke the lines for 

her) . J also found i t hard to s trik~ t he rl~h t balance of 

projecting just enoueh ener~y into my puppet while at thP 

same time maintainin~ expressive and enereetic movements 

of my own body. 

Des i~ning , constructin~, r ehearsin ~- di r e cting and finally 

performing this show was a very complex a nd concentrated 

project, touchin~ many different facets nf ar t istic fields . 

Intensive Desi~nin~ , c onstructlng nr blocki~p wo~k hy my­

self was c ombined with rehearsing and performil"l~ wit!-\ 

tl-\e other puppeteers , giv ing me opportunity to to test 

my design and performance ski ll s . Supportin~ experienced 

puppeteers and g ood youn~ audienc e s gave me immediate 

feed-back , stimul atin~ my ent~usiasm for this a nd future 

puppetry projects. 

I 



I• 

PUPPFTS 

ANANSF 

LION 
' 
WART HOG 

GC>AT 

TURKFY 

PROPS 

ROCK 

LIST Of PRODUCTION FLFMFNTS 

STRING Of FISH 

CORN 

K0LA NUTS IN BASKET 

SCENERY 

KOLA TRF'f 

STAG£ 

2 PLAY BOARD SFCTl ONS 

2 RAMP SECTIONS 

3 SUPPORTING tH>ARDS 

2 J:LATS 

CLO'm COVERS FOR STAGE AND FLATS 

INSTRUMENTS 

WOODEN ALTO XYLOPHONE 

2 HAND DRUMS 



WOOD BLOCK 

SLFlGH BFLLS 

LIGHTING 

FRONT LlGHTING1 4 SPOTLIGHTS{COfFEF CANS)HUNG FROM CEILING 

2 WI TH Pll\1< GFLS 

2 Wl lli GRF.Y GFLS 

UPSTAGF. LIGHTING1 2 POLFS, ONF ON FACH SIDF 0F STAGF FRONT1 

1 POLF Wln! 2 PINK SPOT LIGHTS 

1 POLE WlTH 2 GRFY SPOT LIGHTS 
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1H8Ll0GRAPHY 

AFRICAN STORlfS 

Aardemea, VerT'\8 : TALFS FROM THF STORY HAT 
Coward-~ie Cann , New York 

Courlander, Harold I THF HAT-SHAKI~G DA"'ICf 
Ha rcourt, ~race and Compa.,y, New York 

Heady, fleanor B . 1 SAF>Rl THF Sl~GFR 
fast African Tales 
FollP.tt Poblishin~ Compa.,y, Chica~o 

Korty, Carol, PLAYS FROM AFRlCA~ FOLKT>LFS 
Charles Scri bner's Sons, New York 

Mc Dermott, Geralds ANANSIS THF SPIDFR 

AFRICAN CULTURF' 

~ tale from the Ashanti 
Holt, Ri~ehArt and Winsto.,, New York 
Chica~o, San Francisco 

THf MAGIC TRFF. 
A tale from the Con~o 
Holt, Rinehart and WiT'\ston, New York 
Chica~o, San Francisco 

Cou~hlan, Mar~aret N. 1 FOLKLORF FRN1 AFRIC> T0 THF UNITFD STATFS 
U. S . Government Pri"ltine Office , 
Washi"lgton , D. C. 

Courlander, Harold, A TRF~ SURY OF AFRICAN FOLKLORF 
Crot;n Publishers Inc., New York 

Dundes, Alan: M0THFR ~IT fR OH THF L.AUr.H ING dARRFL 
Prentice Hall, Inc., f"l~lewood Cliffs, New Jersey 

Hu~hes, Lan~son: A~ >FRICAN TRF>SURY 
Crown Publishers, ew York 

Leiris, Miche l . and 
De lange, Jaqueline I Al-RlCA,~ ART 

transl. by Mlchael Ross 
The Arts of Mankind-Seies 
Golden Press, ~ew York 1968 

Sieber, Roy, AFRIC>N TFXTILFS AND DFC0R>TIVF ARTS 
The Museum of Modern >rt, New York 



AFRlC>.N MUSIC 
'ff\. 

Charters, Samuel copiled1 ROOTS Of SLACK MUSIC IN AMERICA 
r OLKWAY Records FA 2694 

Courlander, Harold1 AFRICA SOUTH OF IBF SAHARA 
Fthnic Folkways Library FF 4503 

Kolinski, Mieczyslaw, DAHOM.FY SUITF FOR OBOF AND PIANO 
based on 7 documentary Dahomey son~s 
f0LKWAY Records fS 3855 

Nonesuch Fxplorer, The , MUSIC FROM DISTA~T CORNFRS OF IBF WORLD 
Fxp l ore Series H7-ll 

Warren , f red with 
Warren, Lees nIF MUSIC OF AFRICA 

An Introduction 
Prentice-Hall, Inc., Fn~lewood Cliffs, New Jersey 

IBEATRF HIS1'0RY 

KFENF, Donald s BUNRAKU 
The Arc of the Japanese Pupet Theatre 
Koda~sha International Ltd. 

Scott, A.c., llif KJ. RUKI TIIFATR~ OF JAPAN 
Collier Books, NewYork, 1966 

S iegel, Harro1 BUNRAKU - JAPANISCHF~ PUPPFNSPII L 
Perlicko-Perlacko, Heft 3 I/1959 

CONSTRUCTI ON AND TFCHNIQUF 

dacchelder, Msrj orie, THF PUPPET fflF.J.TRF HANDBOOK 
Harper and drothers, New York 

Bleisch, Hanspecer1 DIE STOCKPUPPF MlT FINFR SPIELHAND 
(MAROTTF.) ODF.P. Dir TISCHK6.RIONFTTF' 

I 

(The mar,otte or the table marionette) 

Puppenspiel und Puppenspieler 
Heft 2,1976 16. Jahr~ang 

Parker , W. Oren and 
Smith, K. Harveys SCENF DFS lGN AND STAGF LIGHTING 

Holt, Rinehart and Winston, Inc. 
New York , Chica~o, San Francisco, Toronto, 
London 



Roser, Albrecht , PUPP~ AUS AGOPLAST 

OlRECTING 

(Puppets made with celastic) 

lnformation 1/1976 #3 6 
Verband Deutsche Puppentheater FV. 

