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ABSTRACT 

Shadow theatre is an ancient dramatic art form which has deep roots in most 

Asian cultures but is relatively foreign to the West. This study intends to 

inform the reader about the development and styles of shadow theatre and 

explore its potential for Creative Drama work with children. 

A look at the development of shadow theatre reveals its religious origin. 

Because cultures of the East are strongly drawn to the world of the spirits, 

shadow theatre has a keen appeal there. Although shadow theatre of various 

countries share the same basic elements (a screen, a light source, and shadow 

figures), each place endowed it with individual characteristics. Introduced to 

Europe at the end of the Rococo period, shadow theatre has subsequently 

been adapted by various European artists to their own styles by 

experimenting with new material for the puppets, lighting techniques, and 

shadows produced by human bodies. Throughout history, the minimalistic 

nature of shadow theatre has appealed to the imagination of people of widely 

varying cultures. 

I believe that shadow play activities can benefit personal development. This 

idea has theoretical support from psychological and educational literature 

and practical support from my own work with elementary students. An 

exploration of the importance of play and make-believe, of puppets, and of 

shadows serves to illustrate the value of shadow play activities to the child's 

development. 
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An examination of a recent Creative Drama curriculum (Alberta, 1985) shows 

that shadow play is admirably suited to fulfill Creative Drama's philosophy 

and goals. Because of their minimal formal structure, shadow puppets and 

body shadows more strongly challenge the imagination of children and 

stimulate their creativity than do other puppetry styles or dramatic activities. 

Furthermore, shadow play is faster, easier, and less expensive to set up than 

are most other puppet styles. Unfortunately, dramatic literature often 

neglects shadow play and many educators are not aware of its potential. The 

five sample lessons in Appendix A provide some practical suggestions to 

Creative Drama teachers interested in incorporating shadow play into their 

dramatic work with children. 
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CHAPTER I: 

INTRODUCTION 

1. The Study 

This study will focus on a dramatic style well known in the Eastern World but 

still fairly unknown in the West: the shadow play. Shadow play is noteworthy 

not only for its historical importance but also for its unique potential for the 

present. It is my belief that Western culture can benefit from this ancient 

drama tic tradition. Specifically, I see numerous possibilities for the 

incorporation of shadow play into the practice of Creative Drama, especially 

with children, who are still more immediately in touch with the world of 

make-believe and imagination than are adults. 

2. Purpose of the Study 

The purpose of this study is to argue for the inclusion of shadow play as a 

valuable part of the Creative Drama curriculum. The specific questions which 

this study will address are: 

1. Which elements of traditional Eastern shadow puppetry can be used or 

adapted for drama with children of the West? 

2. Can shadow play activities benefit the development of young children? 

3. Can shadow play meet the needs of Creative Drama? 
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3. Organization of the Study 

In most Eastern cultures, shadow play is more than mere dramatic 

entertainment; it plays a very vital role in the religious and social life of the 

people. Shadows and spirits seem to be inseparable. By providing some 

background information on the origin and historical development of shadow 

theatre in Chapter Two, I hope to offer some insights into this dramatic 

style. 

Chapter Three will focus on different forms of the shadow theatre as 

practised today in the East and West, both in traditional styles and modern 

adaptations. 

Chapter Four will examine the underlying theory of the psychological 

relevance of shadow play for a child's development. An exploration of play 

and make-believe, the appeal of puppet s, and the meaning of shadows will 

illustrate the value of shadow play activities to the child's development. 

In Chapter Five I plan to discuss some of the educational values of shadow 

play for Creative Drama. I will relate primarily to the recent Creative 

Drama curriculum of Alberta, 1985. 

The study will conclude with a summary, conclusions, and recommendations 

in Chapter Six. 

J 
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4. Significance of the Study 

More and more people in the field of drama express their concern about the 

increasingly cerebral trend in the drama of Western Europe and North 

America. Naturalism and realism are once again the most dominant dramatic 

styles. A balance between intellect and spirit is missing. The shadow puppetry 

of Asia is an art form bridging the gulfs between literalism and stylization, 

humanism and spiritualism, ritual and theatre, East and West. 

For the young, shadow play provides an unique blend of reality and fantasy -

much as the play-life of children does. Accomodating both of these levels of 

consciousness, shadow play offers a transition between the imagined and the 

real worlds. It thereby fosters the child's progression from the concrete to 

the abstract operational stage (Robert Landy, 1981) and encourages its 

development. 

Increasingly, psychologists and educators realize the positive influence which 

the relatively new subject, Creative Drama, can have on a child's 

development. However, Creative Drama activities can be an effective means 

of expression only if they access the child's creative inner world. Shadow 

play, because of its minimal formal structure, requires the intense 

imaginative involvement of all participants. It releases the imagination and 

stimulates the creativity of the children which makes it an ideal medium for 

Creative Drama at school. 

Puppets are not foreign to Creative Drama. However, not enough Creative 
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Drama teachers feel comfortable with exploring the potential of 

unconventional puppets as means of expression for children. Considering that 

only 25 % of the teachers teaching Creative Drama in the U.S.A. feel 

competent to do so (survey by Eileen Littig, 1975), one can infer that the 

number of teachers willing and prepared to introduce a 'foreign' puppetry 

style into the Creative Drama class would be even smaller. 

In the subject area of Creative Drama, of which puppetry ostensibly is an 

integral part, practical information is needed. The local supervisors both of 

the public and separate school system of Calgary agreed that practical 

suggestions and lesson examples are the types of information most 

appreciated among the teachers of Creative Drama. 

A search through the literature confirms the limited practical material about 

the use of puppets with children. Shadow puppets, although easier, quicker, 

and less expensive to make and use than most other puppet forms, are rarely 

mentioned in literature about Creative Drama. 

Shadow play can foster the development of the child and off er unique 

benefits to children as well as teachers. Unfortunately, many educators are 

not aware of shadow play's potential and the intent of this thesis is to provide 

some basic information about the possibilities of shadow play in Creative 

Drama with children. 
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5. Limitations of the Study 

A thorough search of the literature revealed the lack of recognition in the 

West for shadow play. It is mentioned most often for its anthropological and 

historical importance to foreign traditions. The potential of the shadow play 

in Western Creative Drama has not been seriously explored. I will therefore 

need to rely strongly on my own ideas about possible applications of shadow 

play. These ideas receive theoretical support from educational and 

psychological literature and receive practical support from my work with 

elementary students. Subsequent, directed research will be needed to 

discover more about shadow play's effectiveness in Creative Drama and to 

legitimize its use. 

6. Definition of Terms 

To clarify the meaning of the terms as I will use them in my study, I will 

define the most important ones. Some definitions will not be in agreement 

with the dictionary's interpretation but reflect my personal view and usage of 

the terms. 

Eastern World: Since I use this term to summarize the countries in which the 

shadow play has a tradition, I will also include in this group the Middle East, 

Turkey, and Greece. 

Western World: summarizes the industrialized Western Bloc countries of 

Europe, North America and Australia. 
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Drama: is a process of human interaction whereby the imaginative idea 

becomes action. It is "based on internal empathy and identification, and leads 

to external impersonation - both overt and covert. 111 Through the act of 

impersonation man can relate himself to life. This interaction may be in the 

form of a conflict between the individual and another individual, the 

individual and the universe, or the individual and himself, using various verbal 

and non-verbal means of expression. 

Theatre: is the commercial product of drama. It requires three elements - the 

play, the players, and the audience - and without any one of these it cannot 

exist. 

Creative Drama: is a non-exhibitional process that allows the individuals to 

express themselves through dra:natic means. Emphasis is placed on the 

experience of the moment rather than on the perfection of a defined end 

product. The role of the instructor is that of a helper, guiding the 

participants through various experiences that will increase their awareness 

and psychological growth. Other terms corn monly used to describe this type 

of drama are 'developmental drama' (Brian Way, 1967) or 'educational 

drama/drama in education' (John Hodgson and Martin Banham, 1972). The 

earlier term 'child drama' (Peter Slade, 1954) is rarely used any longer. 

Play: describes a spontaneously and freely chosen, process-oriented activity 

within certain rules determined by the participants. It stems from an intrinsic 

motivation, without external compulsion. Play comprises activities pursued 

merely -out of enjoyment, and can often be non-verbal. (Richard 
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Courtney, 1968) 

Dramatic Play: employs the dramatic means of identification and 

impersonation and generally uses dialogue. It is a child's natural way of trying 

out life by playing persons and situations new to the child's experience. 

Imaginative Play: is a play which involves 'make-believe' or 'as-if' elements. 

Imaginative play is often called fantasy play because it springs from the 

child's fantasy rather than from the commonly accepted reality of the world. 

Role Play: is based on one person's assumption of the role of another person. 

It may take place in present or past, in a realistic or fantastic setting and can 

be scripted or unscripted. 

Improvisation: is role play without a script. The importance lies in the 

spontaneity of the moment. Although impromptu in most aspects, it is 

director-oriented. The director/instructor provides the situation for the given 

characters within which all else is improvised. 

Shadow Play: describes a dramatic non-exhibitional work presented as 

shadows on a screen. The shadows may be produced either by shadow puppets 

or body shadows. 

Shadow Theatre: is a dramatic performance style which employs shadow 

images. 
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Shadow Puppet: is a flat puppet, especially designed for use in shadow plays. 

The puppet is held flat against a screen and lit from behind. It may be 

manipulated by either horizontal or vertical sticks and can be of solid or 

transluscent material, producing either black or 'coloured' shadows. 

Body Shadow: is the shadow image cast by the whole or parts of the human 

body. 

Puppet: according to Bil Baird (1973), "is an inanimate figure that is made to 

move by human effort ..• 112 By that definition a puppet can be a person or an 

animal but also any abstract figure as long as it is "made to move by human 

effort", or other physical means. Until that characteristic is met, the puppet 

is simply a doll or a still object. 

Ying-hsi or Ying-xi: is the Chinese name for shadow theatre and, according 

to Georg Jacob and Hans Jensen (1933), means 'play' (hsi) with 'shadows' 

(ying). Although there are different styles of shadow play in the various 

provinces of China, the puppets are almost all made from thin translucent, 

coloured materials. The figures are held up against the shadow screen with 

horizontal rods which run perpendicular to the body of the puppet. 

Da-ying hsi or da-ying xi: means "theatre of large shadows. 113 It was a pupular 

variation of shadow theatre during the Chinese Song Dynasty (960 - 1279 A. 

D.), when actors cast shadows of their own bodies on the screen. 

Ying-Chuang: meaning "shadow window, 114 is the Chinese name for the 
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shadow screen. It can be made of a gauzy white silk, cotton, paper, or more 

recently nylon, stretched over a wooden frame. 

Wayang Kulit: is the name for the shadow puppetry of Indonesia. Wayang 

kulit puppets, sometimes called wayang purwa puppets, are manipulated by 

horizontal rods from underneath. 

Dalang: is the professional puppeteer of the wayang kulit. He chants 

traditional folk stories while manipulating all the different puppets in the 

story. He is accompanied by the gamelan orchestra. 

Gamelan: is the Indonesian music accompanying the shadow plays. The 

gamelan orchestra is composed of an assortment of percussion instruments 

and a few string instruments, played alternatingly in fast and slow tempo 

depending on the dramatic situation. 

Togalu bombe: is the shadow puppetry style of the South-Indian state of 

Karnatak. The highly artistic figures produce delicate, coloured shadows. 

Pavaikuttu: is a shadow theatre practised by travelling puppeteers along the 

southeastern coast of India. The figures are very simple, of various size and 

may cast either black or coloured shadows. 

Tolu bommalatte: is one of India's oldest, highly religious shadow puppet 

styles and can be found in the Andhra region. The figures reach almost human 

size and are manipulated with vertical rods, often by more than one 

puppeteer. 

J 
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Karagoz: is the name for the Turkish shadow play. It is taken from the 

Turkish peasant Karagoz, the main character of an old popular Turkish 

legend. Karagoz puppets are manipulated from behind usually by only one 

removable rod, attached perpendicularly to the figure. 

Karagotsci: is the Turkish name for the shadow puppeteer. Although he 

manipulates all of the figures himself most of the time, quite often he 

employs an assistant to pass him the puppets. An indispensable partner of the 

karagotsci is the singer. 
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7. Footnotes 

1 Richard Courtney, The Dramatic Curriculum (New York: Drama Book 
Specialists, 1980), p. vii. 

2 Bil Baird, The Art of the Puppet (New York: The Ridge Press, Inc., 
1973), p. 13. 

3 Roberta Helmer Stalberg, China's Puppets (San Francisco: China 
Books, 1984), p. 86. 

4 Ibid., p. 92. 
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CHAPTER II: 

HISTORICAL DEVELOPMENT OF SHADOW PUPPETRY 

The dramatic art of shadow puppetry can not be fully understood without 

comprehension of its past development. Looking back in time, it becomes 

clear how much the history of the shadow puppetry is intertwined with the 

history of puppetry per se. The search for the historical development of the 

shadow play inescapably then leads to the more fundamental question of the 

origin and development of puppetry. 

1. The Origin and Development of Puppetry 

Although the art of puppetry has existed for thousands of years in various 

cultures around the world, its origin is disputed and has given rise to a 

number of diverse theories. One reason for the existence of such a variety of 

opposing theories is the difficulty for historians in distinguishing between 

ancient movable puppets and still figures or masks. A more coherent opinion 

exists on the development of puppets. 

1.1. The Developmental Stages of Puppetry 

Although historians disagree on the puppet's place and time of birth, they 

tend to concur on its developmental relationship to the early figurines. It is 

thought that at the dawn of civilization, man sought to imitate and re-create 
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life through figures, both of animals and men. !!figurines!! (Rene Simmen, 

1975) is the term commonly used to describe those prehistoric, three-

dimensional figures. They were made for magical purposes and especially, 

!!for the sake of appeasing the gods and demons of the prevailing religion, 

whom they wished to represent in visible form. 111 Max von Boehn (1956) 

believes that the attempts to produce representations of the human form 

might be traced back to the beginnings of the human race itself, even back to 

the Ice Age. The various prehistoric figurines found can be classified into 

ancestor images, magic images, votive images, funeral images, and fetishes 

of revenge and fertility. Their function is thought to have been mainly to 

bless or curse man. This was made possible because of early man's strong 

belief in a relationship, based on symbolic magic, between the image made 

and the person it represented. The representational quality of these very 

early figures links them with the later puppet. Puppetry may therefore be 

considered to be a very primitive artistic activity in its origin, catering to 

the religious needs rather than to the entertainment of a corn munity. Even 

today, in some so-called primitive cultures, figures are still used for various 

religious needs that arise in the community life. 

Figure 1. Clay Images, with Indication of Tattooing, found in 
Cucuteni, near Jassy, Rumania (Late Neolithic) 
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Eventually, static figures could no longet· satisfy man's growing urge for a 

more realistic representation of life. This desire led to the emergence of the 

movable figure or "automata" (Max van Boehn, 1956) which must be seen as a 

notable progression from a still, inanimate, token-like image to one endowed 

with life. Movement for the automata was provided by using either human or 

mechanical force. Each method, of course, had to work in concealment. 

Moving figures by the force of the human hand is the simplest means of 

producing action and hence is considered the oldest method of mobilizing 

figures. 

As in the case of the static figurines, movable images were first mentioned in 

records about religious festivals and processions. Here, they were used 

particularly "for influencing the imagination of the credulous and for raising 

the corn munity's religious inspiration. "2 The existence of movable figurines or 

automatas is known in several Asian and European countries even before the 

Christian era. 

"Herodotus records that at the festival of Osiris Egyptian 
women were in the habit of carrying around images of the 
god, each of which had an exceptionally large phallus which 
could be moved up and down by means of a string, while at 
the processions of Jupiter Ammon twenty-four priests 
brought in a statue of that deity which, by a movement of 
its head, indicated the direction in which it desired to be 
borne, and similar phenomena were recorded from the 
temple of Helioplis. 

Small automata must have been known even in Aristotle's 
time, as his Physics proves. 

In the great Indian fairy tale collection of the Somadeva, 
which belongs to the eleventh century, but includes matter 
of a much earlier date, mention is made of puppets moved 
by mechanism; one fetched a wreath, another water, a third 
danced, and a fourth is even said to have spoken. 



At Roman processions there was carried about a figure 
named Manducus, which, like our nutcrackers, could open 
and shut its gigantic under-jaw. 

The Norse sagas also mention animated divine images, 
presumably with men placed behind them."3 
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Ancient priests and witches knew the effect that moving figures had on their . 

followers and used it accordingly for religious manipulation. In primitive 

cultures moving figures still play an important role in religious rites. 