Dean , Alexanders FUNDAMFNTILS OF PLAY DIRFCTING 
Rinehart and Company , l~c ., New York 

KR lab, Josef I DIF VORARd FIT MIT DFt1 F SFl°'IBLF 

(PreparAtory work with the puppeteers) 

Perlicko- Per l acko 
Heft 7 1/1958 

Uf 8FR Dlf P.FGIF I 
UFBFR DIF REGIF 11 

(About play dir~ctin~ I and II) 

Perlicko- Perlacko 
Hef t 8 11/1958 
Heft 10 IV/1958 

Styan, J.L.1 IBE DRPMATIC FXPFRIFNCF 
A ~uide to t he reading of plays 
Camt-41.dre University Press 1965 
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SCRIPT AND STAGE DIRECTIONS AS .lJ$EJ). lN 

PUPPET PLAY 

"ANANSE'S TRICK DOES DOUBLE WORK" 

TAKEN FROM TI{E BOOK 

"PLAYS FROM AFRICAN FOLK TALES" 

BY CAROL KORTY 

• CHARLES SCRI BNER 'S SONS, NEW YORK 

lLLUSTRATF.D WITH 27 COLOR SLIDES 

PHOTOGRAPHED BY 

STEVE AMBRAMOWITZ 

DESIGN, PRODUCTION AND DIRECTION: 

DIETLINDE HIBBEN 



CHARACTERS, ANANSE THE SPIDER (SLIDE 1) 

LION (S~IDE 2) 

PROPS: ROCK 

WART HOB 

, GOAT 

TURKEY 

Sf RING OF FISH 

BAG OF CORN 

KOLA NUTS IN BASKET 

SCENERY1 KOLA TREE 

(SLIDE 3) 

(SLIDE 4) 

(SLIDE 5) 

INSTRUMENTS, WOODEN ALTO XYLOPHONE 

TWO HAND DRUMS 

WOOD BLOCK 

SLEIGH BELLS 

PLAYED BY DONNA :lARRIS 

PLAYED BY I DAVID WISNIEVSKI 

PLAYED BY: DIETLINDE qIBBEN 

PLAYED BY KASI CAMPBELL 

PLAYED BY KAS I CAMPBELL 



PRODUCTION '\JCTFS 

P lease c o~tact CAR0 L KC~ TY i n r e ~ard to r oyalty f ee s . A~dress ; t 5 Perki~s SquarP 
J a l'Tla i ca Ptc1j11 
3 ns ton, Ve . 02130 

The ori~inal text was sli~htly modified a n d dividec into s even d i fferent s ce~e s , 

a ll c o~nected by repeated drum r~ythm t~erne.Tli.e origina l sta ~e 0 i rect in11 s wer e 

desi~~e d for l i fe a ctor• a n d had tn he a cnpted for t 'l e puppe t eer s, u s i n~ simol 1 -

fie d J unraku- sty l e puppets. 

T~e i1troduct ion mus i c starts 

·-'hi s r '1y t h m, repeated throug'l out t h e play, i s s yn c opated 

hy wood b l ock rhyt~m in 3/4 t i me. 

T'lis i s f o llowed by sleig~ bel l s a n d f i na l ly by w0 na xylop'lo~e c'lnras: 



SCENE I 

A1 HELLO , LlONl 

L, HELLO, ANANSEl 

A, HELLO, GOATl 

G1 :-!ELLO , ANANSE. 

A1 HELLO, WAN{ THOG. 

WH I HELLO, MR. SPIDER. 

A, OrF TO MARKET? 

G1 YES, COME ALONG Wlnt US. I AM 

GOING TO SELL MY KOLA NUTS. 

Basic drum rhythm starts, lights are brou~ht in, 
wood block joins drum, f ollowed by bells and wood 
xylophone. GOAT, WART HOO and LION, carrying their 
goods in their mouth, enter from stage left, wal­
king in an up-and-down moti on to the drum rhythm, 
turn full front at upstage center , walk to down­
stage play board,WART HOG moving up, when other 
two animals move down, sharp beat on wood block 
indicates point, when animals put down their ~cods 
on the play board and when ANANSE is slidin~ in 
on left ramp, landing with a thump. All mus ic 
stops, the.animals make a~ turn t owards him. 
(SLIDE 6) 

F.ach ti~e ANANSE ~reets an animal, ~e s teps 
forward, cocks ~is ~ead, says ~ts li~e , t~en 
steps back. 

WART HOG steps forward to play board , looks 
at ANANSE, ANANSE looks him over, ~reets him 
hesitantly. 



A 1 MAYBE I WILL. ANANSE steps forward, lookin~. over t~e ~oods . 
After each remark concernin~ o".'\e of tl-ie ~oods 
the respective animal steps forward, anxiously . 

n-IOSE ARE .BF.A.UTlF"UL FISH YOU HAVE, 

LION. 

L1 JUST CAUGHT n-IEM 'mIS MORNING. 

As AAH, YOU HAVE GOT CORN IN YOUF BAG, 

WART HOG . 

WH, THAT'S RIGHT. MY WHOLE FIELD IS 

RIPE NOW. 

Ar WELL, LET'S GO. Moves left. WART HOG moves left ~fter ANANSF . 

WH I WAIT A MINUTE,00 YOU HAVE ANYTHING 

TO SELL? 

A1 NO. WHAT DOES ntAT MATTER? I'LL 

JUST COME ALONG WITH YOU. 

WH1 OH NO YOU OON'T. NOW I KNOW WHY 

YOU ARE SO INTERESTED IN WHAT WE 

HAVE. WART HOG ateps back. LION steps forward. 



L1 YES TiiE LAS~ TIME YOU CAME ALONG, 

I LOST EVERTHING I I BROUGHT WITii 

ME. 

G1 THAT'S RIGHT. NO MORE OF YOUR 

TR lCKS, ~NSE. 

WH, LET 'S GO. All animals pick up their goods simul t:sneous-
ly, LION starts drum rhythm, animals start: wal­
king towards teft, WART HOG steps forward, puts 

· down his corn. Drum r~yt:hm continues softly, 
WH1 I'M NOT GOING TO LET YOU TRICK animals move with rhythm in place. 

ME AGAIN. IF YOU WANT TO HAVE 

SOME GOODS, YOU ARE GOING TO 

HAVE TO WORK FOR THEM. 

A1 WORK l YOU HAVE TO BE STUPID 

TO WORKl 

L1 VERY WELL. Btrr DON'T EXPECT 

TO COME WI TH US . 

A 1 'mERE ARE EASIER WAYS -mAN 

WORKING. I'LL USE HY HEAD. 

L,WHa YOU DO IT YOUR. WAY. WE'LL DO 

IT OUR~ .. 

WART HOG picks up corn. steps back in line with 
other animals. 

LION rushes forward towards ANA?fSF, in a three t­
en in~ low position. His drum rhythm stopped. 

LION st•rts his drum rhythm a~atn, al l three animals 
proceed to exit left, movin~ up and down with 
rhythm, then make left turn and start t o cross 
up stage towards right. GOAT ~oes ahead , LION 
and ~ART HOG atop for their line, then exit ri~ht. 



SCENE II 

At I'LL DO IT MY WAY, AND ALL 

OF YOU WILL HELP ME, TOO. 

Ta HE IS UP TO HIS TRICKS AGAIN. 

l DON'T KNOW WHAT IT rs. BUT 

l BETTER WARN THE O'mERS. 

As LION, LION, WAITl 

Lt WELL, WHAT IS IT NOW, ANANSE? 

TURKEEY enters by sliding in on right r.amp. 
,uppeteers for TURKEY and ANA.~SE stand back to 
back. (SLIDE 7) 

TURKEY slides out quickly, drum rhythm starts 
up, all three animals cross upsta~e towards left, 
make a sharp right turn in unison, cross upsta~e 
towards right, LION laggin~ behind. ~e stops 
his drum when called by ANANSF, steps towards 
play board. 

A a THERE IS SOMEnllNG VERY IMPORTANT 

I HAVE TO TELL YOU. I DIDN'T 

WANT TO SAY IT IN FRONT OF '111E 

OTHERS. 

BUT YOU ARE LION, AND YOU SHOULD 

KNOW. 

La YES, OF COURSE, WHAT IS ITT 

(SLII>! 8) 

4-



A1 THE REASON I DON'T WANT TO GO TO 

MARK£r ALONE ..... rs THAT I AM 

AFRAID. 

L1 WHAT IS TitERE TO BE AFRAID OF? 

A, SOMEntlNG· T£RRIBLE. -V LISTEN. V 

LAST NIGHT I HAD A ORF.AM ABOUT 

OLD HAG . vvvvvv. ·, . 

LI OLD HAG?l 

A1 SHH. YES, OLD HAG. SHE CAME TO 

ME INMY .DREAM AND SAIi? V-"ANANSE, 

l AM GOING TO ca,m· AKO· s, ING 

Second hand drum behind right side flat is 
being played by one of the puppeteers, gving 
short staccato beats accordin~ t o indicatin~ 
sign =-V. 

(SLIDE 9) 

LION crosses in back of ANANSE to ri~ht side , 
lowering his height in fear. 

. . . . 
TROUBLE .TO EVERYO~ IN THE DISTRICT. 

vvvvvvvvvvvv 

La WHY? 

ANANSE puppet's movements are intense . He leans 
in •Eiffel Tower" fashion from one s ide to the 
other. 

At BECAUSE EVERYONE HD! KEEPS SAYING 

BAD THINGS ABOUT f'.AQ1 OTHEB. 



Lr NO . .. 

Ar BUT WE 00 .... DIDN'T I JUST 

CALL ALL OF YOU STUPID FOR 

WORKING? 

Lr YES. 

A1 YOU SEE? OLD HAG IS SURE TO 

GET us. vvvvvvvvvvvvvv 

La YOU ARE RIGHT. OH, NOl 

A1 DO YOU THINK WE SHOULD WARN 

THE OTHERS? 

Lr OF COURSE, WE SHOULD WARN THEM. 

A1 THEY'LL NEVER LISTEN TO ME. 

\. 1 00, THEY 'LL LISTEN TO ME. 

I'LL CALL TiiEM. 

WH1 WHAT IS IT? 

L, COME AND LISTEN. 

LION crosses back to left side of ANANSE . 

LION draws himself up high, stepping back 
upstage. 

LION roars.GOAT and WART HOO come in from ri~ht:, 
their bodies lower t:han LION'S. 
(SLIDE 10) 



G1 QUICK, QUICK, WHAT'S THE MATTER? 

LI ANANSE HAD A DREAM •• ; ••• GOAT and WART HOG l ook a t each other. 

WH ,GI A DREAM? 

- . . 
A1 A DREAM ABOtrr. OLD HAG. VVVVVVVVVGOAT and WART HOG's puppeteer. stan din~ side to 

side rwith LION's puppeteer turn a full 360 degree 
circle in place , crying i n panic. 

As SHE CAME TO ME IN THE DREAM •• • 

V 

ALL1 AYE .. VV 

ALL step f orward one step i n unison. 

A1 AND SHE LET OUT A CRY, "YAHt" VV ALL step one step back. 