The historical survey would be incomplete without a discussion of the doll, 

which originated as a religious adjunct. Most historians believe that the doll 

originally was a religious figure, handled only by the medicine men and 

priests. However, as a community's belief faded and the religious figure 

outlived its usefulness in rites and ceremonies, it may have been "handed over 

as toy to children and became a secular object. n4 Many centuries must have 

passed between the first playful use of an originally religious figure and the 

intentional crafting of a toy doll, since no dolls have been discovered in 

children's graves of the prehistoric period. Of course, the first play dolls 

might have been made of perishable material, but it remains puzzling why the 

available resistent clay should not have been used. !v1ax von Boehn (1956) is 

convinced that dolls, .made solely for the entertainment, is a phenomenon 

which primarily exists where there is civilization. He doubts that primitive 

people ever used dolls without giving them a strong magical or religious 

attribute. 

Unlike their predecessors, the figurines, and their successors, the puppets, 

dolls of all five continents prove to be prevailingly of the female 
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sex, as indicated in figures 2 and 3. Not enough attention i_s given to this 

interesting occurance in the literature on puppetry. One possible explanation 

for this fem ale dominance of dolls, may be the young child's natural 

preference for the mother as the main supplier of life. Puppets, on the other 

hand, which appeal to a much older age group, represent humans of both 

sexes and even animals. 

Figure 2. Early Greek Limbed Dolls from Athens, 
\1yrina, Thodes (Terra-Cotta) Figure 3. Wooden 

Doll of Imperial 
Rome from the 
Cemetery of Akhmim 

A religious property was also attributed to the puppets, as they started to 

arise. Like the early static or movable figures, puppets were used to 

strengthen the viewers' religious conscience. Through puppet plays, religious 

stories were presented to an mostly illiterate crowd who could not attain the 

information otherwise. 



17 

In order to turn a figure into something known as a puppet, man had to 

animate it with movement and/or sound. A puppet, therefore, can be simply 

described as an originally inanimate figure which is made to move and/or 

speak by human efforts. 

Although both doll and puppet originally come from the religious figurine, 

they developed differently. Dolls of the past and present are used primarily in 

free, unstructured play for personal enjoyment. Puppets, however, are used to 

perform for an audience and follow a certain given structure with a definite 

objective in mind. In my opinion, the existence of the dolls can not be 

considered as the only necessary cause for the emergence of puppets; rather 

the puppets evolved independently from the same primal religious figure. 

Two-dimensional puppets - as are the shadow puppets - are mentioned at a 

much later time than the rounded puppets and did not occur in every country 

with a history of three-dimensional figures. It therefore would be erroneous 

to consider flat puppets as the natural consequence of rounded puppets. I 

share the view of J. Tilakasiri (1985) who assumes that flat and rounded 

puppets co-existed as forms of puppetry in some countries. Although flat 

figures were not originally handled as fetishes or symbolic images as were the 

rounded figures, shadow puppets do have a ritualistic and religious 

connotation even today. This is attested to by the tradition in many Asian 

countries of opening a shadow performance with a religious ceremony, paying 

homage to the spirits of the departed. 
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The transition from the static, religious figurine to the automata, then to the 

doll and movable religious puppet, and eventually to the movable, secular 

puppet has to be understood as having been a very gradual process over a 

great period of time. Based on the above information, I model the historical 

development of puppetry as follo1~s: 

relir: ious 

ste t ic f :g11res 

.,__ .... religious 
movable figures 

secular dolls 

1---.....,. religious 
rounded pvopets 

relig ious 

shadow puopets 

l?igure 4. Development of Puppetry 

Today's puppets can be divided into two main categories: 

secular 
roundc•J ovouet s 

secular 
flat pvopets 

a) rounded figures - rod puppets, :narionettes, glove puppets, Bunraku 

puppets, and various other three-dimensional puppets; 

b) flat figures - shadow puppets, and simple unjointed figures of card board or 

metal. 

()ccasionally, one comes across hybrids, puppets with elements of the flat as 

well as the rounded figure. I have seen flat marionettes in West-Germany and 

have heard of shadow puppets manipulated by strings, in Java. 
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1.2. The Origin of Puppetry 

Although there seems to be an agreement among historians about the 

developmental stages of the puppet, divergent and even contradictory 

theories have been advanced about its place of origin and subsequent spread. 

Most books credit India as the country of the origin of puppetry and advocate 

the theory that merchants and gypsies took it from there throughout the 

world. This conclusion is based on the fact that most of the puppetry themes 

in Asia - the continent with the strongest puppetry activity - are drawn from 

the ancient Indian Sanskrit, written approximately 1000 B.C. Even though 

puppetry stories are taken from this old document, this does not imply nor 

prove that puppetry has existed at the time the Sanskrit was written. The 

first record of Indian puppetry is found in the Mahabharata (discovered about 

200 B. C.) which mentions in particular "string-controlled marionettes. n5 Max 

van Boehn (1956) justly argues that "proofs of the existence of the puppet 

show in Greece carry us back to very much earlier times"6 than do the 

records from India and that consequently India cannot possibly assume credit 

of its invention. "Xenophon, in describing a visit he paid in 422 B.C. to the 

house of Kallias in Athens, refers to a Syracusian who came with his puppet 

theatre to entertain the guests. 117 Although wooden puppets are mentioned 

frequently in Sophocles' writings, they have all perished because the material 

decayed. However, a considerable number of terra-cotta and clay puppets 

are preserved from ancient times. 

Recently, an example of an early puppet (figure 5) came to light in China. 
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!'In t he spring of 1979 a six-foot, two-inch wooden figure was unearthed in 

Laixi County, Shandong Province. It was found in a tomb dating to the 

Western Han dynasty, about 107 B.C."8 Constructed of thirteen main strips of 

wood, jointed to allow movement of knees, shoulders, and waist, the figure 

could be made to kneel, sit or stand. A forty-five-inch long silver rod, found 

near the figure might have been used to endow movement to the figure. 

Figure 5. Earliest Extant Chinese 
Puppet, over 2,000 Years old 

When we consider that puppets appear to have developed in a fairly logical 

sequence from the ritual image, and remember that the existence of the 

puppets during early centuries spread over all civilized lands almost 

simultaneously, the question arises if puppetry in fact may not have 

developed in parallel in various progressed cultures. This hypothesis is 

supported by a number of historians and archeologists, among them Richard 

Fischel (1902). After he had conducted a survey of puppetry in several parts 

of the world, he came to the conclusion that "it is not improbable that the 
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, puppet play is in reality everywhere the most ancient form of dramatic 

representationn.10 Since all cultures emerge from a similar tribal or ritual 

pattern, the concept of an autochthonic origin and development seems to be 

quite plausible. 

Traditional puppetry was deeply rooted in the beliefs and customs of the 

cultural history of a community. It emerged in sequences from the ritual 

image and it is possible that it does not have one particular place of origin 

but has developed in parallel in different cultures. Only gradually did 

puppetry enter the field of entertainment, especially in the West. In Eastern 

cultures puppetry is still primarily a vehicle to convey religious stories. 

This brief introduction to the origin and development of puppetry in general 

should now afford us a deeper understanding of the shadow play, which 

emerged from the development of the puppet. 

2. The Emergence of Shadow Puppetry 

It is commonly believed that the shadow play originated in the Far East. 

Although ancient Greek records tell us about the existence of puppets, there 

is no mention of shadow puppets. Shadow puppetry entered Europe eventually 

during the Rococo period and then from China via Istanbul. 

2 .1. The Origin of Shadow Puppetry 

Despite the general agreement on Asia as the place of origin of shadow 

I 

J 
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puppetry, historians argue in which of the two major areas of shadow play 

tradition - India or China - the shadow puppets emerged first. 

Max von Boehn (1956) expresses the opinion that the origin of shadow theatre 

has to be sought in China, during the reign of Emperor Wu-ti (140-86 B.C.) of 

the Han dynasty. According to an old Chinese story, the Emperor Wu-ti grew 

depressed after the death of his favorite wife Wang. Nothing could console 

his grief. He began to neglect important affairs of state and several 

members of his court grew concerned. They offered a reward to anyone who 

could reunite the Emperor with his lady. Wu-ti's misery was remedied when 

the magician Siao-wong arrived at the court and made the spirit of the 

Emperor's wife appear as a translucent image against a lighted screen. The 

figure was so like the wife Wang, and moved and spoke so convincingly, that 

the Emperor's depression was quickly cured. The magician was granted a title 

and a fortune, in exchange for his promise to continue making the image of 

Wang appear and to instruct others in this art. (Michael R. Malkin, 1977) 

Rene Simmen (1975) writes about a following alternative ending he has heard. 

Night after night the Emperor Wu-ti sat in front of the screen, behind which 

the spirit of his beloved Wang appeared. They would talk about all marvelous 

things they have enjoyed together and even discussed affairs of state. One 

day the emperor's passion for Wang was so strong that he broke his promise of 

not touching the screen and tore the sheet apart. All he saw was Sciao-wong 

holding a cut-out figure with whose shadows he had evoked the illusion of the 

spirit of Wang. According to some, the Emperor was so angry about having 

been deceived, that he had Sciao-wong tortured and decapitated. 
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Whichever the true ending of the story may be, historians agree on the 

occurance of this event, supposedly nabout 121 B.C. 1111 What remains 

questionable is if this event indeed is the first appearance of the shadow 

puppet. 

The opposition of some researchers to accept China as the origin of the 

shadow play is based on the fact that the oldest known document on shadow 

shows dates back to the second century B.C. and was found in India, in the 

Sitabenga Cave, in the state of Saguja. (Rene Simmen, 1975) It was on Indian 

ground, that the Mahabharata and the Ramayana were discovered. Rene 

Simmen writes that many scholars view these two semi-epics - "which may 

have been written as early as 1000 B.C. but did not assume their final form 

until about 250 A.D. n12 - as the oldest extant shadow show. Proponents of 

this theory of Indian origin of the shadow play stress the fact that legends 

and myths from both, the Mahabharata and the Ramayana are found in the 

shadow shows of most Asian countries. Even though stories were taken from 

the Ramayana and Mahabharata and adapted for the shadow play in various 

Asian countries, there is no evidence that this coincides with the birth date 

of the two documents. 

Another area well known for its shadow theatre was the Middle East. After 

the teaching of Mohammed (570 - 632 A.D.) the Moslem world soon 

encompassed all of North Africa and several European countries on the 

Mediterranian (Spain, Greece). It also spread eastward over Turkey into 

Persia and India and eventually as far as present day Indonesia. Since the 

teaching of Islam forbade artists to make images of living things - Allah is 



24 

considered to be the only creator of life - storytelling became the substitute 

for live theatre. Soon shadow puppetry became popular and, according to 

Oscar G. Brockett (1982) flourished especially in India, Indonesia, and later in 

Turkey and Greece. To circumvent the orthodox prohibition against the use of 

human effigies, these puppets were kept as non-representational as possible 

and the audience watched only the shadows. 

The reason for the rapid development of shadow puppetry in India and 

Indonesia could be that shadow puppetry was already a part of the culture. 

Some scholars in the field (Jakob Landau, 194 7, Sabri Esat Siyavusgil, 1955, 

Metin And, 1963) subscribe to the belief that "Middle Eastern shadow theater 

developed from similar but older traditions in Indonesia, China and India. nl 3 

Since the style of shadow puppetry in the Middle East "originated in Egypt 

and Turkey during the eleventh and twelfth centuries A.D.,"14 and since 

records on the use of shadow puppets in India and China date back to a much 

earlier time, Egypt can not possibly be considered as the cradle of the shadow 

play. It seems more plausible that it was the Chinese shadow show that 

"arrived at the time of the Mongol migration into Persia and elsewhere in the 

Near East. n15 

After having examined the three prominent theories on the origin of shadow 

puppetry, I concur with the historians who credit China as the country in 

which shadow puppetry first arose. However, the possibility that shadow 

puppetry developed independently in other areas of the world has not been 

excluded by any of these theories. 
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2.2. Common Characteristics of Shadow Puppetry 

Although each country with a tradition of shadow puppetry has developed its 

own particular style and method of presenting the show, several features of 

shadow puppetry seem to be characteristic for all regions. The common 

elements in all shadow performances are: - the screen, 

- a light source, 

- the figure. 

The screen is just a simple white sheet stretched on a portable frame. Most 

commonly, cotton cloth is used, but for Chinese court shows it was usually 

silk. In modern adaption a bright wall sometimes substitutes for the 

traditional screen. 

Even though there are slight differences between the various screens, in most 

countries it produces a similar effect: the evocation of the spirit world. For 

this reason, the screen, separating the viewer from the image, dividing 

reality from fantasy, has been given various mythic names. It is called 

"Screen of Death" in the Chinese shadow play. In Java it is called "Fog and 

Clouds", maybe because like clouds, the screen separates earthly from 

heavenly power. "Curtain of the Departing" is the name of the shadow screen 

in Turkey, referring to the hour of death, which transforms material into 

spiritual. Two names are commonly used for the screen in the Arabian shadow 

play, "Screen of Dreams" and "Veil of the Omnipotent Secret". While the 

first expression refers more to the shadow's appealing to the unconsiousness 

or dream state of a person, the second term, again, points out the 
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supernatural, magic quality of the moving shadow images. (Rene Simmen, 

1975) 

The light in a traditional shadow theatre performance may come from either 

a torch or a fagot, a candle or oil lamp. I noticed in several Asian countries 

that more and more kerosene lanterns or electric lights, if available, are 

replacing the traditional flaming lights. 

Shadow figures can be made of various materials, most commonly flat ones, 

such as dried animal skin, wood, thin paper, or metal. Attached to a rod, the 

figures can be manipulated either from below or behind. The delicate filigree 

is characteristic of figures of different areas. To cast coloured shadows 

requires translucent, coloured material. Coloured shadow shows are 

prominent particularly in China, India, and Turkey. An unusual variation to 

puppet figures is the use of hands (manual shadows) or human bodies (body 

shadows) to produce shadow images. 

Shadow puppet's development is thus rooted in the ancient religious use of the 

figurines but may have emerged independently from the three-dimensional 

puppets. Its religious aspect is still strong in most Asian countries but was 

never of significance in the West. Regardless of the culture, the elements of 

shadow puppetry always remain the same: a screen, a light source, and means 

of casting shadows. 

The diversity of styles in shadow puppetry will be explored in the next 

chapter. -
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CHAPTER ill: 

STYLES OF SHADOW THEATRE 

So far I have discussed the origins and development of shadow theatre, 

without attending to regional variations in style. A closer look at the various 

countries with indigenous forms of shadow theatre will make the variety of 

styles evident. The quality of a shadow performance - as for any theatre 

performance - is obviously affected by the history and culture of the people 

performing and watching. A country with a long tradition of shadow theatre 

will produce a completely different shadow play than a country which has 

only relatively recently adapted this Eastern tradition to its modern life 

style. Besides the differences in the shadow puppetry of a traditional and a 

modern culture, there are variations within each set of cultures. The 

traditional shadow puppetry of India is different from that of China or 

Turkey. Experiments with various materials for casting shadow images (Helen 

Binyon, 1966) is one example of adapting shadow theatre to a modern society, 

the making of body shadows (George Mendoza and Prasanna Rao, 1974) is 

another. 

In this chapter I will examine four countries with an ancient shadow puppetry 

tradition, and discuss each country's particular style of shadow theatre. I will 

later look at different styles of shadow theatre in modern Western societies. 

1. Traditional Eastern Styles 

It seems surprising that shadow puppetry performed in a traditional style is 
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alive almost exclusively in Asian countries. In both other areas of shadow 

puppetry tradition - North Africa and Southeast Europe - the performing 

style was somewhat altered over the years. Several reasons might account for 

the 'purity' of the Asian shadow puppetry styles. Modernization and 

industrialization has not yet affected the entire population of Asia, which in 

the most part still maintains life styles similar to that of their ancestors. 

What was good in the past is valued in the present. The shadow stories told to 

the people of the past are the same one listened to now. Especially in 

Southeast Asia, where Buddhism and Hinduism are the dominant religions, 

shadows are of great importance in the religious and everyday life of people. 

Hinduism explicitly teaches that "the essence of all things is spirit or soul"l 

and shadows are credited with strong spiritual qualities. 

Of the many Asian countries with shadow puppetry tradition, I will focus on 

China, India, and Indonesia, countries whose shadow puppetry has reached a 

worldwide appreciation. To complete the picture, I will include Turkey, a 

country directly influenced by the Islamic shadow puppetry tradition. 

Although the Turkish shadow theatre has undergone some changes over time, 

it still remains fairly close to its traditional roots. Travel within Indonesia 

(1979), Sri Lanka and India (1985) will also allow me to draw from my own 

observations. 
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1.1. The Shadow Puppetry of China 

China is the country where shadow puppetry attained one of the highest 

levels of craftmanship and performance. Although the Chinese shadow play 

draws from the same body of traditional plays as do the Chinese three-

dimensional puppet shows, the Chinese have always considered shadow 

theatre as a category of its own. 