ALL I YEE . . . 

At AND SHE SAID, "EVERYBODY IN THIS 

DISTRICT TALKS TOO HUQl ABOUT EACH 

OTHER • ••• " ALL nod • 

ALL1 YES , YES. 

A, SAYS BAD THINGS ABOUT EAQ{ OTHER. ALL nod in recognition of t he truth . 

ALL I OH, YES ..• 



A, SHE SAID, "IF THIS DOES NOT STOP .. " 

ALL• HAH. YES. 

Ai "IF THIS DOES NC>T STOP, ANANSE, 

I WI LL COME TO YOU ... " VV 

ALL a AH • • 

A 1 11 ••••• AND I WILL FIND OUT WHO IT 

IS . .. II vv 

ALLI AH . . 

At " ••• AND I WILL BRING TROUBLE FOR 

EVERYONE!" 

ALL I OH • • • • • 

Tt WHAT IS IT? WHY ARE YOU WAILING? 

Gt SHE IS COMING. 

Lt OLD HAG IS COMING. 

ALL step forward , eager to hear more ,hol­
ding in thei r breath. 

ALL step forward one step . 

ALLstep back. 

Higher pitch. 

ALL turn in un i son as be fore, cryin~ . (SLIDF 11) 

TURKEY enters from right, slidin~ down 
ramp, landing with a thump, accentua t in~ 
his first line. 

WH1 COMING TO BRING TROBL! TO 'Ill! DISTRICT. ALL turn in unison as before, cryi n~. 

- J. 



Ta STOP . CAN'T WE DO SOMETHING? 

CAN'T WE DO SOMETIUNG? 

A a PSSS ..• STOP TALKING ABOUT EACH 

OTHER. 

La WE CAN ALL STOP TALKING ABOUT EACH 

OTHER. DO YOU UNDERSTAND? 

Ta WAIT A MINUTE . SOMETHING IS VERY ODD. 

AND I JUST HEARD ANA-NSE . ... 

La DO NOT LET OLD HAG HEAR YOU SAY 

ONE BAD THING ABOt.rr EACH OTHER 

AGAIN. 

T ,. Bt.rr • .. 

Lt NOW EVERYBODY GO ABO\Tl' HIS 

BUSINESS! 

WH, WE'LL BE VERY CAREFUL. 

Ga NOT A WORD. 

ALL stop and l ook at each other.(SLIDE 12) 

ALL look around and end up f ocusin~ on LION . 
LION looks a bit helpless, trying to find 
an answer, he finally notices that ANANSE is 
trying to prompt him.He leans over towards 
ANANSE. 

LION rai••• himself up. 

ALL nod. TURKEY jumps forward on play board, 
making a clackin~ sound . with his wooden le~s. 

LION rushes forward towards TURKEY in a low 
position. (SLIDE 13) 

TURKEY stomps his feet. 

WART HOO lean~ over _towards TURKEY. GOAT 
does the same for her line, t h en both foll­
ow LION, ~.iiit,o ia starting up his drum rhythm, 
moving to stage left, then makin~ a left 
turn, to cro•• upatage, exit.· - ~ig h t. 



A1 SHHHH I TURKEY turns to audience. 

T 1 HOPE IT WORKS. TURKEY slides out right. 

IO 



SCENE III 

At IT WILL WORK FOR MEI GOOD S'l'ART. 

THOSE SILLIES ARE REALLY SCARED. 

LET'S SEE. THIS ROCK SHOULD WORK. 

I AM READY. 

WH : I DON'T THINK I'LL GO TO MARKET 

TODAY. I'M NOT REALLY SCARED. BUT 

IT DOESN 'T SEEM LIKE A GOOD DAY 

TO GO. 

ANANSEl WHAT ARE YOU DOING? 

A1 I 'M TRYING TO MOVE THIS ROCK. 

WH1 WHY ARE YOU MOVING I~, ANANSE? 

A, I DECIDED YOU WERE BIGHT, WART HOO, 

ABOUT WORKING. IT WOULD BE NICE TO 

HAVE SOME CORN. I'M GOING TO RAISE 

SOME. 

WH, GOOD FOR YOU, ANANSE. 

...... 

ANANSE jumps up from sitting position , then 
looks around for somethin~ that could help 
him to trick the animals. The rock had been 
placed under the right side of the play board, 
is now lifted ·by ANANSE onto the board.(SLIDE 14) 
WART HOG has to put his corn in his mouth. 
Drum rhythm from back stage, While WART HOO 
enters from right with heavy stamping walk. 
H puts down his corn, lookin~ scared , his . 
body is low, his neck sunken . . After his first 
lines he n otices ANANSE, picks up his corn, 
walking s i dewise to sta~e cener, then forward 
to the left of ANANSE, where h e puts down his 
corn again, looks at ANANSE, and walkin~ sidewise 
to the back of ANANSE's puppeteer , places him­
self on top of puppeteer, saying the second 
lines.ANANSE had all this t ime busied himself 
with. the rock, trying to lift it. Drum rhythm 
stops just before WART HOG lands on puppeteer . 
(SLIDE is) 

WART Hex; steps to left of ANANSE. (SLIDE 16) 

WART HOG watches ANANSE's efforts , stil l bein~ 
ant~ about 3/4 his height. 



A1 I J UST HAVE TO GET TIIIS ROCK 

OVER A LITTLE FARTHER. 

WH1 BUT WHY ARE YOU MOVING THIS ROCK, 

ANANSE? 

Ar CAREFUL, DON'T STEP THEREI THAT'S 

WHERE I HAVE PLANTED THE CORN. 

CAN YOU GIVE ME A HAND WITH THIS 

ROCK? 

WH1 I'LL BE GLAD TO HELP. 

I'VE ;-lAD EXPERIENCE RAISING CORN 

ALL MY LIFE. 