The name "mu-ou or puppet"2, which is the general term for three-

dimensional puppets, is never used for the two-dimensional figures. According 

to Georg Jacob and Hans Jensen (1933), 'ying-hsi' is the Chinese name for 

shadow theatre, meaning play (hsi or xi) with shadows (ying). A variation of 

the shadow puppet show was the "qiao-ying xi and da-ying xi (theatre of large 

shadows)"3 in which humans would cast shadows on the screen. This style was 

particularly popular during the period of the Song Dynasty (960 -1279 A.D.). 

As is the case with other puppetry styles in Asia, the early use of the Chinese 

shadow puppet was in conjunction with religious ceremonies, particularly for 

funeral rituals and, later, for funeral entertainment. It was only a matter of 

time before the shadow puppeteer performed for a joyful occasion. 

Most puppetry historians (Rene Sim men, 1975, Bil Baird, 1973, Sergei 

Obraztsov, 1961) rate the delicate Chinese shadow puppet as the best of its 

kind. Rene Simmen (1975) writes enthusiastically that the "Chinese shadow 

show succeeds like no other in transmitting to the viewer, through the 

movements of the figures, sensations and sentiments."4 The illusion of an 
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actual presentation of a human event seems to be elevated to the highest 

artistic level by the Chinese shadow puppeteer. Working the puppets by 

horizontal rods, manipulated from behind, leaves the puppeteer and the rods 

invisible; it seems as if the figure moves totally by its own intent. Of course, 

transforming a puppet into a living creature requires a spectator's vivid 

imagination. The Chinese shadow puppeteer is aware of this essential 

ingredient to a sucessful shadow show and therefore dedicates much of his 

· time and thought to the design of the right scenery to stimulate the viewer's 

imagination. 

"There, high mountains, dangerous paths, trees and 
waterfalls. There, houses, temples, pagodas and pavillions, 
carpet-covered floors, vases on the fireplace, tables richly 
covered, chairs covered with tiger skins. The representation 
of an overflow of the Yangtze doesn't present any particular 
difficulty for an artist of the shadow theater: he puts in 
motion winds and waves and makes monsters, gigantic fish, 
shellfish, crabs, frogs, turtles, snails, and divine dragons. No 
one can with more ease make snakes and dragons, the 
stretching and yawning of the lion, or the creeping and jump 
of the tiger pass magically in front of the spectators. n5 

The Chinese shadow puppeteer is a true master of the elements, animals and 

humans. He is able to create a rich, purely invented world for the audience. 

China is vast enough to accommodate a wide variety of shadow figures -

differing both in size and material from region to region. However, there are 

two principally different kinds of shadow puppets: the North-Eastern figures, 

found in the region centering on Beijing, and the South-Western figures, most 

prominent in the Shaanxi Province. The intricately carved shadow puppets of 

North-East China, referred to in earlier literature as Pekingese shadows, are 

relatively- small (approximately eight to fourteen inches high) and are made 



32 

of painted, translucently stretched donkey skin. In, and to the South-West of, 

the province of Shaanxi, the shadow figures measure "up to twenty-eight 

inches"6 and are made of thicker cow hide with rougher, more exaggerated 

lines. 

Either ty~e of shadow puppet is manipulated from behind by usually three 

stiff wire rods, attached to loops at the neck and hands of the figure. To give 

the puppeteer better control of the rod, each end of the rod has a "reed 

handle or, more commonly, a bamboo or wooden chopstick. 117 The main rod, 

the "rod of life"8, attached to the figure's torso, is somewhat longer than the 

rods attached to the hands which the puppeteer uses to move the shoulders, 

elbows, and wrists of the puppet. Since the arm of a figure usually has three 

joints (shoulder, elbow, wrist) precise movement can be created by an 

experienced puppeteer. "The hips and the knee area are not guided, but hang 

loosely. This gives the figure a charming liveliness,especially in its gaits."9 

Master shadow puppeteers are reported to control up to four figures in each 

hand, grasping all the control bars together. Extra rods are always held in 

readiness backstage and slipped into the loops on the puppet for added 

support - e. g. for somersaults or sharp motions in fight scenes. (Roberta 

Helmer Stalberg, 1984) 

In both dominant shadow styles, the puppets' heads appear almost exclusively 

in profile. The colours of the figures' faces and clothes have a symbolic value. 

Usually red, blue, green and black can be seen in addition to the natural 

yellow colour of the processed leather puppet. Rene Simmen (1975) writes 
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that a white face indicates a bad man, while the hero is red. To give the 

puppet durability and luster, several coats of oil are applied, making the 

figure more transparent. At one time, Chinese shadow figures were even 

made of paper dipped in oil or doubled with wax to become transparent. The 

transparancy of the material allows for the colours of the shadows, which is 

such a famous feature of the Chinese 'coloured shadow theatre'. 

The ying-chuang or "shadow windownlO is a screen of gauzy white silk, 

cotton, paper, or more recently nylon, stretched over a wooden frame, 

slanted slightly toward the audience. A wooden plank on the bottom of the 

screen is used to anchor scenery and the rods of stationary characters. Also a 

curtained area beside the playing area can be seen, "where scenery and 

puppets can be set up and then easily slipped over into position. nl l 

Since the puppeteer manipulates the puppets from behind, the light source 

has to be placed between him and the screen to avoid the casting of his own 

shadow. It is centered behind the screen at about mid-screen height. In 

earlier years, the shadow puppeteers used vegetable oil lanterns, then gas 

lamps and more recently fluorescent lights. 

The shadow theatres are very similar to the traditional live theatre in their 

repertoire, in the movements, costumes and make-ups of the figures, and in 

the musical accompaniment. The shadow show may last as long as any 

classical Chinese theatre performance, one entire night. The musicians are 

seated behind the puppeteer. "There are no intermissions"12 during the 

performance, but people may get up and change positions. 
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Rene Simmen (1975) writes about an interesting custom of the Chinese 

theatre: 

"As in Chinese shows with human actors, every figure first 
presents itself: 'My name as a youngster was \fa, I am the 
wife of Liu Ye-ming. During my life I ... ' Most of the time 
the character then suggests what he is going to do and what 
difficulties may be encountered."13 

Most Chinese shadow stories are based on historical events, mythical tales, or 

traditional heroic epics but are of less religious content than the ones from 

India or Indonesia. (Department of Applied Arts of Peking, 1956) Many 

shadow plays seem to be taken from Journeys to the West, a series of 

humorous satires in which the central character is the Monkey King, Sung 

Wu-k'un. Like the Chinese actor, the Chinese puppeteer does not rigidly 

follow the prescribed text, but usually includes impromptu jokes and songs, or 

allusions to everyday problems. 

It is often mentioned that the Chinese shadow show does not contain erotic 

elements. Some historians, among them Rene Simmen (1975), explain this by 

the fact that until the beginning of the twentieth century, shadow puppetry 

was the only theatrical entertainment for middle- and upper-class Chinese 

women. While Chinese men entertained themselves outside their homes, 

Chinese ladies invited shadow animators into their houses to amuse 

themselves, their children, and their servants. 

Shadow puppetry is still a highly appreciated entertainment in today's China 

but lost some of its mass attraction over the years. Recent attempts by the 

Chinese government to revive the shadow theatre are certainly a positive 

prospect. 
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1.2. The Shadow Puppetry of Indonesia 

Indonesia, located southeast of the Indian Pacific, is a country "with more 

than 13,600 islands"14. Only a relatively few islands are inhabited and on 

some there live no more people than could be found in an extended family. 

The isolation of each island allows for quite a difference in the mentality of 

the Indonesian people. From the many islands, I chose to look at those two, 

especially known for their shadow puppetry: Java and Bali. Having visited 

both of these islands in the summer of 1979 allows me to include some of my 

own observations. 

The shadow play was brought to Indonesia by Indian merchants who carried 

the Sanskrit drama and consequently the tradition of shadow play eastwards. 

Traders from India are known to have visited Java as early as the seventh 

century B.C. (J. Tilakasiri, 1968). When trade between China and India 

flourished, the islands of Indonesia and the Malay Peninsula, situated on the 

merchant's sea routes, came under the political power and the cultural 

influence of the Hindu religion. Several sources have furnished the 

information "that in the first centuries of the Christian Era there were in 

Java small kingdoms whose culture was Indian."15 The ensuing centuries were 

to see the flowering of Indian culture on several of the Indonesian islands, but 

especially on the most populous one, Java. Indian religion and thought were 

adopted in the courts of Java, in the areas of architecture, literature, dance, 

and also drama. Soon, the small but densely populated island of Bali - situated 

less than 50 km east of Java - came under Indian Hindu influence, too. 
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or most historians, nit is certain that the (shadow) puppet theatre was well-

established in Java, and probably Bali, by the eleventh century. n16 Most 

likely, shadow puppetry was used to teach the Indian spiritual values, foreign 

to the mass of Indonesian people. (Michael R. Malkin, 1977) The Javanese and 

Balinese did not, however, simply imitate this alien culture which had 

established itself in their midst. Although the Indonesian shadow play 

borrowed most stories from the two Indian Sanskrit epics - the Ramayana and 

the Mahabharata - it modified and embellished the Indian stories in an 

individual manner which would eventually become known as the famous 

Indonesian shadow puppetry, 'wayang kulit'. 

The period of Hindu culture in Indonesia lasted "from the second century A. D. 

until the middle of the fifteenth century, when the Hindu Majapahit Empire 

was overthrown by the Moslems".17 Only the small islands of Indonesia -

among them Bali - were spared the Islamic conversion. Although the 

Moslems did manage to destroy many individual works of art, it was 

impossible for them to eradicate over a thousand years of Hindu influence. 

Of the different styles of theatre, shadow theatre suffered the least under 

the Islamic religion. According to the Islam it was a sin "to make images of 

living things because Allah was said to be the only creator of life and to 

compete with him was considered a mortal sin."18 Therefore, shadow 

puppetry, which was already introduced by the Indian Hindu culture and well 

established on Java, grew even more in popularity. Looking at the different 

strands of influence, it becomes obvious how strongly the Javanese 

shadowplay -is the result of both, a certain degree of intermingling of Indian 

Hindu and Arabian Moslem culture, and of indigenous elements. 
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Any research on the development of the Indonesian shadow play would be 

incomplete without mentioning the possible influence of Chinese shadow 

shows. Situated on the merchants' sea route between India and China, 

especially the large island of ,Java might have received some influence on its 

styles of shadow play from those prevalent in neighbouring China. J. 

Tilakasiri (1968) believes the Indonesian shadow figures to be as stylized as 

the Chinese types, and concludes that their styles exhibit great similarities. 

A comparison between the shadow puppetry styles of the two differently 

influenced islands of Java and Bali is not only interesting but will also afford 

the reader with a better understanding of the dependency of shadow puppetry 

on religion and culture. 

While in many Asian countries shadow puppetry turns gradually into a form of 

entertainment, it still plays a vital role in the religious and social life of the 

Indonesian people. In no other area of the world is puppetry ( wayang) so 

obviously linked to other local arts. Shadow puppetry, or to be precise, 

wayang kulit, has served as the foundation for Indonesian dance, music, 

drama, painting, sculpture, and carving. Once an old Indonesian farmer told 

me wisely: "To know the wayang means to know the Indonesian people." This 

is true indeed, as the young ones learn first about good and evil, about 

temptation, and everyday struggles through the shadow puppetry. 

The term wayang has caused some disagreement among scholars concerned 

with its deriviation. Some experts believe that wayang refers to an ancient 

concept according to which "all art is regarded as a shadow of life. nl 9 This 
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concept is in accordance with the definition by Alexis Robert Philpott (1969) 

who interprets the word as being the generic term for Indonesian dance and 

theatre, as well as puppetry. J. Tilakasiri (1968) fosters a different definition 

of wayang as meaning "a flat or rounded puppet. 11 20 However, he believes, as 

I experienced myself, that the term wayang is now used almost exclusively to 

refer to the 'shadow play' (wayang kulit) which is the most prominent of all 

the types of puppetry in Indonesia. 

As controversial as the deriviation of the term wayang may be, there seems 

to be a fair agreement on the three styles of the 'flat' wayangs, performed 

behind a screen: 

1. Wayang Gedog employs a variety of flat leather puppets and takes its 

content from events in the later history of Java, during the Hindu period 1042 

to 1292 A.D. The stories are based on the activities of the famous nobleman 

Pandji (hence called the Pandji cycle) from an east Javanese kingdom. This 

type of show was prominent only on Java; however, it is now almost extinct. 

(J. Tilakasiri, 1968) 

2. Wayang Klitik uses flat puppets which may project a shadow image similar 

to that of wayang gedog though the heads and the bodies are carved from thin 

pieces of wood and then leather arms are attached. "The stories dramatise 

the adventures of Raden Damara Wulan during the Madjapahi t dynasty of the 

period 1293 to 1478 A.n.n21 shortly before Islam won over the islands. 

Today, wayang klitik is almost completely obsolete. (J. Tilakasiri, 1968) 

Since these two styles of shadow puppetry have almost completely 
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disappeared in Indonesia, I will concentrate now more on the one wayang 

style extremely popular both in Java and Bali: 

3. Wayang Kulit translates as "puppet made from leather"22 because it is 

made of dried, well-treated buffalo hide. Since it is the most popular style of 

wayang it is often refered to only as 'the wayang.' The stories of the wayang 

kulit are taken from the Indian epics of Ramayana and Mahabharata and are 

always accompanied by the percussion orchestra of the gamelan. 

In some literature, wayang kulit is called wayang purwa. Purwa derived from 

the word parwa/parva, meaning 'first'. {J. Tilakasiri, 1968) It refers to the 

oldest (Javanese prose literature Purwa which contains adaptations from the 

Mahabharata. It is therefore erroneous to set wayang kulit equal with 

wayang purwa. Only when the wayang depicts stories from the old Purwa is it 

justified to call the performance wayang purwa. 

A comparison of shadow figures of Java with those from Bali makes some 

distinctive features evident. The Balinese figures are smaller (from about six 

to eighteen inches) and simpler than the Javanese counterparts yet are more 

realistic in their design and ornamentation. Javanese wayang kulit, ranging in 

size up to "more than three feet"23, are much more elaborately filigreed, and 

create intricate shadow patterns. Another difference lies in the presentation 

of the puppet's face. "The Balinese figures have faces more like the profile 

of a human face, while the Javanese puppet has a more elongated and stylised 

face. n24 The piercing and decoration of the leather, the various modes of 

dress, the kinds of turbans worn, all have precise meaning. This is particularly 

true for the Balinese wayang. I learned that the cutting of the eyes involves a 
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certain small ritual for the Balinese puppet carver and is done at the very 

last. It is then when the figure is brought to life. 

The filigreed puppets are mounted on three control sticks made of buffalo 

horn. The larger central rod is attached vertically along the figure's spine, 

while the two smaller ones are tied with a brass thread or coconut fiber to 

the hands of the figure, allowing movement of the shoulder and elbow joints. 

The legs are usually left immobile. As with the Chinese shadow puppets, the 

colours used for the figures indicate their specific character traits. Although 

the puppets are painted in beautiful colours - especially generously with gold 

- light can not shine through the coarse buffalo hide and project coloured 

translucent shadows as with the Chinese shadow puppets. 

The physical difference between the wayang kulit puppets of Java and Bali is 

quite apparent, yet an even bigger distinction stems from the two islands' 

different religious roots. Raised in the Hindu tradition which worships spirits 

and the intangible, the Balinese imbue shadows with a strong religious-

magical power. The idea of "making the gods personally responsible for the 

creation of the movable figure"25 illustrates the religious power attributed to 

the shadow puppetry of Bali. Unlike in Java, where shadow performances can 

be seen regularly at one place or another, in Bali wayang kulit is performed 

only at special, religious occasions. Before each wayang kulit performance, 

the creditors bring offerings to ward off the evil spirits and to enlist the aid 

of the good spirits. It is custom that a religious ceremony precedes each 

shadow performance. Although wayang kulit has its 'true' place in the temple, 

sometimes private performances can be seen but then always in connection 

with a religious event - birth, coming of age, marriage, or death. 
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On the mostly Islamic island of Java where Hindus are the minority, wayang 

kulit becomes increasingly commercial. Though still presented in the 

traditional style, it lost its religious connotation. The principal radio stations 

in Java broadcast even studio performances of wayang kulit. While 

performances in Bali are limited to a few hours and never last throughout the 

night, the wayang kulit shows of Java start at sun set and proceed until sun 

rise. Wayang shows are held so commonly, one would expect the people to 

show some boredom at seeing it over and over again. But wayang has become 

such a part of the Javanese that they seem to be compelled by a sense of 

ritual to see it regularly. (J. Tilakasiri, 1968) 

Traditionally, men were seated behind the puppeteer, or dalang, and could see 

him manipulate the elaborately painted puppets. Women were seated on the 

other side of the screen which showed the figures as shadow projections. 

During my visit to Java in 1979, I noticed that this conventional requirement 

is no longer adhered to rigidly. 

Every wayang show is opened by the gamelan orchestra. The members of the 

orchestra sit behind the puppeteer and supply the musical background 

throughout the performance. The gamelan instruments consist of a variety of 

large percussion instruments, e. g. drums, gongs, and xylophones, which 

frequently change their tempo, depending on the dramatic situation in the 

play. 

The most important role in the shadow play performance is given to the 

dalang. Seated cross-legged in front of the cotton scr.een, the dalang has 
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about 50 to 70 puppets in front of him, stuck into a banana log. The dalang 

manipulates all of the puppets needed during the performance and narrates 

the story as well. His voice changes rapidly to give each of the figures its 

proper tone. Frequently he sings or chants parts of the story. While he is 

engaged in one or more of these activities, he strikes a wooden or iron foot 

pad against his box of puppets to mark out the stresses in narration and 

singing or to give the cue to the musicians. Besides posessing artistic talent, 

the dalang must be able to read the stories and understand the characters of 

the classical Indian literature, the Ramayana and the Mahabharata, which are 

written in the old Kawi language. It is through the shadow play that most 

Javanese and Balinese, who only understand a few words of Kawi, n1earn the 

essentials of their literary heritage.n26 Outside his performances, the dalang 

shares new wisdom and comments on everyday happenings with the villagers. 

People ask for his advice on political as much as on domestic matters. He is 

venerated by the poor as well as the rich and -especially in rural areas - is 

considered the most influential and honorable person of the community. 

Since the country's independence in 1945, the shadow repertoire includes 

modern historical events, too. This is particularly true for the Javanese 

wayang kulit. Of the recent political and social dramatisations, "the wayang 

Suluh and wayang Pantja Sila are most popular."27 In the commercial 

performances of Java, the dalang has become more liberal with the times and 

"his shows tend to rely more on improvisation than on traditional and 

religious scenes. 1128 
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1.3 The Shadow Puppetry of India 

As mentioned in Chapter Two, India is often considered the cradle of 

puppetry. The wealth of puppetry styles brought forth by this country is 

incredible. For a long time, the various regions of vast India had their own 

distinct styles of puppetry. Today, unfortunately, traditional Indian puppetry, 

including shadow puppetry, has declined drastically and its practise is limited 

to only a few areas. 

Even though many historians believe that shadow puppetry originated in India, 

there is no reliable evidence for this. The argument that India is the place of 

origin of shadow puppetry is based mainly on the fact that shadow puppetry 

all over Asia borrows and adapts most of its themes from the Indian 

Mahabharata and Ramayana epics. Historians disagree on the exact date of 

these two major Indian epics, but it is safe to say that they "may have been 

written as early as 1,000 B. C. but did not assume their final form until 

about 250 A. D.n29 However, without an exact date on the first shadow 

performance in India it is only conjecture to consider India rather than China 

the cradle of shadow puppetry. 

Although shadow puppetry is undoubtedly an ancient Indian tradition, it is 

puzzling that it is almost completely absent in the North of today's India. 

Since the North is predominantly Buddhistic as opposed to the South which is 

predominantly Hinduistic, religion may be a crucial factor in the distribution 

of the shadow puppetry in India. 
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In the South of India, each of the many provinces has its own particular style 

of shadow puppet and shadow performance, despite the fact that all stories 

come from the same source, either the Ramayana or the Mahabharata. 

According to Michael R. Malkin (1977), nthe Ramayana is concerned with the 

lives and exciting adventures of Ramachandra and his wife Sita while the 

Mahabharata deals with a series of conflicts between two great families, the 

noble Pandavas and their cousins and enemies, the evil Kauravas."30 

Even though the shadow stories have religious content, performances 

nowadays seem to be more for entertainment than for religion. Common yet 

not typical for the Indian shadow puppet is its casting of 'coloured' shadow 

images, similar to that of the Chinese shadow puppet. Indian shadow puppets 

are mostly manipulated from underneath by means of vertical rods. To give a 

more precise picture of the Indian shadow puppet, I must discuss the 

particular styles of several regions of India. 

In the South-Indian state of Karnatak, togalu bombe, a shadow theatre with 

only minor religious relevance is popular. The highly artistic figures are 

incised from thinly stretched, "translucent goatskin, deerskin, or buffalo 

hide. n31 They are then painted in bright colours to produce coloured shadow 

images on the white screen. As with most forms of Indian shadow puppetry, 

the plays are based on legends drawn from the Ramayana and the 

Mahabharata. J. Tilakasiri (1968) writes about the custom of staging a togalu 

bombe show to pray for rain. One famous central part of a togalu bombe 

performance is the "comic byplay between the ugly Killekyata and his 

shrewish wife, Bangarakka.n32 Togula bombe performances are known to last 

throughout the night. 
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Another kind of shadow puppetry called pavaikuttu can be found along the 

southeastern coast of India. It is noteworthy not so much for its style of 

shadow puppets but for its unusual set-up and the excitement it generates. 

Pavaikuttu is practised by puppeteers "moving from village to village in 

search of an audience,n33 carrying with them just the absolute minimum to 

create a shadow show: a few flat puppets, a white cloth, an oil lamp, and a 

drum. Historians give different reports on the size of the. pavaikuttu figures. 

It seems to me that the 'flying' puppeteers would most likely use puppets 

which are easily transportable but which are possibly of different sizes. 

Pavaikuttu puppets are all very simply cut and may produce either black or 

coloured shadows. A special characteristic of the performance is that "the 

players do not move the puppets ... but merely allow the shadow of the 

figures to fall on the cloth screen"34 while the stories and songs are 

presented. Since movement is of minor importance to the pavaikuttu 

puppeteer, it is likely that he holds the puppet on only one main-rod. 

Perhaps one of the oldest and most spectacular shadow puppet styles of India 

is the tolu bommalatta from the Andhra region on India's southeastern coast. 

Bil Baird (1973), considers the tolu born malatta as the probable ancestor of 

Indonesia's wayang kulit and possibly of the Chinese shadow puppetry. Despite 

many features common to the shadow puppets of Indonesia and China, the 

puppets from the Andhra region are often much larger than their putative 

offspring, reaching almost human size: "four or five feet is not an unusual 

height, although there are smaller ones. n35 Bil Baird (1973) is the only source 

I have found who states that tolu bommalatta puppets were traditionally cut 

from translucently stretched, "non-violent leather, meaning that the skin 
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omes from an animal (deer, buffalo) that has died a natural death rather 

than one that has been slaughtered."36 

More than one highly skilled puppeteer is required to manipulate these rather 

large, vertically operated shadow puppets. The head and body of the tolu 

bommalatta puppet is held erect "by means of a long bamboo cane tied from 

top to bottom,"37 while "two other canes animate the arms and hands.n38 The 

movable legs are not controlled and swing freely. Like most shadow puppets, 

tolu bommalatta puppets are shown in profile. The puppets often have 

interchangeable heads, a feature also prominent in the Chinese shadow 

theatre. 

The screen of the tolu born malatta show is constructed of two white saris 

pinned together with date-palm thorns, making a screen of about seven by 

twenty feet. To cast the coloured shadows, a single oil lamp or more recently 

one_ electric light suspended high in the back behind the screen serves as the 

only light source. 

Once again, the stories for the tolu born malatta are taken from the 

Mahabharata and the Ramayana. This form of shadow puppetry has a highly 

religious content and can be seen mainly "during the Mahashivarati 

festiva1n39 - lasting throughout the nights over a period of several days. 

Because many of the wonderful, traditional shadow puppetry styles are dying 

out, the Indian government has, in the last decade, begun to actively support 

their -survival.- Hiring professional puppeteers to perform various kinds of 
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puppet shows throughout the country may be one valuable step to sustain this 

once prized art form of India. 

1.4. The Shadow Puppetry of Turkey 

Turkey is the home of a very lively and gay style of shadow puppetry called 

Karagoz. While shadow puppetry in the Far East has a strong religious 

content, the Karagoz substitutes coarseness and even vulgarity for 

spirituality. Its audiences are boisterous crowds which are more for laughter 

than mystification. 

What accounts for this strong interpretational difference in the shadow 

puppetry of the Far East and the Near East? Differencies in religions may 

certainly be one important element. Neither Turkey nor other countries of 

the Near East and North Africa with a shadow puppetry tradition have ever 

embraced Hinduism or Buddhism. Even though the Near East became 

familiarized with the religions, cultures, and traditions of the Far East while 

both areas belonged to the great Byzantine Empire (395 - 1453 A.D.), it was 

not until later, after the establishment of the Turkish Ottoman Empire (1300 

- 1919 A.D.), that shadow puppetry started to flourish in Egypt (which was 

part of the Turkish Empire) and soon afterwards in Turkey. Metin And's (1963) 

theory that shadow puppetry was introduced to the Ottoman capital of 

Constantinople from Egypt, "perhaps after Selim I's conquest of Egypt (in 

1517), possible before that time",40 is the most commonly accepted one. 

This explanation may not necessarily conflict with Richard Pischel's (1902) 

who believes that the idea of shadow puppetry was brought from India to the 

Near East by the Gypsies. However, the shadow puppetry of the Near East is 
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too distinct from the one of the Far East to be considered a mere adaptation 

of the Indian shadow style. The shadow puppetry of the Near East seems to be 

rooted in its own, quite different, culture and religion. Islam - though 

· unintentionally - strongly fostered the development of shadow puppetry by 

prohibiting the dramatic use of human effigies. Consequently, a wealth of 

shadow puppet characters, stories and styles of performance emerged . 

. Of the many shadow characters, two puppets enjoyed particular popularity 

and, eventually, started to monopolize the shadow screens of Turkey and 

other countries in the Near East: Karagoz and Hacivat. According to a 

popular legend, the two shadow characters were modeled upon two cheerful 

"Turkish laborers named Karagoz and Hacivat who lived during the fourteenth 

century. n41 The story goes like this: 

Sultan Orchan (1326 - 1359 A.D.) caused a mosque to be built in Bursa, 

Anatolia. Among the workers at the construction site were two jolly Turkish 

masons named Karagoz and Hacivat. Their jokes kept the other laborers from 

working, and their indecent language irritated the sultan so much that he 

ordered the immediate execution of the two. But soon after their death, the 

sultan started to miss the two clowns and regretted his hasty decision. In 

order to lift the spirit of the unhappy monarch, a Turkish master puppeteer 

named Sheik Kuscteri made a Karagoz and Hacivat of camel's skin and put 

them to live behind a screen. This way Sultan Orchan could again laugh at 

their jokes, while Sheik Kuscteri made history as the father of the so-called 

Karagoz shadow theatre. (Rene Simmen, 1975; Michael R. Malkin, 1977) 

Karagoz has often been called the ancestor of the British 'Punch' or the 
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German 'Kasper', both of whom he precedes by several hundred years. 

Although it is difficult to trace a direct ancestral line, the similarities are 

obvious. Like 'Punch' or 'Kasper', Karagoz is a rogue, loud and crude. He is a 

libertine, "with no respect for authority and determined to have his own 

way.n42 He often is compared to a Gypsy and at times even greets his 

audience with the Gypsy greeting: ''Zombornos keros. 1143 Since nomadic Gypsy 

tribes played an important role in spreading this new folk art throughout the 

Ottoman Empire, it is not surprising that many of the Karagoz plays contain 

Gypsy elements. In fact, in some areas, "Karagoz himself was portrayed as a 

Gypsy rather than as a Turk. n44 

While Karagoz plays the part of an uneducated Gypsy or peasant with rough 

and vulgar language, his counterpart Hacivat plays "the old and cultured 

gentleman ... who, even though badly treated, cannot do without his gay 

companion. n45 To be easily identifiable, Karagoz always wears a round beard 

while Hacivat has a pointed, turned-up beard. Besides the bald head and hump 

back, another prominent feature of Karagoz is his black eye. Literally, 

Karagoz means "dark eye. n46 

Compared to the delicate shadow puppets of India, Indonesia, and China, 

Karagoz puppets look crude and, indeed, they are made much more simply. 

Although transluscent camel- or donkey skin is traditionally considered the 

best material, the well-known puppeteer Sotiris Spatharis (1976) admits that 

more and more puppeteers use this expensive, good leather only for the 

characters who appear in every perfomance (Karagoz, Hacivat, etc.) and 

instead use thin paper or foil for the other characters. The puppets are 

"usually from twelve to sixteen inches high, although some were as small as 
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seven inches and others were as large as forty inches. n47 They are stained in 

various colours which often look dull, grayish-brown but only because the 

coarse material absorbs the paint very strongly. When pressed against the 

screen and transilluminated, the Karagoz figures show brilliant colours, much 

like those of a stained glass window, and are impressive with their simple 

perforations. (Andreas Tietze, 1977) 

The demand for vigorous physical action determines the shape and 

manipulation of the Karagoz puppets. Each puppet has only "three or four 

joints, n48 tied together by strings. They swing loosely and are not controlled 

by rods. All the figures have a hole in the upper body, into which the control 

rod can be inserted from either side. A leather socket reinforces the hole 

and holds the rod in place. "Normally, all the figures have only one hole, with 

the exception of Karagoz."49 The Karagoz figures I searched through had all 

one extended, 'active' arm with a second hole for the second rod. The rods are 

about twelve to sixteen inch long and can be easily removed. This permits the 

puppeteer to quickly pick up different puppets with the same rod. While 

shadow puppets from the Far East are most commonly operated by vertical 

rods, manipulated from underneath, the Karagoz's single rod is held 

perpendicular to the screen and is manipulated from behind. The light sources 

( today usually a row of light bulbs) need to be placed between the screen and 

puppeteer, so that neither puppeteer nor rods may be seen by the audience 

sitting on the other side of the screen. To the viewer, the Karagoz puppets 

appear to move virtually all by themselves. This illusion, and the great 

flexibility of the puppet seem to be more important than its beauty and 

delicacy of pattern. There are hardly ever still moments for the Karagoz 
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puppets, their bodies are in constant motion. Bowing, bending or complete 

so mersaults are easily accomplished by simply twisting the rod. 

Rene Simmen (1975) states that a Karagoz company may comprise from fifty 

to sixty figures, while Bil Baird (1973) believes one company to have only 

about thirty characters in stock. Whatever the average number of Karagoz 

puppets per company may be, the Karagoz theatre clearly requires far fewer 

puppets than any Far Eastern shadow theatre. 

Besides Karagoz and Hacivat, who appear in every show, there are several 

stock characters in the Karagoz which can often be seen. Each of the puppets 

is introduced with a particular song, typical for the character. They each 

have distinct visual features, too, to identify instantly the individual puppet 

character: 

"Celebi, the dandy, is one of the few whose clothes and style 
have changed to match the current fashion. 
The bellowing, bullying Tusuz Deli Bekir al ways has a 
scimitar or a pistol in one hand and a jug of wine in the 
other. 
Tiryaki, the bearded opium smoker, can readily be identified 
by his pipe, his fan, and a huge humped shoulder. 
The many foreigners (Arabs, Jews, Europeans, and various 
tribesmen) who turn up in the various plays are 
distinguishable by the style of their dress. n50 

The classic repertoire "numbers about forty plays. n51 Since Karagoz 

originally was primarily played each night of the twenty-eight nights of 

Ramadan, the Moslem Lent, most Karagoz puppeteers, the so-called 

karagotsci had to know at least twenty-eight different plays. The karagotsci 

improvises from a scenario which allows him to incorporate the particulars of 

a situation and audience into the story line. Andreas Tietze (1977) stresses 

I 
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the fact that Turkish shadow plays were conducted and passed on as an 

entirely oral art form. 

Each play consists of four parts: "the Prologue, the Dialogue (Muhavere), the 

Play or Action (Fasil), and the Epilogue. n52 Every Turkish shadow show 

always begins and ends with its two principle characters: Karagoz and 

Havicat. All other characters appear only in the third part, the Fasil. 

The atmosphere and excitement of a Karagoz show has been captured 

charmingly in the childhood memory of Sabri Esat Siyavusgil (1955), a 

distinguished Turkish art historian: Every evening during Ramadan, he recalls, 

the boys and girls would rush to the cafe with their fathers and uncles. While 

the adults sat in the back of the room, smoking the narghile and drinking 

coffee, the youngsters sat in front on low stools, eating sherbets. "In one 

corner of the room there was a rectangular screen of thin, transluscent 

muslin, (about two feet by two feet) illuminated from behind and bordered by 

colorful rugs."53 An ornamental show piece (a tree, a vase of flowers, etc.) 

adorned the centre of the screen until it was time to start the play. 

At last, the ornament is removed and the Prologue starts with the appearance 

of the singing Hacivat. Although there is no scenery, everyone knows that 

Hacivat's house is supposed to be on the left edge of the stage, and Karagoz's 

on the right. Soon Hacivat begins to yell for Karagoz to join him. Karagoz, 

who has been secretly peeking, suddenly leaps from his hiding place and 

attacks the surprised Hacivat who then flees. At this point Karagoz laments 

his pitiful state in a comical monologue which often satirizes local events. 