A1 YES, I KNOW. OVER THIS WAY A 

LITTLE MORE. GOOD. · 

WHt ANANSE, YOU JUST SAID YOU PLAN­

TED CORN ON nus SP<>%. 

At 'ffiAT'S RIGHT. 

WART HOG steps closer to watch. 

BOTH move rock to left, then stop. Lots 
of grunting noises. 
(SLIDE 17) 

WART HOG looks at the rock, raises himself 
up to full hi~ht. 

. ... 



WH1 AND YOU WANT IT TO GROW? 

A I YES, OF COURSE •. 

WH I A.~ D YOU PUT A ROCK ON- TOP OF 

IT1 

Ai CERTAINLY, I DON'T -ANYONE TO 

STEP ON IT . 

WH I THAT'S THE DUMBEST THING I 'VE 

EVER HEARD. 

A1 WHAT? 

WH, YOU'RE STUPIDI VV 

A 1 SHIDt. OH, NO. OLD HAG WILL GET 

YOU. VVVVVVVVVWV • 

WH, OHi WHAT DIP I SAYl PL!AS! .DON'T 

LET HER KNOW'. DON-' T TELL HER. 

At SHE PROBABLY HEARD IT ALREADY. 

WHt I DIDN'T MEAN TO SAY IT. PLEASE 

HELP MEI 

WART HOG very intense, coming closer to 
ANANSE with each line, moving entire body 
towards and away from ANANSE. 

Drum beats keep up from back sta~e. 



A1 SHE'LL BE PRETTY' MAD. MAYBE 

YOU COULD GIVE HER SOMETHING. 

WH1 YES, YES. I'LL GIVE HER SOME­

THING . SOMETHING ... SOHETHING ... 

SOMETHI NG.· .• BUT, WHAT? 

A1 HMMMMMMMM ... YOUR CORN? 

WH, YES, I'LL GIVE YOU so~ CORN 

TO GIVE HER. 

A1 BUT ... I HAVE NO TIME. I AM 

TOO BUSY RAISING MY OWN CORN. 

WH I ANANSE, LISTEN. YOU CAN HA VE 

ALL OF MY CORN. 

A1 WELL, ALL RIGHT. SINCE YOU ARE 

AN OLD FRIEND, I'LL HELP YOU 

OUT. GIVE IT TO HE. 

WH 1 00, THANK YOU SO MUCH, ANANSE. 

l 'M GOING HOME. I CAN'T HAQ rr 
TO MARKET TODAY. I'M .JUST NOT UP TO 

IT. 

WART HOO shrinks in size , just moving hi• 
head, he is looking around for something. W"tile 
he is looking ANANSE moves closer to h im , 
pointing to the corn. 

Picks up corn. 

He stretch•• out his arm, holdin~ the corn. 

WART HOG_ places corn on right side of play 
board. 



At GOOD-BYE, WART HOO. 

WHt THANK YOU VERY MUCH, ANANSE. 

A, DON'T MENTION IT. 

l NEVER KNEW GROWING CORN COULD 

BE SO EASY. 

He backs up to upstage, then exi t s ri~~t 
with heavy steps, whi le drum rhythm is sta r­
ting up again backstage. 
ANANSE jumps up, laughs, handle s the corn. 



SCENE IV 

L I HUMPH . HUMPH. • • • WHY, ANANSE, WHAT 

ARE YOU DOING HERE? 

ANANSEl 

At OH , I DIDN•T NOTICE YOU, LION. YOU' RE 

JUST THE ONE I WANT TO SEE. I'M 

GOING FISHING. COULD YOU GIVE ME 

A HAND wrm THIS? 

Ls YES, OF COURSE, I COULD. 

HERE, LET ME HELP YOU WITH THAT 

ROCK. 

A I YES, THANK YOU .HELP ME GET IT 

ON MY SHOULDER. 

IF YOU GET UNDER IT AND LET ME 

TURN AROUND ..... 

• Lt YES, l WAS JUST GOING TO SAY, IF 

LION walking i n with fish in his mouth from 
right, humming to h imself . Drum rhythm is 
played backstage. 
ANANSE is struggling with the_ rock , tryin~ 
to pick it up. • 

ANANSE continues his st~gle. 

LION puts fish on play board. 

ANANSE bends down, sticks one foot into 
handle of the rock, LICN lowers himse lf, 
trying to make himself useful, but is very 
clumsy. 

LION tries to pr:op_ up the rock with his 
head.The rock slips and falls , they try a­
gain. ANANSE's puppeteer holds it up o~ his 
shoulder 
(SLIDES 18 and 19) 



I GET UNDER IT,: THEN. YOU. CAN 

TURN AROUND •• ~-

As AND WE'LL GET IT ON MY S~OULDER. 

Ls YES, · RIGHT ON YOUR SHOULDER. 

As THAT •s GOOD . THANK YOU FRI.END. 

NOW WISH ME LUCK. 

Ls WHY WISH YOU LUC~? 

As BECAUSE l AM OF.F _TO GO FISHING. 

Ls WAIT A MlNUTEl IF. YOU ARE OFF TO 

GO FISHING, WHY ARE YOU-TAKING 

THAT ROCK? 

A1 I NEED THE. ROCK TO CATCH THE FISH. 

Ls CA'{CH FISH WITH A ROCKT 

A.1 YES. 

L, NO ONE EVER F1SHES Wlnf A ROCKl 

~ANSE starts to move to the rii;ht:. 

LION takes a few seconds to realize w"lat: 
AN~SE just said. -

ANANSE keeps goin~, LION rushes after him. 



At THAT'S JUST THE POINTI NO ONE 

EVER USES A ROCK, SO THE FISH 

WON'T EXPECT IT. I'LL FOOL THEM. 

Ls IMPOSSIBLE• 

A I l 'LL SNEAK UP TO ntE IIJG& or 
WE WATER .... • 

Ls ANANSE , YOU NEED A FISH HOOK ... 