53 

The return of Hacivat starts the second part of the performance, the 

Dialogue. It is basically a comic-intellectual discussion between the two main 

characters. Because they fail to listen to and understand each other, Karagoz 

loses his temper and, once again, beats Hacivat off the stage. Now the Action 

of the play begins, which takes up most of the play. "Most of the plots begin 

with Karagoz's accepting some task or finding some job, usually with the 

help, or upon the recommendation, of Hacivat.n54 Another popular theme is 

the one of sexual exploits. Because of the limited space on the small screen 

"there are rarely more than three puppets on stage at one time. n55 Finally, in 

the brief Epilogue, Karagoz and Haciva t return for one last argument. 

Karagoz finishes the show with the closing formula, "an apology to the 

audience for all slips of the tongue."56 (Andreas Tietze, 1977) 

Throughout the show, the karagotsci manipulates the puppets all by himself -

though he often has a young helper who hands him the puppets. The only other 

person needed in the otherwise one-man operation is the singer, who also may 

play an instrument as the situation requires. 

Although Karagoz is on the decline, one can still frequently see performances 

at major market places and bazaars of Turkey. Ankara, according to Bil Baird 

(1973) has even a permanent, full-time Karagoz theatre. Small paper Karagoz 

cutouts can still be found in the hands of Turkish children. These are all 

propitious signs that shadow puppetry is still a meaningful folk art in Turkey. 



Figure 6. Chinese Shadow Puppets: People, Horses, a Tiger, and a Cloud 



Figure 7. Indonesian Shadow Puppets, Wayang Kulit, from Java 
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Figure 8. Indonesian Shadow Puppeteer, Dalang 
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Figure 9. Indian Shadow Puppet, Tolu Bomalatta, from the 
Andhra Region (Ten-Headed Ravana) 
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Figure 11. Turkish Shadow Puppeteer, 
Karagotsci, Manipulating Karagoz and 
Hacivat Figure 
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Figure 10. Turkish Shadow Puppet, Karagoz 
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2. Modern Western Adaptations 

The shadow puppetry of the Eastern World (from China to Egypt, Turkey and 

Greece) has a long history and although no longer as popular as before, 

shadow puppetry is still a vital folk art for the people of most Eastern 

countries. For the West, which I will define here as Europe (excluding Greece) 

and North America, shadow puppetry is a relatively recent art form. 

Shadow puppetry entered Europe via Greece and Italy, during the Rococo 

period. At that time, China and things Chinese were in vogue; Chinese 

shadow puppetry soon became popular, too. In due course, all shadow plays 

were called "Ombri Cinesi in Italy, Ombres Chinoise in France, and Chinese 

Shadows in England."57 By the middle of the eighteenth century, shadow 

puppetry was practised in most European countries. 

The first permanent European shadow theatre of note was that of Francois 

Dominique Seraphin, which started in Versailles in 1770. His theatre later 

moved to Paris, where it remained until 1870 under the direction of his son. 

(Lotte Reiniger, 1970) 

In England, records indicate that Ben Jonson (1572 - 163 7) seems to have been 

the first to introduce and adapt elements of the shadow play to the English 

stage, possibly for the first time ever in western Europe. His comedy A Tale 

of a Tub, "written 1596 - 97, performed 1633"58, contains a play within a play 

- in this case a primitive form of shadow play. Alexis Robert Philpott (1969) 

describes Jonson's stage apparatus as: 



" a large empty tub with oiled lantern-paper across its 
open end, and cut out silhouette figures which are moved by 
the heat from a candle (a technique reflected in modern 
'Christmas Chimes' table decoration with thin shapes of 
cherubs cut from brass, suspended on a revolving disc set in 
motion by heat rising from small candles). n59 
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The first permanent shadow theatre in Germany was founded in Berlin, in 

1827. The shadow theatre "greatly influenced the Romantic movement and 

found passionate followers and promoters among painters and poets. n60 Many 

German shadow theatre companies wrote their own plays but they also 

developed shadow versions of classical dramas, such as Goethe's Faust, and 

of operas or operettas, such as Mozart's The Magic Flute. (Max von Boehn, 

1956) 

A characteristic of all the European shadow figures of the eighteenth century 

was that they cast black shadows only. While the Eastern artists were never 

concerned that the puppet's rod could be seen, the European shadow 

puppeteers took great care to hide the source of the puppet's movement, 

inventing elaborate systems of wires and strings. The presentation of a 

realistic set for the shadow stage also became increasingly important. 

Up to the end of the nineteenth century, European shadow puppetry seemed 

to have desired more to make beautiful pictures than to present lively shadow 

puppet shows. With the emergence of abstract art in the late nineteenth to 

early twentieth century, however, European shadow puppetry liberated itself 

from these formal constraints. 

The- number· of modern adaptations of traditional shadow puppet styles is 
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quite promising. I will introduce four adaptations by artists in the West, 

which are not only unique in form but also provide methods applicable to 

shadow puppet activities with children. 

2.1. Henri Riviere (France) 

The modern revival of shadow puppetry is often credited to the combined 

effort of several French artists, but particularly to Henri Riviere. He first 

started to improvise shadow plays in the Parisian cabaret Chat Noir, in 1887. 

Riviere's ingenious inventions for the shadow screen impressed the audiences 

as "fantastic fairy-tale(s) for the eye," or "dreams. n61 He was one of the first 

European shadow puppeteers using colour to steep his scenes with a special 

mood and magic. For his shadow performances, the movement of puppets 

became secondary since he was presenting the story in the form of 

successions of more or less static tableaux. Light emphasized the separate 

pictures at certain times. Besides stories, the tableaux often "illustrated 

songs and poems of the latest poets and musicians. n62 Artist friends helped 

Riviere to cut the exquisite paper shadow figures, which were then cast 

through coloured glass. Some tableaux required as many as ten or twelve 

people to control. 

Neither before Riviere nor since has there been a similar creation. 

Unfortunately, none of his works survived, but even from the postcard 

reproduction of one of his tableaux (figure 12), we can get a sense of the 

power and magic he once created. 
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2.2. Helen Binyon (England) 

Another way of adapting traditional Eastern shadow puppetry was 

demonstrated by Helen Binyon at Britain's Bath Academy of Art. She 

experimented extensively with different ways of producing shadows, using 

various objects such as wires, two- or three dimensional household items, and 

geometric shapes. Binyon emphasized movement over the exact 

representation of an image. Her shadow performances could be most closely 

described as moving abstract compositions. 

Binyon's interest in movement led to a number of collaborative projects with 

musicians. Her highly original Scissor Ballet (early 1960's) is a wonderful 

example of a successful cooperation between musicians, artists and 

puppeteers. Consisting only of several dozen pairs of scissors, the show 

explored a rich scale of unusual movements of scissors to original music. 

In her book Puppetry Today (1966), Binyon reflects on the creation of the 

Scissor Ballet: 

"I have been exceptionally fortunate at the Bath Academy 
of Art in that there has nearly always been a parallel music 
class whose students we could consult quite early on in the 
planning of our puppet show, and who we could ask to 
compose and play the music for us. Using voices, 
percussion, sounds, as well as instruments, possibly 
improvising straight on a tape recorder, the musicians have 
been experimenting in their medium with us, and the 
puppets and the music have been able to grow together."63 
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2.3. Prasanna Rao (India/Europe) 

A highly personal style of shadow theatre is practiced by Prasanna Rao in his 

hand shadow plays. He has the unique skill of producing fluid shadow images 

with his fingers and hands. Justifiably, he is called "the sculptor of 

shadowsn64 by his friends. 

From early on as a bedridden child in his homeland of India, Rao created 

people and animals with his fingers and hands to keep him company. Soon, 

the art of hand shadows, and its introduction and nurture in different 

countries became a major focus for him. Today, Rao has performed on 

American television, and has co-published a book about hand shadows, titled 

Shadowplay (1974). Most of all, however, he enjoys performing in cafes for 

people throughout Western Europe. 

Rao rarely uses a sheet and lamp for his performance. He brings a story to 

life in a most simple yet most impressive way, merely by casting the shadows 

of his hands onto a bare white wall. 

Because hand shadows are produced directly by the puppeteer, the creation of 

the images is entirely personal. Part of the puppeteer himself (fingers, hands, 

arms, or whole body) becomes the medium of expression and not a puppet. 

This intimate aspect is the reason why Rao prefers hand shadows over those 

cast by puppets. As Rao explains: "Your shadow belongs to you, and what you 

do with it is a true expression of your individuality."65 
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2.4. Ping Chong (USA) 

Shadow theatre entered the North American continent with travellers and 

immigrants from Europe as well as from the Far East. The American director 

Ping Chong is of Chinese descent and feels at home both in the traditional 

Eastern and the modern Western worlds. His background has helped him to 

create a wonderful blend of modern stage techniques and traditional 

theatrical styles. Chong's plays are known for their "elliptical form of 

narration"66 which employs various media for the different modes of 

expression: dramatic enactment, slide projections, film, as well as traditional 

puppetry and dance. 

In several of Chong's plays, the action takes place in front of as well as 

behind a screen, creating a sense of here and yonder, reality and dream, 

colourful life and gloomy death. Two scenes in Chong's play Humboldt's 

Current (1977) are dramatized as shadow silhouettes behind a screen because 

of the strong connotation provided by the shadow presentation. The first 

shadow scene is a quick flash back of Humboldt: the black and white images 

effectively distinguish the daydream sequence from the otherwise 'coloured' 

reality. The second time Chong chooses to employ a shadow play is in the 

penultimate scene when Humboldt and Signora Hanes are old and weak, and 

meet for the last time. This scene is overshadowed by death - colour and life 

have deserted the characters. 

To perform both in front of and, as shadows, behind a screen in order to 

heighten the dramatic situation is a technique used successfully also by 
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numerous other North-American directors (e. g. Peter Schumann and his 

Bread & Puppet Theatre, U.S.A.) and playwrights (e. g. Henry Beissel in !nook 

and the Sun, Canada). 

An historical perspective al ways helps to better understand the present. 

Shadow puppetry has enjoyed a long tradition in most countries of the East. 

Religion appears to have had a powerful influence on the styles of shadow 

theatre. 

The differences in religion and culture between the East and West suggest 

that an adaptation, rather than an imitation, of the traditional Eastern 

shadow puppetry would create forms of this art which would be most 

accessible to the Western mind. The adaptations by four Western artists 

provide only a few ideas on the limitless possibilities of adapting shadow 

puppetry to our Western needs. 



Figure 12. From Henri Riviere's Shadow Play 
'La Marche a L'Etoile' (Paris) 
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Figure 13. From Helen Binyon's 'Scissor Ballet' 
(Bath Academy of Art) 
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Figure 14. Prasanna Rao's Hand Shadow 'Man With Cigar' 
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Figure 15. Body Shadows in Ping Chong's Play Humboldt's Current (U .S.A.) 
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CHAPTER IV: 

PSYCHOLOGICAL ASPECTS OF SHADOW PLAY 

While the previous chapters considered the historical development and 

different styles of the shadow play, this chapter attempts to provide a 

rationale for the use of shadow play in the education of Western children. 

For an educational proposal to be considered practical and useful, it needs to 

first look at the main component of any learning process: the learner - in this 

case, the child. I believe that shadow play has unique qualities which can be 

of great use in fostering the development of children. 

In explaining the characteristics of young children, Alfred Binet (1909) 

writes: 

"All, or almost all, children before being given any 
instruction show a taste for singing, drawing, storytelling, 
inventing, manipulating objects, moving them about, and 
using objects to construct others. nl 

Educators who take those predilections of children into consideration, and 

build instructions around them, have a greater likelihood of reaching their 

intended goals. 

A sensitive, well-planned shadow play activity appeals to a number of 

important aspects of a child's natural development. It most strongly caters to 

three elements of the child's psychology: 



1. Play is one of the most powerful ways for a child to learn. (Virginia 
Koste, 1978) 

2. Puppets free the child to experience and express thoughts and 
feelings which more realistic play materials often cannot liberate. 
(Frank and Theresa Caplan, 1973) 

3. Shadows are an important and univeral aspect of children's 
unconscience and fantasy world. (Carl Jung, 1968 and 1974) 

I will discuss these points and, subsequently, link them to the shadow play. 

1. The Importance of Play and Make-Believe 
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Playing is the child's way of exploring the world and learning about life. 

Through play, children reenact various everyday situations, customs or 

rituals, try out different roles and challenge themselves with ever new 

problems as they present themselves. Because it is 'only' play, they can 

rehearse for life without fear of the possible consequences of reality or 

failure. 

Play has long been associated with learning (Karl Groos, 1901; Joseph Lee, 

1915) but not until Jean Piaget's Play, Dreams and Imitation in Childhood in 

1951 was it considered "the child's major method of learning.n2 For Piaget, 

play emerges from the two fundamental characteristics of a child's mode of 

experiencing: 'accomodation' and 'assimilation'. While accomodation describes 

the child's attempt to adapt his activity to a situation or object, assimilation 

refers to the attempt to adapt a situation or object to the child's physical and 

cognitive activity. Consequently, Piaget, considers the beginning of play to 



72 

be nthe first dissociation between assimilation and accomodation."3 

Pleasure is one major criterion for play, upon which most psychologists agree. 

Eric Klinger (1971) makes this point clear by stating that play behaviour need 

not be associated with the satisfaction of biological drives, such as hunger, 

thirst, sexual urges, or the overcoming of immediate obstacles, but stems 

instead from enjoyment. Distinguishing the pleasurable activity of play from 

working, Edouard Claparede (1975) writes that play is an immediate 

realization of desire while work is a mediate realization. Hence, play can be 

considered a joyful, immediately gratifying activity. 

Joy or pleasure is also guaranteed by the minimal chance of personal failure 

in play. There is no universal right or wrong way to play! Indeed, play is 

"relatively free of any effort to meet standards set up by society."4 Should 

there be rules, then they are "established by the players themselves within a 

context that need not be the same as those ordinarily observable in society. n5 

This statement by Jerome Singer (1973) clearly excludes games from play. 

The lack of standards, hence the absence of failure, seems to foster the 

eagerness, boundless curiosity and excitement which is so typical of the 

child's learning through play, but which is so rarely observed in a learning 

situation at school. 

Another characteristic of children's play is the participants' strong physical 

involvement and desire to manipulate things. While adults and older children 

(eleven years and older) are able to work out problems on a primarily 

intellectual, more abstract level, the early elementary school child thinks on 
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a very concrete operational level (according to Jean Piaget's cognitive 

developmental stages) and therefore needs to act out problems in order to 

solve them. Unfortunately, the strongly physical learning approach of 

children is often neglected in the schools. This neglect caused the 

psychologists Frank and Theresa Caplan (1973) to call for more concrete, 

'hands-on' learning, especially in the lower elementary school grades. This 

would then allow for a smoother transition for the child from the play world 

to the working world. 

Another characteristic, and positive effect of play, is that it allows children 

to progress at an individual rate. As in no other situation in life, "play affords 

the child with a sense of real freedom, control and mastery. 116 It is the 

Caplan's (1973) belief that such an experience in early life may well affect a 

child's later ability to do things independently. 

Finally, play, particularly those of the imagination, may, as Gregory Bateson 

(1976) argues, be a means by which children separate reality from fantasy. 

Virginia Koste (1978) agrees that the aim of any play is essentially the 

mastery of reality. It permits the child to mingle the impossible with the 

possible, fantasy with reality. Here, the child can be subject and object at the 

same time - but never without completely losing the awareness that one is 

'just pretending'. In the world of make-believe, the children can reduce the 

real world to a managable size. What reality does not allow can happen: 

children may live out any character or situation desired, re-direct 

unsatisfactory past incidents or rehearse for anticipated events without fear 

of the consequences of real life. Frank and Theresa Caplan (1973) conclude 



about a child's desire for make-believe play: 

"He (the child) deliberately creates a make-believe play 
world for himself because he finds he cannot yet affect the 
real world. ... He employs make-believe because this 
permits a sense of mastery he can feel only in his illusory 
play world. "7 
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It is important to remember that children's play, no matter how strongly 

imaginative it may be, is not an escape from reality, but is instead a bridge 

to reality. 

It seems appropriate to end this discussion on play and make-believe with the 

words of Albert Einstein (1879 -1955), one of the most creative minds of this 

century: 

"When I examine myself and my methods of thoughts I come 
to the conclusion that the gift of fantasy has meant more to 
me than my talent for absorbing positive knowledge. n8 

2. The Powerful Appeal of Puppets 

"Put a puppet in front of a child, and the child will instincively pick it up to 

make it move or say something. n9 The magic attraction of puppets is a 

puzzling phenomenon which affects children of all nations and psychological 

constitutions alike. As described by the child psychologist, Alaine Polcz (in A. 

Philpott, 1977): 

Even "children that do not touch toys, do not answer 
questions, reject patting or embracing, that even refuse to 
lift their eyes and look around; further, children with 



reactions of panic, who run away shouting and covering up 
their faces, and who are therefore unapproachable ... , will 
find relaxation within a few minutes with the aid of 
puppets. 1110 
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The ease with which puppets are accepted by all children - young and 'old' 

ones - suggests that a very essential human need is being addressed by this 

form of expression. What accounts for this universal appeal of puppets? 

Puppetry caters to creativity's basic need for magic and fantasy. 'Magical 

thinking' works as an aid to transcend mundane reality and exchange it for a 

fantastic reality which exists only in the individual's creative mind. 

Children's views of reality depend most strongly on their own experiences, 

and they "understand the world only in terms of themselves"ll. This early 

self-centeredness causes them to believe that everything and everybody 

around them obeys the same principles of life as they do. "The child assumes 

that his relations to the inanimate world are of one pattern with those to the 

animate world of people. 1112 An example of this inability to differentiate the 

animate from the inanimate world is the child who caresses the 'good' doll 

because it waited for her/him or the child who kicks the 'bad' door because it 

slammed. As Jean Piaget (1929) has shown, the child's thinking remains 

animistic until the age of puberty. 

"To the eight-year-old, the sun is alive because it gives light 
(and, one might add, it does that because it wants to). To 
the child's animistic mind, the stone is alive because it can 
move, as it rolls down a hill. Even a twelve-and-a-half-
year-old is convinced that a stream is alive and has a will 
because its water is flowing. The sun, the stone, and the 
water are believed to be inhabited by spf~its very much like 
people, so they feel and act like people." 

Puppetry caters to the animistic way a child thinks about and experiences the 
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world which therefore lends it such a strong appeal for the child. One may 

say that the child's animism provides the puppet's power. 

Equipped with an animistic mode of thinking, the child is drawn to a puppet 

by his or her empathy. The child's empathy for a puppet seems to be easily 

triggered since it is "directed toward something smaller, more def enseless 

and perhaps more frightened than the child. 1114 By being able to control the 

little, obedient puppet, the child may experience a feeling of power and 

mastery which helps in building up his or her confidence. This proves 

particularly valuable for those children who frequently feel inferior or 

inadequate in their doings. 

Nancy Renfro (1978) considers the puppet on a child's hand to be an extension 

of the child's thoughts and feelings. Through empathetic identification with 

the little, non-threatening creature, it ''becomes an ambassador between the 

child's inner and outer world. The child can then act out two sets of 

personalities simultaneously - his own and the one he chooses for the 

puppet. 1115 Psychologically, a cross identification occurs. (A. J. Palumbo, 

1985) The puppet becomes the subject, child, while the child, safe behind the 

disguise of the puppet, becomes the object, puppet. The 'puppet' may suddenly 

say and do things which the creator-operator would be much too self-

conscious to express. Possible observers are soon forgotten as the child 

identifies more deeply with the role or changing roles of his or her puppet. 

In his doctoral thesis George Neff (1963) concludes that "the value of 

puppetry over conventional art media experiences lies in the puppet's 
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capability of providing the opportunity for self-identification. 1116 He 

considers the ability to identify the s~lf with the environment to be central 

to creative thinking and to harmonious personal development. The ability to 

identify with people and situations may also prove beneficial in various 

circumstances in life, including learning at school. However, excessive 

identification with someone or something else is considered a psychological 

adjustment problem which, in the extreme, may lead to the ignoring of the 

child's own personality in favour of another person's traits. For the 

development of the child, a healthy identification with puppets is considered 

a valuable method by which children "can resolve both real and imaginary 

problems in a satisfactory and constructive manner. nl 7 

During the child's interactions with a puppet, identification with the puppet 

often leads to projection onto the puppet. Sigmund Freud (1938) describes 

projection as a defensive mechanism whereby the person projecting ascribes 

to another person a trait of his or her own that would be painful for the ego 

to admit. Many people, children as well as adults, possess strong feelings 

which are kept unexpressed because the individuals either are not consciously 

aware of them, are afraid to communicate them, or are unable to bring them 

out in a face-to-face discussion. By projecting him- or herself onto the 

puppet, the child feels secure and protected to freely release secret or 

unrecognised feelings, desires, and anticipations which the child would not or 

could not otherwise express. The child thus disassociates him- or herself from 

the responsibility of the possible consequences of the puppet's behavior. After 

all, it is the puppet which says and does all these 'unusual' things. Projection 

truly opens a window into the deepest parts of the child's heart and mind. It 
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thereby furthers the understanding of the child by others and by the child 

itself. 

Hans Schmidt and Karl Schmidt (1977) also focus on the value of puppets, in 

leading the students to know more about themselves. They believe that in 

making a puppet, the child observes and gains insights into human behaviour 

and physical expression - those of people he or she knows but especially of 

him- or herself. The concrete nature of the puppet supports an active, 

physical way of self-discovery and problem solving, which is particularly 

valued by the early elementary school child at the concrete-operational 

cognitive level. 

As is the case with any play activity, the unstructured puppet play is highly 

individualized. It allows the puppeteer to incorporate his or her own ideas and 

proceed at his or her own rate. Since each puppet is an individual and perfect 

because there never was one like it before, "both self-expression and self-

exploration are involved with no threat to the creator."18 

The psychological benefits of the puppet role-playing experience have been 

stated in more detail in various articles to which I refer for further 

information. The advantages included can be summarized as: 

a) providing a non-threatening atmosphere where feelings and thoughts 
can be expressed safely (Virginia Vidler, 1972); 

b) contributing towards self esteem, success, and acceptance (Roberta 
Confino, 1972); 



c) encouraging language development - particularly communication skills 
(Norma Edwards, 1975); 

d) providing opportunities to interact socially with others (Jean 
Grossman, 1952); 

e) encouraging the experience of new situations and the development of 
new knowledge (Nancy Quisenberry and Margo Willis, 1975); 

f) stimulating creative abilities and enhancing creative problem-solving 
skills (E. Paul Torrance and R. E. Myers, 1970); 

g) furthering fine motor skills - particularly finger, wrist, and arm 
dexterities (Larry Engler and Carol Fijan, 1973). 
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It is important to mention that the above claims are based primarily on 

observations and do not contain experimental evidence. However, this should 

not diminish the value of the findings. With the increasing interest of 

psychological and educational research in children's dramatic activities, 

empirical support for some or all of the above statements may soon be 

forthcoming. 

Without doubt, playing with puppets is one activity which involves the whole 

person - intellectually, emotionally, and physically. Through empathetic 

identification with the puppet and projection onto the puppet, the child feels 

freed to express thoughts and feelings which he or she otherwise would 

hesitate to express. This unbound, relaxed form of expression allows the child 

(and others) to gain important personal insights. 

3. The Symbolic '1eaning of Shadows 

Shadows are images which have strong connotations for most people. The 



80 

reason that a shadow image is able to elicit so many different thoughts in 

various people can be found in its symbolic quality. To consider an image - or 

word - to be a symbol means that it "implies something more than its obvious 

and immediate meaning."19 Consequently, if an object does not contain one 

overt meaning, it leaves considerable room for an observer's interpretation 

and association. According to Carl Jung (1968) free associations are 

stimulated by free, undefined shapes. The power of undefined, black and 

white images to elicit association is also illustrated by the widespread use of 

the Rorschach Inkblot Test20 by psychologists. Since shadows are often 

indefinite in their structure and have only limited detail, it seems reasonable 

to infer that they lend themselves particularly well to eliciting free 

associations. 

The meaning of a shadow is obviously deeper than its primary visual image 

and is derived from its symbolic representation. To endow the vague shadow 

image with symbolic meaning requires the action of the observer's 

imagination. What is tentative or missing will be filled in by the individual's 

mind. Hence, the meaning derived from a symbolic image is highly personal 

and may differ greatly from one person to another. As noted earlier, the 

imagination of a child is especially unrestrained and vivid. Shadow images 

can thus be of great value to the child's cognitive and emotional development 

because they a) promote highly personal discoveries, and b) trigger 

uncontrolled, unconscious thoughts. This form of discovery is difficult to 

trigger with more realistic material. Indeed, Mary Ann Pulaski's (1973) 

extensive research study on the effect of the structure of play material on 

child behavior, shows that "Simple, minimally structured materials elicit 
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greater richness and variety of fantasy, and longer periods of interest from 

children engaged in free play than would highly structured play material."21 

Visual symbolic representations (as opposed to verbal symbolic 

representations) are of particular importance to the child, to whom language 

might not necessarily be the easiest means of expression. James Britton 

(1971) stresses that, 

" language is only one way of representing to ourselves 
both the actual world and unreal, fantastic worlds; and that 
other means, such as the visual image antedate the use of 
words. n22 

In our language-oriented adult world, we easily forget that any expressions, 

which are nothing else but representations of our life time experiences, 

involve more than words. 

But why should we select shadow images from the group of symbolic play 

materials and not provide the child with clay, blocks or other more 

common symbolic material? According to Carl Jung (1974) shadows are 

very important and common images to the human psyche. He considers 

them as so important that he bestowed one of his archetypes with the name 

'shadows'. Archetypes can be defined as images of fantasy and dream which 

are universal to all human psyches. These, he explains, 

"... are to be understood as specific forms and groups of 
images which occur not only at all times and in all places 
but also in individual dreams, fantasies, visions, and 
delusional ideas. "2 3 

The shadow archetype represents the dark, repressed side of the personality. 
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To achieve personal wholeness requires the acquaintance and eventual 

acceptance of "those aspects of one's own personality that for various reasons 

one has prefered not to look at too closely."24 While involved with the 

shadow image the individual is able to bring out and deal with those hidden, 

inner processes. 

The value of shadow images in the child's development lies in its highly 

personal symbolic quality. It provides a strong link with an important part of 

the child's inner fantasy world, both by stimulating the child's fantasy and by 

offering a means for fantasy to express itself. 

In this chapter I have discussed three aspects of shadow puppetry which are 

relevant to child development. The advantage of shadow puppetry lies in its 

ability to: 

1. appeal to a child's need to play. 

2. yield to a child's desire to express thoughts safely and/or to try out 

new thoughts by projecting them onto a puppet. 

3. provide a powerful link between the child's symbolic inner and realistic 

outer world. 

In the following chapter I will discuss ways how the teacher can make use of 

the unique qualities of shadow puppets and how he or she can incorporate 

shadow play into the Creative Drama class. 
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CHAPTER V: 

EDUCATIONAL ASPECTS OF SHADOW PLAY 

Because shadow play possesses qualities which can enhance children's 

psychological development and numerous other qualities not detailed here, it 

can be a valuable teaching tool in school. Shadow play can be used as either a 

vehicle for teaching various subject matters (e.g. Language Arts, Literature, 

Social Science, History), or by itself, as a medium for self expression 

( Creative Drama, Art). 

In spite of its great educational potential, shadow play remains foreign to 

most North American schools. One reason for this neglect may be the 

absence of this ancient art form from our cultural history, hence our 

unfamiliarity with it. Another explanation might be that many teachers, 

although open to new teaching approaches, feel inadequately prepared to 

successfully incorporate shadow play into their classroom teaching. This 

seems to be true both for teachers using shadow play as an instructional tool 

and for teachers using it as part of their Creative Drama programs. To some 

degree, teachers' hesitation towards using shadow play is due to the lack of 

available material on the subject. As a survey by Eileen Littig (1975) 

revealed, the absence of practical classroom material was the most 

important reason for teachers' feeling inadequate to present Creative Drama 

lessons. The need for more practical information and classroom material was 

also expressed to me by the supervisors of the Arts program both for the 

public and separate school boards of Calgary. I will provide some practical 

examples on shadow play, in the five sample lessons in Appendix A. 
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A search of the literature confirmed how limited the material available on 

shadow play is. Shadow puppets, although easier, quicker, and less expensive 

to make and use than most customary puppet forms, are rarely discussed in 

Creative Drama manuals, although all mention conventional puppets. A list of 

the few available publications which I consider helpful to anyone interested in 

exploring the shadow play with children can be found in Appendix B. 

In this chapter, I will focus on the potential of shadow play in the Creative 

Drama class. An examination of the development of Creative Drama will 

allow me to demonstrate how shadow play can meet Creative Drama's 

philosophical goals. I will concentrate primarily on a recently developed 

Creative Drama curriculum, the Elementary Drama Curriculum Guide of 

Alberta, 1985. I will then off er some practical advice on how to set up 

shadow play activites, and how to introduce elementary school children to 

shadow play. The chapter will close with a summary of the advantages of 

shadow play activities both for the teacher and for the students. 

1. Creative Drama and Shadow Play 

Creative Drama is a relatively new subject in the field of education. During 

the past three decades, it has established itself primarily in Western Europe, 

the United States, Canada, and Australia under various names: educational 

drama, developmental drama, drama in education, or creative dramatics. In 

North America, Creative Drama is the name most commonly used for this 

new subject. 
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Educators and psychologists have increasingly recognized the value of 

Creative Drama programs to the development of the child, and it gradually 

has become an important element of the curricula of more and more schools. 

Creative Drama is considered an interdisciplinary subject, as it draws from 

the disciplines of Drama, Language Arts, Art, Music, and Dance. As opposed 

to theatrical drama, Creative Drama focuses on the development of the 

individual, rather than on the individual's achievement of a pre-determined 

result. The process is valued as being more important than the product. 

Some background on the development of this new subject will help to better 

understand the philosophy of present Creative Drama curricula. 

1.1. Development of the Creative Drama Philosophy 

At a time when a child was still considered to be a miniature adult, John 

Dewey's philosophy of a paedocentric, or child-centered, education was 

revolutionary; at the same time it paved the way for the later emergence of 

the subject Creative Drama. As early as 1900, he proposed that: 

" the primary root of all educative activity is in the 
instinctive, impulsive attitudes and activities of the child, 
and not in the presentation and application of external 
material ... nl 

Slowly, Dewey's theoretical foundation was put into practice. Among the 

pioneers in the dramatic arts were Harriet Finlay-Johnson, who wrote and 

first published an integrated dramatic curriculum during the first decade of 
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· this century; Caldwell Cook, who used his 'play-way' approach (The Play Way, 

1917) to teach children at the Perse School, Cambridge, before the first 

World War; and Winifred Ward, whose important book Creative Dramatics 

(1930) "gave its name to the whole movement in the U.S.A."2 

Despite some sporadic attempts to introduce dramatic activities into the 

schools, it was not until the middle of the twentieth century that the new 

discipline received attention. After many years of experimental work, Peter 

Slade published his seminal Child Drama (1954). His thesis was that there is a 

need for a new subject area, which he called 'child drama', and that it should 

be accomodated in the curriculum alongside Music, Art, Literature, and the 

like. For the first time, dramatic activities were not treated only as a 

method of teaching other subjects, but instead as a separate subject. The 

primary focus of Slade's work was on the emotional value of child drama. He 

believed that "dramatic play provides a child with a great safety-valve, an 

emotional catharsis. n3 His concept has been further developed and refined by 

Slade himself and other members of the English Educational Drama 

Association, over the past years. (Richard Courtney, 1968) 

A close associate of Slade's, Brian Way (1967) regarded an individual as a 

multifaceted being and considered the releasing of the 'individuality of the 

individual' the primary purpose of child drama. He believed that through 

specific dramatic exercises, every person could develop the potential of all of 

his or her facets - which he defined as: concentration, senses, imagination, 

physical self, speech, emotion, and intellect. Discovery of an individual's 

seven facets· could be translated into discovery of self and consequently of an 
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awareness of others and their environment. Way's work embraced classroom 

drama as well as children's theatre, and he is probably best known for his 

invention of 'audience participation', 

publication (1981). 

documented in his most recent 

In agreement with the Sladian school, Richard Courtney (1968) provided an 

intellectual rationale for dramatic education. He considered drama as the 

basis of all creative education and as a method of 'whole growth' where body, 

soul, and mind are involved. According to Courtney, the most important part 

of a child's development is the dramatic imagination because it "lies behind 

all human learning, both social learning and 'academic' learning. n4 His work 

provided the most scholarly theoretical foundation for the young Creative 

Drama movement. 

Often considered the opposition to Brian Way's philosophy, Dorothy 

Heathcote (1975) expanded the concept of Creative Drama and contributed 

important insights to it. Although both educators valued the uniqueness of 

individuals, Heathcote emphasized the 'intellectual' conception of drama. 

While Way stressed children's unconscious learning through drama and their 

enjoying learning without realizing its value, Heathcote wanted dramatic 

activities to be accompanied by a high degree of awareness. Reflection upon 

the individual's experience is a major aspect of her Creative Drama approach. 

Hence, the content of a dramatic experience received attention as well in 

Heathcote's approach, which also sets it apart from Way's. 