As ... AND I'LL WATCH FOR ONE TO SWIM 

BY •••• • 

Ls ... OR A FISH NET. 

As ... AND THEN l'LL PRETEND TO LOOK 

'mE OTHER WAY ••• 

" 

La LISTEN TO MEI I KNOW HOW TO DO ITl 

Aa ••.. AND I'LL DROP 'ffllS ROCK ON HIS 

HEADI CRRRRASHI V 

La mAT WILL NEVER WORK, YOU FOOLI V 

·ANANSE mimes as he talks, LION watehes. ~im 
with disbelief. Exchange of followin ~ lines 
very fast and intense. 

Drum emphasizes dropping of the rock with 
strong beat. ANANSE stands up very proudly 
after he haa dropped the rock on the play 
board.LION raises up to his full hei~ht, 
is very angry. 



A, WHAT! V 

Lt YOU'RE A FOOL. A STUPID, STUBBORN 

FOOL! VVVV 

A I OH , NO •••• OLD HAG~ • VVVVVVVVVV 

L i OLD HAG ! 

A 1 WHY DID YOU SAY THATf NOW SHE'LL 

COME AND BRING TROUBLE.· 

L1 WHAT HAVE l DONE? 

DON'T TELL HER,ANNASE. PLEASE, 

DON'T TELL HERi 

A1 SHE IS GOING TO ASK. 

L, PLEASE° HELP ME, FRIEND 

A I MAYBE YOU COULD QI VE-. HER SOHE­

'nHNG. 

L, OF COURSE, 01' COURSE, THAT'S WRAT 

1 WILL DO ••••••• Bt.rr •. , •• I DON'T 

HA VI ANY'nilNG. 

Drum beats are kept up in somewhat l ower 
volume until end of next three l i ne . 

LION shrinks in size. 

LION raises himself up again. 



At WHAT AHOUT THESE FISH? 

Ls OF COURSE, PLEASE GIVE HER A FISH. 

At WELL, IT'S A RISK FOR ME. 

L I HERE, TAKE THE REST FOR YOURSELF. 

At ALL RIGHT. SINCE YOU ARE LION, I 

WILL DO YOU A FAVOR.JUST PUT THEM 

OVER THERE WITH THE CORN. 

Lt ntANK YOU, ANANSE. 

At DON'T MENTION IT. 

Lt NO, I CERTAINLY WON'T. 

At GOOD-BYE, LION, GLAD I COULD HELP. 

ONE DROP OF A ROCK CAUGHT A WHOLE 

LOa\D OF FlSHI NOW I'LL !IND A BIG 

ANANSE pointing to the fish. 

LION puts fish with corn on play board. 

Drum rhythm starts to play while LION 
exits to left. 

ANANSE jumps up with joy. He busies himself 
with goods. 

BASKET TO CARRY EVERYTHING TO MARKET. Drum rhythm is heard back stage. 



SCENE V 

Ai OH, BUT FIRST THE GoAT. 

Gs TURKEYl ..... LIONl •.•. WART 

HOG I , • , 

OH, ANANSE, l AM GLAD TO ·FIND 

SOMEONEl • • •• HAVE YOU SEEN WART 

HOG? HAVE YOU SEEN TURKEY? HAVE 

YOU SEEN LION? 

A1 DON'T BOTHER ME, I'M BUSY. 

G1 OH, YES, OF COURSE. _DON'T LET 

ME BonIER YOU. 

WHAT ARE YOU DOING, ANANSE? 

A1 GETTING KOLA NUTS. 

Ga YOU'RE GETTING NUTS FROM THAT 

ROCKT 

Aa OF _COURSE NOT. i 'M GOING TO GET 

THEM FROM THAT TR!! OV!R niERE. 

Goat enters from right. She doesn't carry 
her kola nuts. ANANSE returns to work on rock. 

Rushes in, looking for the others, finaliy 
sees ANANSE and bends down to his left to 
greet him. 

ANANSE still struggles with the rock . 

Laughing, her shoulders are movin~ i n a n 
up and down movement. 

Points to kola tree. 



G I OH, YES . YOU ARE GOING TO STAND 

ON THE ROCK TO CLIMB THE TREE. 

A 1 LOOK OUT! 

ONE, TWO, THREEI 

Gs ANANSE, WHAT ARE YOU DOING? 

At I'M GOING TO KNOCK THOSE NUTS OUT 

OF THE TREE. 

Gs aUT, ANNASE, YOU HAVE TO CLIMB 

THE TREE SO YOU CAN PICK THEM 

OR SHAKE THEM DOWN. 

A, I JUST HAVE TO THROW THIS ROCK 

A LITTLE HIGHER. · 

LOOK OUTl V 

G1 ANANSE, YOU'D BETTER CLil-e THAT 

TREE. 

A1 nus IS EASlO. 

ANASE picks u p rock and swings it back and 
forth, lets it drop on play board. The thud of 
the dropping rock is enforced by a drum beat . 
When ANANSE swings the rock, the GOAT follows 
motions with her body . 

GOAT is laughing. 

ANANSE takes a few steps to the ri~ht , holdin~ 
the rock on his left shoulder. He runs wi th 
it and then falls down. Drum beat . 
(SLIDE 20) 

Starts to pick up the rock again. 



Gt YOU TH INK IT IS EASIER TO. TAKE 

rHIS GREAT iHG ROCK ~D S'rANP 

UNDER THIS. GRF.AT BIG '.!'REE AND TRY 

TO HIT THAT TINY: ••• . 

LITTLE ...• 

KOLA Nlll' UP THERE? 

Aa MAYBE IF I RAN ·FIRST. - . 

Ga I USED TO TiiINK l WAS SILLY. 

Aa I THINK I HAVE TO RUN FASTER .. • 

Ga THIS IS THE SILLIEST fflING 

l 'VE EVER SEEN. 