Gavin Bolton (1979) refined Heathcote's concept by pointing out that the 
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significance of a dramatic experience depends not so much on the experience 

itself but on the reflection following the experience created. Further, he 

rejected the progressive educators of the 1970's overemphasis on drama as an 

individual activity and on self-expression. In 1985 he wrote: 

"To encourage individual children to search for a drama 
within themselves is to distort the meaning of dramatic 
form. Drama is not self-expression; it is a form of group 
symbolism seeking universal, not individual truths. "5 

This historical sketch serves to illustrate the major influences which shaped 

the concept of Creative Drama since its recent inception. While the notion of 

drama releasing the 'individuality of the individual' (Brian Way, 1967) was 

most popular during the 60's, current movements stress the reflection on the 

dramatic experience, which should lead to a better understanding of self as 

well as others. Today's Creative Drama curricula tend to accomodate both of 

these dramatic aspects: experiencing and reflecting. 

In spite of the strong curricular potential of shadow play, it is omitted in 

many Creative Drama curricula and mentioned only incidentally in the new 

Creative Drama Curriculum of Alberta. 

1.2. The Role of Shadow Play in the Creative Drama Curriculum (Alberta, 

Only in the past year has drama been recognized by the Alberta government 

as an independent school subject with its own curriculum. This recognition 



91 

signifi ed an important change in the curriculum planners' attitudes towards 

drama in education. Previously, dramatic activities were considered valuable 

only for their ability to facilitate the learning of other, mostly academic 

subject contents. Children, it was correctly argued, would enjoy learning 

otherwise dull facts if they were presented in a playful, interactive way. 

Drama was used primarily as a teaching method to accomplish the goals of 

particular subjects. The creation of an independent curriculum for drama 

marks its recognition as having more than merely instrumental value. 

The overall goal of this new elementary school curriculum for Alberta is the 

development of the whole person - "emotionally, intellectually, physically, 

imaginatively, aesthetically, and socially."6 As stated in the Alberta 

curriculum, it is hoped that this will be accomplished by "encouraging 

students to explore life by the assumption of roles, ... by communicating 

within a dramatic situation and reflecting on the consequences."7 In this 

statement, it becomes apparent how suited shadow play activities are to 

fulfill this intent. The moment a child picks up a shadow puppet or becomes 

himself or herself a living 'body shadow' behind the screen, this child picks up 

a different role as well. Because of the protection and concealment provided 

by the shadow screen, a child feels more free to immerse itself into a 

particular role. I observed that taking on different roles seems to be easier 

through shadow play for most children than through other drama tic media. 

Consequently, if shadow play makes role identification easier, it then allows 

for a broader spectrum of roles experienced and hence increases the 

possibilities for refining a child's awareness and understanding of self and 

others. 
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The three goals of elementary drama as stated by the Alberta Curriculum 

(1985) are: 

1. to acquire knowledge of self and others which results from reflecting on 
dramatic play. 

2. to develop competency in communication skills through drama. 

3. to foster an appreciation for drama as an art form. 

All of these goals deal with humans or human representations rather than 

with numbers, letters, or abstract, extrapersonal concepts. Shadow play can 

accomodate both human representations (shadow puppets) as well as humans 

(shadows produced by human bodies). Either of the shadow images produced 

will appear powerful to the observer, yet gentle and protective to the shadow 

caster. This combination of expressive power and a protective shield makes 

shadow images an ideal curricular approach to meet the goals of the Creative 

Drama curriculum. 

The first two goals, especially, rely strongly both on external action and 

internal reflection. However, one cannot assume that each child will feel 

comfortable to enact a role and share discoveries in front of the whole class. 

But as a shadow character behind a screen, anonymity (in the child's sense) 

see ms to be guaranteed, which especially helps the shy child. Because of its 

anonymous nature, shadow play activities also lend themselves ideally for the 

introduction of children to actual character role enactment, allowing a child 

gradually to open up. 
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Fostering an appreciation for a dramatic art form (goal three) is easily 

established with shadow puppets, since children strongly respond to puppets 

and are fascinated by shadows. In general, any appreciation requires a certain 

understanding of the object to be appreciated. In order for a child to deeply 

understand, hence appreciate a dramatic art form, it is not enough to provide 

only intellectual background - practical experience with the dramatic style is 

essential. Because shadow puppets and human shadows are both easily made 

and used, children can spent more time on dramatic discovery and 

experience. Here, shadow play has a clear advantage over most other puppet 

styles or dramatic forms which demand more time and skill in their 

production and manipulation. All of this makes the appreciation of this 

dramatic art form particularly easy for a child. 

The curricular approach recommended by the Alberta government to meet 

the above Creative Drama goals emphasizes "positive group interaction" and 

the pursuit of "shared goals. 118 In the production as well as the enactment of 

shadow play, students have ample opportunities to interact cooperatively. 

Because shadow play activites are easy to master even by the young 

elementary graders, decision making and direction can be largely in the 

students' hands, with minimum interference by the teacher. 

This brief theoretical discussion intended to show that goals of Creative 

Drama can be met by shadow play activites. Now it is up to the teachers to 

incorporate this dramatic form into their drama classrooms. The following 

section deals with a number of ways of doing this easily. 
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2. Incorporating Shadow Play into the Creative Drama Class 

Although most Creative Drama curricula stress that students should be 

exposed to different dramatic art forms and be allowed to express themselves 

through them, it is usually not specified which dramatic forms should be used. 

The success of the shadow play as a valuable element of Creative Drama 

depends, therefore, primarily on the teacher's willingness and familiarity with 

this particular technique. 

In this section, I will provide information to familiarize Creative Drama 

teachers with shadow play's practical aspects and advantages and to 

encourage them to incorporate it into their work with children. 

2.1. Setting the Stage 

Shadow play is extremely easy, quick, and inexpensive to set-up. Basically, 

only three elements are needed to have children explore the world of the 

shadow play: a screen, a light source, and a figure to cast a shadow. 

Screen 

An ideal screen is created by stretching some semi-translucent material (a 

white cotton bedsheet, a lightly-coloured cloth window shade, a length of 

lampshade vellum, or whatever suggests itself) over a frame. A thin paper 

screen works well but is unpractical and in the long run uneconomical because 

it tears easily. A canvas stretcher, picture frame, or door frame all lend 

themselves well as frame for the screen. Somewhat more readily available at 
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school are two coat racks or the like, between which a sheet can be 

suspended. It is important to stretch the screen as tightly as possible because 

folds or wrinkles will distort the shadows. The screen should be mounted 

slightly above the seated puppeteers so that their shadows will not be cast on 

the screen. 

Light Source 

A single light source should be situated a few feet behind and above the 

centre of the screen. This way, light will fall evenly over the whole screen, 

without showing the children manipulating the figures. However, if children 

produce shadows with their own bodies, the angle of the light source needs to 

be somewhat lower to the ground to assure that shadows of the entire body 

are cast. As a general rule, the larger the screen, the further away the light 

should be. The light source should be at least 100 watts and can simply be a 

bare lightbulb, a lamp, a small theatre light, or an overhead- or slide 

projector. Fluorescent tubes can also be used, but usually will make less sharp 

shadows because they emit light all along their length, rather than being a 

point source as are the other lights mentioned. 

Objects or bodies must be held flat against the screen to give well-defined 

shadows - the least recession causes dimness. A miraculous exit or entry is 

readily achieved by sharply withdrawing the object, or rapidly advancing it to 

the screen. 

An overall wash on the screen is attained by colouring the source of light. A 

gel with delicate patterns cut out and placed in front of the light can create 
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a special effect. 

A new approach to shadow play is described by Janibeth Johnson (1976) who 

advocates using the surface of an overhead projector as the 'stage' - the 

shadows are then projected by the lens either onto a screen or a wall. An 

advantage of this method is that more than one projector can be used 

simultaneously. This enables shadow casters "to change the sets and shadow 

puppets on one projector while they are masked from view and those on the 

other projector are being shown. n9 

Shadow Figures 

Various materials can be used to make puppets, and the experimental 

possibilities are without limit. Creative use of 'trash' is not only money-

saving but can also be more exciting. Shadow puppets made from the side of a 

plastic bottle or from an aluminium pie plate are as effective as those made 

of cardboard or other, more conventional materials. 

Depending on the motor skill of the child, special patterns may be cut into 

the puppet to add interesting characteristics. The outline and pattern of 

puppets can simply be drawn on the material, since shadows of figures will 

not show any pencil lines. Regular, rounded children's scissors work well for 

most parts. For special designs (eyelashes, horse's mane, etc.), I always have 

fine pointed scissors with me which I let the students use under my 

supervision. 

Static shadow puppets, having no movable parts, are especially easy to make 
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even for pre-school children. After the puppet is cut out, the guiding rod can 

be attached either at the bottom or back centre of the puppet. Figures with 

vertical rods are manipulated from below, while figures with horizontal rods, 

attached at a right angle to the figure, are manipulated from behind. I have 

found shadow puppets with vertical rods to be the easiest for children to 

make and manipulate. Popsicle sticks, Kebab skewers, or wires, such as those 

from coat hangers, all make functional, inexpensive rods. 

Nonstatic puppets have movable limbs or other body parts (jaw, eyes, tails, 

etc.) and, again, are most easily manipulated from below. The movement is 

produced by simply overlapping separate parts of the puppet and holding them 

together with a joint. A joint mechanism can be created by inserting a 

paperclip, wire twist, or by knotting a string through the two puppet parts to 

be joined. Be sure to allow for an extra inch of material on each side of the 

joint for the overlap. 

Because it requires some skill and experience to operate puppets with more 

than two rods, I suggest that elementary children work primarily with static 

shadow puppets or those with one movable part (one rod for the main support 

and one for the movable part already adds up to two rods). However, 

locomotion of several parts of a shadow puppet can be achieved by either the 

use of scissors, or a hinge, connected to two or more parts of a shadow 

image: 
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Figure 16. Multi-Jointed Shadow Puppets with Only Two Rods 

To emphasize some parts of the puppet or to make puppets more distinct 

from each other, the use of 'coloured shadow' is effective. For coloured 

shadow puppets, coloured, translucent material such as theatre gelatines, 

parchment paper, or plastic sheets coloured with magic marker, is used to 

cover cut out parts of the figure. Materials of different texture (net, laces, 

ribbons, etc.) can be used to create an interesting effect on the screen. 

A shadow puppet style not too corn mon in the Far East, but which is a popular 

variation in the Western World, is that of 'body shadows'. Body shadows are 

shadows produced by parts of or the whole human body. The movement of 

human shadows should be sparse and direct. Movements of the arms and head 

appear to be most expressive and clear on the screen. 

Although not essential to the dramatic expression, some children enjoy adding 
' -

scenery to their presentation. The setting should be indicated by only a few, 
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carefu lly chosen objects which enhance the action. Because shadows are seen 

most clearly when objects are close to the screen, the scenery is often pinned 

directly onto the screen. 

With increasing familiarity with shadows, the teacher will soon discover his 

or her own way of how best to set up for the shadow play. There is certainly 

not just one 'best' way to approach the shadow play; it is one of the 

advantages of this dramatic form that it leaves room for the teacher's and 

students' interpretation and exploration. 

Having discussed technical aspects of the shadow play, I will now make some 

suggestions on how to approach the shadow play in the Creative Drama class. 

2.2. Considerations for Shadow Play Activities 

As for other school activities, the success of the shadow play activity 

depends highly on the openness and enthusiasm of the teacher, but especially 

on his or her confidence to present the material well. The teacher who 

introduces children to the 'world of shadows' should assure them a positive 

first experience, and should therefore procede from easy tasks to more 

difficult ones. The objective is not to perform a beautiful show piece but to 

help the young to express themselves through the medium of shadows. 

An activity to sensitize the children's eyes to shadows should precede the 

actual shadow manipulation. Drawing different objects in black and white, or 

exploring their silhouettes on the overhead projector will increase the 



100 

children's awareness of shapes and textures - important aspects for the later 

work with shadow puppets and body shadows. 

The first puppets should be easy to construct and manipulate. The static one-

rod, and later the movable two-rod figures are ideal for elementary school 

children. I would reserve the three-rod figures for high-school students. In 

any case, the construction of the puppet should never become of primary 

importance to the Creative Drama teacher. 

To test a puppet's shadow effect before manipulating and showing it to the 

whole class on the big class screen, children may make small individual test 

screens by gluing thin white paper to a stiff cardboard frame. 

To circumvent the difficulty some shadow puppeteers will have with 

manipulating a figure and speaking at the same time, the story may initially 

be pre-recorded. This allows the puppeteer to fully concentrate on the 

manipulation of the puppets. However, this device does not supplant the value 

of live speaking, which allows the puppeteer to react and change 

spontaneously throughout the show. An alternative which I found practical in 

larger group presentations is that one or two storytellers sit beside the 

screen, in front, and narrate the action of the other group members. 

The introduction of children to body shadows could be in the form of guessing 

games. Possibilities for this include creating various shadow animals either 

with the whole body or parts of the body, alone or together with other 

students. After the creation of primarily static images, the children may then 
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try to act out a short movement sequence, such as hammering or swimming. 

The extension of this activity is the acting out of sequences which require 

more movement and/or more participants: folding laundry, playing ping-pong, 

building a house, etc. With more experience with shadow images, the 

children's awareness of the effect of movements behind the screen will grow. 

Soon children will be ready for a longer, more personal expression behind the 

screen. While the topic or mood may be set by the teacher, there should be 

little interference by others with what the individual child, or group of 

children, decides to express. The screen should always be seen and felt as a 

protection from the 'outer' world. Of course, reflection and group discussion 

has its place in the shadow play, but only after a presention is finished. 

Activities for shadow puppetry or for body shadows can be inspired by various 

things: actual occurances in the child's life or purely imaginary constructions. 

I found music particularly inspiring to elicit imaginative, fantastic shadow 

play stories. The same short piece of music may address and transform each 

child in the classroom quite differently. 

In shadow play with either puppets or human bodies, group work of two to 

three members seems to be most stimulating for the participants. Besides its 

cooperative value, presentations in groups are less time consuming than are 

individual presentations. This prevents children from spending too much time 

as observers and assures that they are exposed both to creating and 

observing. When an individual or a group shares thoughts and feelings through 

the shadow play, the rest of the class takes on the role of the observer. 
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Herein lies another value of shadow play activities. Watching minimally 

structured shadows is by no means a passive task but draws strongly on the 

observers' imaginations. The reflection and sharing phase after each little 

show then becomes as important to the creators as to the observers. 

Finally, a word of caution to the teacher. He or she should remember that 

any creative exchange requires the right atmosphere to take place. Students 

need to feel safe in the shadow play session to freely express themselves. It 

lies primarily in the teacher's power to create such a 'safe' environment. The 

Creative Drama curriculum of Alberta (1985 ), as well as other curricula, 

stress that "a non-competitive, cooperative, supportive, joyful yet 

challenging atmosphere"lO is essential to the children's creative freedom of 

expression. 

This information on the use of shadow play with childen should provide some 

insight for Creative Drama teachers interested in incorporating shadow play 

activities into their classroom plans. To offer some specific practical 

examples of shadow play activities, I provide five sample lessons on shadow 

play in Appendix A. Included are also some of my observations and the 

reactions of one fourth-grade class involved in the activities. In the next 

section, I will examine more closely the unique advantages of using shadow 

play with children. 

3. Unique Advantages of Shadow Play Activities 

Creative Drama teachers who incorporate shadow play into their classroom 
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work will soon discover its unique advantages both for teacher and students. 

The advantages of shadow play I will mention in this section are unique in 

that they are innate to shadow play, and are not found to the same extent in 

other dramatic forms. I will exclude from the discussion those positive 

qualities, common to most Creative Drama activities, such as increasing 

verbal and non-verbal communication skills or learning about self and others. 

· The unique advantages of shadow play can be divided into practical and 

psychological advantages. 

3.1. Practical Advantages 

Every teacher has to work under constraints of time and financial resources. 

It is, therefore, a major advantage that shadow puppets, and especially body 

shadows, can be made easily, in a very short period of time, and with 

mimimum costs. 

Setting up to make and manipulate shadow images requires only limited 

preparation by the teacher. The children need no previous experience with 

the material either for construction or for manipulation. Nevertheless, 

shadow play can be challenging and rewarding for children of any elementary 

grade. It easily allows for different levels of mastery, which provides 

individualization according to the motor skill of each child. 

For the staging, shadow play permits many effects unavailable to other forms 

of drama. -Because the puppeteer can be invisible behind the screen, his or her 
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own figure does not interefere with the action of the manipulated puppet. 

The action can take place across the entire screen and is not limited to the 

horizontal line at the foot of the screen. 

Figure 17. The Action of a Shadow Play can Take Place Over 
the Entire Screen 

If the puppeteer remains at an appropriate distance behind the screen, he or 

she can easily produce the effect of flying. The act of swallowing - a 

technical problem for other styles of puppetry - is accomplished simply by 

overlapping of shadows. With a coloured, see-through belly of a shadow 

figure, the swallowed object may even be seen inside of the 'eater'. 