Aa ONCE HORE. . 

G1 ANANSE, YOU ~E CRAZYI. VV 

Ca CRAZY, CRAZY, CRAZY l . 

~, Cl.I) HAG I VVVVVVVVVVWV 

Laugh 

Laugh 

ANANSE picks up rock and runs all the way 
up the right ramp. He repeats _this , in­
creasing speed and· intensity, landing every 
time with a thud, enforced by a drum beat. 
While this is ~oin~ on, GOAT lau~hs , says 
her lines. 

Drum beats 

GOAT laughin~ 



G t OH, NO i 

At I'M SORRY YOU SAID THAT, GOAT. 

Gt OH, HELPI 

A1 ALL RIGHT. WHAT WILL YOU DO FOR 

ME? 

' G1 WHAT ftJi I DO FOR YOU? 

As GIVE ME YOUR KOLA NUTS. WHERE 

ARE rnEY? 

G, I HID ·rHEM BACK ON TI{E ROAD. 

A I GO GET ntEM AND LEAVE TIIEM HERE 

WITH MY OTHER THINGS. I HAVE TO 

RUN HOME FOR A BASKET. I AM IN· 

A HURRY. 

GOAT shrinks with fear. 

GOAT runs in opposite di rections. 

She ca l ms down, looks up a t ANANSE. 

GOAT becomes hectic a~ain, lookin~ for n~ts . 
Then, just before she says her l ine , she 
pauses arid just turns her head towards the 
left. 

GOAT exits left, ANANSE starts to run off 
to the right, then stops at the goods . Drum 
rhythm is starting up. WART HOO puppeteer 
picks up kola nuts and the WART HOO puppet 
and crooses with back to audience to left 
exit while at the same time the TURKEY and 
GOAT puppeteer crosses t o right s i de of the 
Nckstage, ready to pick up t he TURKEY puppet . 



SCENE. VI 

Ts SAY, GOAT, WHERE ARE YOU GOING 

SO FAST WITH TH0SE NUTS? 

G1 QUICK, l HAVE TO GIVE TIIESE 

KOLA NUTS TO ANANSE. 

Ts BUT ANANSE ISN'T HERE . 

G1 THAT'S ALL-RIGHT . HE ,SAID TO JUST 

LEAVE THEM WITH HIS OTHER GOODS. 

La WHERE IS ANANSE? HE WAS SUPPOSED 

TO DO ME A FAVOR. 

Ta ANANSE lSN!T HERE . 

Ls BUT HIS GOODS ARE. HERE 15 THE P.ILE. 

GOAT enters from left, carrying baaket 
with kola nuts in her mouth . TURKFY entere 
from right1 they both meet at play board 
center, TURKEY .curiously looking into GOAT 's 
basket. (SLID-E 21) . .., . _ 

. GOAT puts down her baa~t, puppeteer who t.Mn l ­
pu,-tes TURKEY bends over· towards GOAT 
-and says her linea. GOAT. pulls heraelf up 
to .full height.-

GOAT laughs . 

LION and WART HOO, .: manipulated by LION' s 
puppeteer, enter from left. 

Ta WAIT A MINUTE· . . HOW COULD ANANSE SUD- TURKEY looks at the pile of goods.(SLIDF ??) 

DENLY HAVE .A PILE OF GOODS? HE 

DIDN'T HAVF. ANY THIS MORNING. LION , WART HOG and GOAT look at each ot~er. 



ALLt YEHl 

Ls HOW DID HE GET THEM? 

G, I DON'T KNOW. l JUST CAM!: 

WI ffl HY KOLA Nl1I'S, -ANP ALL 

THESE C>'fHa THINGS WERE HERE. 

WH, l J UST GAVE HIM HY LOAD OF 

CORN, BUT I DON'T KNOW HOW H-E 

GOT nIE OTHER THINGS. 

Lt THE ONLY THING I KNOW ABOUT IS 

THE STRING OF FlSH I GAVE HIM. 

T, BUT THAT'S ALL THERE !S1 

NUTS, CORN, FISH ..... . 

ALL ntES! niINGS CAJi:tE FR()M ·YOUI 

ALL , Wlff ~DID YOUT 

Ga OLD HAG. 

WHt YES, TO GIVE . TO OLD KAG'_. 

Lt SO SHE WON'T HURT OS~ 

LION turns to GOAT. 

ALL stand in a line behind TURKEY. 
Each animal looks at his /~er thing, 
when mentioned by TURKEY. 

ALL turn to each other simultaneously. 

GOAT stretches neck towards TURKEY for 
her line, WART HOG doe-a the same. 



Ta BUT WHY GIVE THE THINGS TO. ANANS.E? 

La ANANSE I S THE ONLY ONE WHO SAW QLD ·HAG. 

Ta WAIT. YOU GAVE YOUR GOODS TO ANANSE TO 

GIVE TO OLD HAG1 

AND ~SE IS THE ONLY ONE WHO 

HAS HEARD FROM OLD HAG'l 

Gt HE DREAMED ABOUT HER . 

T I HE DRF.AMED HER UP, IF YOU ASK MEL 

ALL1 OH, NOi HE TRICKED USl LET ME TAKE 

MY THINGS BAC_K.· 

Ta WAIT. DON'T TAKE niEM BACK. LET'S 

MAKE ANANSE GIVE -'mEM BACK. 

ALL1 BUT HOW? 

T1 I KNOW ANANSE.· LET ME DO IT~ 

i HEAR HIM COMING. QUICK, HIDE 

IN THE BUSHES. 

ALL nod. 

ALL move towards play board, trying to 
pie~ up their t h in~s. TUR KFY stops them. 

HE cocks his head towards ri~ht, then turns 
back -to animals. 

ALL cock their heads simultaneously, t ~e~ 
ext t side_ by side as a &roup to the left:. 



SCENE VII 

A.1 I COULN 'T F·IND A .BASKET ANY­

WHERE. I'LL JUST HAVE TO CARRY 

MY THINGS WITHOUT ONE . 

BUT HERE IS TURKEY. 

MAYBE l COULD TRICK HIM TOO. 

TURKEY I ... TURKEY I I 

T1 OH , HELLO, ANANSE. I DIDN'T NOTICE 

YOU. 

A 1 \oBERE ARE YOU GOING? 

T 1 INTO TOWN. 

A1 I'M TRYING TO MOVE m1s· ROCKI 

T1 UM. HUM. WELL, SEE YOU LATER. 

ANANSE slides in from the right. TURKEY 
has moved over to t he left s ide of tne 
play board, pretending not to notice ANAN~E. 
ANANSE notices TURKEY after he has checked 
out his ~oods. He starts to s;et TUR~EY 's 
attention by working · with the rock. TURKEY 
struts up and down the left ramp, not even 
acknowledging the rpck. . • 
ANANSE picks up the rock, drops i t, havin~ 
the thumping noise enforced wi th a drum beat . 
TURKEY stilt does not pay attention. ANANSE 
picks up rock and carries it over to TURKFY, 
dropping it right next to TURKEY . TURKEY just 
turns his neck without turning his body , then 
walks away to the left. (SLIDE 23) 
ANANSE finally can't restrain himself any 
more . He jumps right next to TURKEY, address­
ing him. TURKEY stops, t urns his neck slowly. 

Then he continues walkin~. ANANSE follows him 
with the rock. 

ANANSE lifts the rock a little, lets it thump. 
Lots of straining noises. 

TURKEY just turns his head, the11 walks slow-
ly up the ramp 1 the puppeteer liftin~ hi s le~s 
one at a time.\SLIDE 24) 



... 

At WAIT. COULD YOU HELP ME WITH 

'fHIS ROCK? 

Tt WELL, I'M GOING TO TOWN RIGHT 

NOW. 

At WHY THE HURR'{'l 

T1 TO GET A HAIR CUT. 

At TO GET A HAIR CUT?l 

T 1 UM HUM. 

A, BUT YOU HAVEN'T GOT~ HAIR. 

T1 MAYBE SOME WILL GROW IF 1 HAVE 

A HAIR CUT. 

A I THAT WILL NEVER WORK . WHO EVER · 

HEARD OF SUCH -A THlNGl 

Ta IT'S WORTH A TRY. 

A1 OH, YOU ARE CRAZY l VV 

TURKEY comes back, looks at the rock. (SLIDE ?5) 
Then - turns around abruptly. 

TURKEY makes his point by raisin~ his neck. 

TURKEY just turns his neck to answer, then 
walks on. 

ANANSE laugb·ing. 

Drum beats 



Ta WHAT? VV 

A: ABSOLUTELY CRAZY! vvvvvvvv 

T1 OLD HAG , ANANSEl 

A1 OH, NOl 

£1 SHE 'LL GET YOUl 

A1 PLEASE DON'T TELL HERi 

f I WHAT CAN I DO? 

A1 OH , HELPI 

f I MABE YOU COULD GIVE HER SOMETHI NG . 

A1 YES, YES. I'D BETTER GIVE HER SOME-

Tit I NG •.•••••••••• BUT .... I DON IT 

HAVE A SINGLE THING TO GIVE.HER 

T1 WHAT ABOUT ALL THESE 'mlNGS? 

As OH , YES, I GUESS I COULD GIVE HEB 

ANANSE is so caught: up in h is own story that 
now .he believes it.He becomes more and mor e 
frantic, jumping, t ilt:in~ his whole body , slt:t:­
ing down etc . 

Pointing to the pile of ~oods. 

LION, WART HOG and GOAT start comin~ in slow-



SOME OP nns. 

T 1 SHE IS GOING TO BE MAD. 

HERE SHE COMES NOW! 

A1 I'LL GIVE HER EVERY'llllNGl 

DON' T HURT ME , OLD HAGi · 

OLD HAG, PLEASE LET ME GIVE YOU 

TIIIS CORN AND FI SH AND •••.• 

NUTS! 

ly from the l eft in s wayin~ motions , inc rea­
sin~ t he i r h e i gh t as they approa ch c e n t e r 
1tage~ . leaning simultaneously over ANANSE. 
(SLIDE 26).ALL are roarin~, pr etend ing t o 
be a monster- like figure. ANANSE believes 
that OLD HAG had come and keeps h is back t o 
them. 

ALL stand ri~ht over ANANSE. 

he turns a r ound quickly and sees the t h ree 

L1 I'LL LET YOU GIVE ME MY FISH, ANANSE. LION p i cks up f i sh f rom play board. 

WH , I'LL TAKE BACK MY CORN. 

Gt AND IF YOU INSIST, l'LL TAKE BACK 

MY KOLA NUTS. 

L, COME ON, L£! 1S GO TO MARKET. 

At .. TRICKED BY A TURKE'YII .. 

T a 00 YOU THINK, ANANSE LEARNED HIS 

LESSON? 

WART HOG and GOAT, bein~ man i pulated by the 
WART HOG puppeteer, bend down simultaneously 
to pick up their goods. Drum rhythm for walkln~ 
is started by LION, all three animals turn to 
left, walking in up-and-down motion to drum 
beats towards left exit, then make a ri2ht turn 
and cross the upstage, exit to r i ~ht. 
ANANSE is furious havin~ been fooled by TURKEY. 
He~· jQmps up, picks up the rock and throws it 
towards TURKEY, t hen stomps off stage ri~ht. 
TURKEY looks calmly at rock, shakes his head, 
turns to the audience for his last line, then 
flies out laughi~.(Puppeteer hold■ him up l n 
the air). - • . • 
Light■ dim down. then are bro~ht up •~•in 
for cuJ:trirt cill •. (SLID! 27) 
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