Another particular advantage of shadow puppetry both over other forms of 

puppetry and other dramatic styles is that actions which are normally 

imperceptible can be made visible behind the screen. A tree can grow, bloom, 

bear fruit, and shed its leaves before the observer's eyes. These otherwise 

unnoticably slow movements become perceptible through acceleration. On 
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the other hand, movements too fast for the eye to perceive in detail can be 

decelerated: the falling of a snowflake or raindrop, the flight of an arrow, 

etc. This underplaying or exaggerating of the puppets' movements is indeed a 

valuable means of self expression for the young puppeteer's imagination 

which is not possible with most puppet styles. 

Furthermore, shadow play does not limit students to using only puppets but 

they can also use their bodies. Shadow puppets and body shadows may even 

appear together in one presentation. 

3.2. Psychological Advantages 

Just as the freedom for individuals' expression is guaranteed during the 

construction phase, it is equally present at the children's shadow 

presentations. Each child will move his or her puppet differently and, 

consequently, each puppet will have its own characteristic mannerisms. 

Furthermore, individualization can be found during the observation and 

reflection phases. Because shadow figures are relatively undefined, the 

individual's imagination is challenged to fill in what is 'missing', hence, to 

create his or her own perception of them. It is the suggestiveness of this kind 

of puppet which allows and even encourages the individual to become an 

active, creative participant rather than a directed manipulator or passive 

observer. 

Another advantage of shadow play is that its vague shadow images strongly 

motivate children to work with them. They trigger the imagination more 
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power fully than do other puppets or dramatic styles. The strong attraction 

for children by particularly the 'vague' puppets is attested to in several 

educational-psychological research reports: 

"In general, the .less definite a puppet is, the more easily can 
a child clothe it in its own fantasy and ~ive it a personality 
of its own without the need for realism." 1 

" ... simple, minimally structured play materials elicit greater 
richness and variety of themes and fantasy, and a longer 
period of interest from children engaged in free play than ... 
highly structured material. nl 2 

Because the shadows are symbols rather than representations of humans, one 

shadow figure may be used in different ways and in many contexts. 

On the whole, shadow play relates more closely to the fantasy world of the 

child than do other dramatic styles because it does not fetter the child's 

imagination with details. The symbolic appearance of shadows and the 

subconsequent discussion of what thoughts and feelings the shadow images 

evoked, help the child to link fantsy and reality, unconscious and conscious. 

Any opportunities provided by a teacher will be wasted if a child does not use 

them. Not every child in the Creative Drama class will feel able to express 

him- or herself uninhibitedly. In shadow play, the screen has an important 

function as the guardian and protector of the child's inner world from the 

outer world. Shadow play has the unique advantage to appeal to even very shy 

children. 
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Shadow play can offer many unique values to Creative Drama. These have not 

yet been taken advantage of because shadow play is not a widespread art 

form in the West. I hope that with this discussion of the many qualities 

shadow play offers to the Creative Drama class, more educators will be 

encouraged to incorporate shadow play into their Creative Drama, and other 

suited curricula. 
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CHAPTER VI: 

SUMMARY, CONCLUSIONS, AND RECOMMENDATIONS 

"Sometimes, I think, the things we see 
are shadows of the things to be; 
that what we plan we build .. " 

Phoebe Cary, 1824 -1874: 
Dreams and Realities 

1. Summary 

The purpose of this thesis was to argue for a place for shadow play in 

Creative Drama with children. This was done through an examination of 

the historical development and geographical styles of shadow play, by 

studying its relevance to certain psychological aspects of child 

development, and by exploring its potential applications within a Creative 

Drama curriculum. 

Historically, shadow theatre is rooted in Asia. The oldest extant records on 

this dramatic form, found in China and India, date back to the second 

century B. C. Because the cultures of the East are strongly drawn to the 

mystical world of spirits, shadow theatre has a particular appeal there. It is 

a vital part of the Eastern religious and social life and can not be 

considered merely a form of entertainment. Shadow theatre entered 

Europe much later, during the late eighteenth to early nineteenth century, 
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when things Chinese were in style. However, it appealed only to a minority of 

European artists and theatre-goers and never had the social or religious 

relevance as it had in Asia. 

A closer look at some traditional Asian shadow puppet styles confirms what 

strong roots shadow theatre has in Asian society. Furthermore, common 

characteristics and basic differences emerge. The main differences among 

the various Eastern shadow techniques result from the way the puppet rod is 

manipulated (horizontally or vertically) and from the kind of material used 

for the puppet ( transluscent or solid material). 

The West, with its different religion and culture could not merely reproduce 

the foreign theatre style but had to adapt it to make it accessible to the 

Western audience. Artists of France, Germany, England, and Czechoslovakia 

were particularly inventive in their adaptations. 

At the beginning of this century, considerable attention was paid to the 

effects of play on child development. While the early psychological and 

educational research concentrated primarily on play, it soon proceeded to 

look at the value of various dramatic activities for children, particularly 

those encouraging imagination. With the support of child drama pioneers such 

as Peter Slade, Brian Way, Winifred Ward, or Dorothy Heathcote, the interest 

in dramatic play activities for children eventually resulted in the emergence 

of a new school subject: Creative Drama. 

Creative Drama is an interdisciplinary subject which comprises various 
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dramatic activities but in which shadow play is rarely mentioned as one of its 

recommended activities. A psychological analysis of shadow play indicates 

that some of its qualities relate directly to several aspects of a child's 

development. In particular, shadow play can indulge children's preoccupation 

with play and make-believe, their apparently natural attraction to puppets, 

and their need to deal with fears of the dark and the unknown. Despite these 

psychological benefits of shadow play, it remains neglected in most Creative 

Drama curricula. 

The application of shadow play to the challenges set by a Creative Drama 

curriculum (Alberta, 1985 ), shows that shadow play is admirably suited to 

fulfill the curriculum's philosophy and goals. Furthermore, shadow play 

activities can off er unique advantages both to teachers and students. 

2. Conclusions 

Several major and minor conclusions may be drawn from this thesis. 

However, this work proposed to investigate three specific questions. The 

conclusions which will follow relate directly to the questions outlined in 

Chapter One: 

1. Which elements of traditional Eastern shadow 
puppetry can be used or adapted for drama with 
children of the West? 

A look at Eastern shadow puppetry outlines the essential elements of shadow 

play: a light source, a screen, and shadow figures. While traditional Eastern 
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puppeteers use simple means and low technology, modern Western shadow 

artis ts have employed more modern substitutes. Candles or oil lamps, the 

corn mon Eastern light sources, may be replaced in the school with large 

electric lamps or overhead projectors. These are not only more easily 

available but are also safer to use in the classroom. I have yet to discover a 

better solution for a screen than that of the traditional white sheet. 

However, the sheet does not have to be made of expensive silk or linen but 

can be a simple bedsheet. A significant change is necessary in the third 

element of the traditional shadow puppet stage - the puppet. Leather, the 

most popular material used for shadow puppets all over Asia, would be too 

expensive to supply and too hard to work with for elementary school children. 

It also requires more preparation time than is acceptable for a Creative 

Drama activity. Cardboard or thin metal sheets are an adequate substitute. 

Coloured shadows, cast traditionally by puppets made of thinly stretched, 

transluscent, coloured leather, can easily be adapted to the Western 

classroom by using coloured plastic foils or coloured tissue paper instead. 

Traditional shadow puppetry techniques developed two principal ways to 

manipulate a shadow puppet. Horizontal manipulation requires the rod(s) to 

be attached perpendicularly to the puppet's body, while for vertical 

manipulation, the rod(s) run vertically, alongside the body of the shadow 

puppet. The position of the rod determines the placement of the puppeteer 

and of the light source. For horizontal manipulation, the puppeteer stands 

behind the puppet with the light source between him and the screen while he 

can sit or kneel when operating puppets vertically from underneath with the 

light source behind him. For children, I found the vertical manipulation of 
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· shadow puppets not only more comfortable and practical to set up but also 

easier to make since puppets with horizontal rods need hinges or angle 

braces. 

A special feature of one form of shadow theatre (da-ying hsi) in ancient 

China was the casting of shadow images produced by human bodies. Body 

shadows have great potential for use in Creative Drama. 

Even though traditional shadow puppetry is an ancient Eastern art form, its 

elements can easily be adapted to the needs of the modern West. An 

examination of traditional shadow puppet styles can benefit the Creative 

Drama teacher by affording him or her with the necessary background from 

which ideas for adaptations may arise. 

2. Can shadow play activities benefit the 
development of young children? 

While any carefully planned dramatic activity may contain material of 

varying benefit to a child's development, there are certain additional 

qualities innate to shadow play which make it particularly suited to abet the 

psychological development of children. The benefits of shadow play to a 

child's development can be divided into three major areas: 

1. Shadow play is based on the principle of play, one of the most powerful 

ways for a child to learn. 

2. Shadow play incorporates puppets, which allow a child safely to 

experience and express thoughts and feelings through identification and 
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projec tion. A child's thoughts and feelings are particularly free in the 

interaction with minimally structured material - such as shadow puppets. 

3. Shadow images tap into important universal aspects of children's 

unconscious and imagination with which the young has to come to terms. 

Shadow play activities can thus provide a powerful link between the child's 

inner and outer worlds. 

Shadow play activities can, therefore, very strongly benefit the development 

of young children. 

3. Can shadow play meet the needs of Creative 
Drama? 

An examination of Creative Drama and shadow play reveals how well shadow 

play can meet the overall philosophy and goals of Creative Drama. 

Creative Drama focuses on the development of the whole person and, indeed, 

shadow play activities involve a child emotionally, intellectually, and 

physically. Shadow play provides space for imaginative adventures and 

realistic discoveries, offers plenty of opportunities for social interaction, and 

encourages a sense of aesthetics. Role-playing, the dominant method 

prescribed for Creative Drama can even be accomplished in two ways with 

shadow play: through shadow puppets or body shadows. 

In addition to the match between Creative Drama and shadow play in theory, 

there are various practical advantages, as well. Shadow play is faster, easier, 
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and less expensive to set up than are most other puppet styles. The screen 

offers a protective medium for children, particularly the shy ones, to express 

themselves without fear. Observing others' shadow presentations is not just a 

boring courtesy towards the other students but an equally active, challenging 

activity for the observers' imaging minds. 

Shadow play can, therefore, not only meet the needs of Creative Drama but 

can also contribute unique qualities which are absent in other dramatic 

activities. 

3. Recommendations 

Until now, there has been no sound basis to justify the inclusion of shadow 

play activities in Creative Drama curricula, much less to assist in their 

design. In addition to the work here, further theoretical and practical studies 

are necessary to legitimize and to direct shadow play involvement in 

Creative Drama. These may initially take the form of case studies; however, 

empirical research is ultimately necessary. Research could focus on 

psychological as well as educational aspects of shadow play, helping to answer 

questions such as: 

- Does shadow play trigger a greater production of fantasy stories and -

figures than do conventions! puppets? 

- In what way does the protection of the shadow screen encourage children to 

more freely express themselves? 

- Is there a correlation between the attraction of body shadows and children's 

age or sex? 
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Upon completion of appropriate research, curriculum planners may not only 

pay more attention to shadow play, but may also become convinced of its 

values for the Creative Drama curriculum. That, again, will encourage more 

drama teachers to include shadow play activities in their dramatic work with 

children. 

Besides theoretical studies, more practical suggestions and examples of 

shadow play activities for Creative Drama need to be made available to the 

teachers. Unless Creative Drama teachers feel at home using shadow play, it 

will not be incorporated into their teaching repertoire. Here, the pre- and 

postgraduate education of teachers, with the support of education journals, 

can be utilized to help disseminate the information on the use of shadow play 

in the Creative Drama class. 
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APPENDIX A 

Five Sample Lessons 

and the Reactions of a Fourth-Grade Class to Them 
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The lessons in this appendix are meant as practical examples to familiarize 

educators with the possibilities for shadow play in the Creative Drama 

curriculum. Since this thesis is primarily concerned with developing a 

theoretical basis for the inclusion of shadow play in Creative Drama, the five 

sample lessons and the students' reactions are merely an adjunct to this 

thesis. The lessons were designed and included here to indicate how easily the 

previously discussed theories of shadow play can be implemented. They do not 

represent an empirical study, which lies beyond the scope of this thesis. 

The lesson plans are based on the philosophy of Creative Drama, and 

specifically, on the goals of the Elementary Drama Curriculum Guide of 

Alberta (1985), but are also suited for other Creative Drama curricula. 

The lessons can be used throughout the elementary grades. Slight 

modifications to suit individual groups are possible, and are left to the 

discretion of the Creative Drama teacher. I have taught these lessons in 

various orders and time spans, with different age groups (five- to twelve-

year-olds), and in different settings (as a lunch time activity, an after-school 

program, or as regular Creative Drama content). However, for accuracy and 

consistency, the discussions at the end of each lesson are based on my 

experience with, and the reactions of, a fourth grade class. 

The lessons are arranged progressively, so that each introduces one new 

aspect of shadow play and incorporates it with the previous work. Each lesson 

could be followed up by more lessons with the same objective but using 

various other activities. 
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The for mat I used for my lesson plans is a form of the basic lesson plan 

outline as recommended by the Faculty of Education at the University of 

Calgary, with modifications to suit Creative Drama terminology. The 

'Introduction' or 'Warm-Up' in Creative Drama is not considered an integral 

part of the dramatic lesson and, therefore, its activities may or may not be 

relevant to the remainder of the lesson. 

The recorded reactions to the lessons are based on my teaching and 

observations of a fourth grade class of the Separate School Board of Calgary. 

Of the 23 students, 10 were male and 13 female, ranging in age from eight 

years and nine months to ten years. The lessons were each sixty minutes long 

and took place once a week, on five consecutive weeks from January 14 to 

February 11, 1986. Permission was obtained by the students' parents, the 

Separate School Board of Calgary, and the Ethics Committee of the 

University of Calgary. 
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LESSON I: A New Look at Familiar Objects 

1. Warm-Up 

Students (S.) sit in circle. Every other S. passes an invisible gift to the next 
person. By the way the gift is handled, its shape and the nature should 
become clear. The following person should identify the object and then give 
back another invisible gift. 

2. Stimulation 

S. examine an insignificant looking, perforated piece of clear foil. 
Teacher (T.) places piece of foil on the Overhead Projector (OHP) and it 

turns into a delicately cut, beautiful snowflake. 

3. Recognition 

S. recognize the importance of light to bring out shadow effects. 
S. recognize the difference between a coloured real object and its shadow 

image (three vs. two dimensions). 
S. recognize the importance of cut out pieces in the shadow shape for the 

purpose of identification of the object: the more vague the shadow 
image, the more interpretation possibilities. 

4. Manipulation/Development 

S. infer different imaginative or realistic conclusions about the nature of 
various shadow images. (Example: the shadow of the shell could also be 
an earring, a new type of cookie, a prehistoric snail, etc.) 

S. transform the shadows of their hands into different objects or subjects 
and invent a brief story about it. The 'shadow composition' may include 
one to four hands (partner work). 

S. draw and cut out an invented 'creature'. Each creature comes alive on 
the OHP and tells about its life or answers questions asked by the rest of 
the class, e.g. Where do you live?, What's your favorite food? 



5. Reflection 

Class Discussion: 
What is the difference between objects and their shadows? 
Why do you think that some people consider shadows more interesting? 
How do shadow images make you feel? 
What makes an effective shadow image? 

Group Discussion: 
Which one was your favorite shadow creature? Explain why? 

Preparation 

Overhead Projector(s) 
piece of clear foil (snowflake pattern) 
various objects for shadow projection: button, grater, shell, doily, etc. 
cardboard, scissors, and pencils for students 
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Class Reactions to Lesson I 

A few days before the first shadow lesson started, the students were asked to 

write down their attitudes towards shadows - which were primarily negative. 

Most students stated that they find shadows "scary", "boring", or "useless". I, 

therefore, was most surprised to see how eagerly involved the students were 

in the inference exercises about shadow images and how stimulating they 

found their ambiguity. Shadow casters seemed to be as challenged as were 

shadow observers. 

The students' guesses about the shadows of unidentified objects on the 

overhead projector were numerous and I had to put a limit to the class' 

imaginative solutions. 

Although only hands could be used for the second activity of the manipulation 

phase, it was delightful to see such a variety of different shadow images. In 

pairs, the students' hands worked together to create either one single or 

several shadow images on the overhead projector. There one could see one 

girl skipping, one church with a big steeple, one willow tree or two ostriches, 

two rabbits, an octopus with its friend the goose, or a flower with a butterfly. 

Each pair of students also made up a little story about how the shadow 

images related (mostly they were friends or playmates). 

In the third activity, the making of a shadow creature, making the creature 

large enough turned out to be a difficulty for some students. Even though I 

asked them to fill out the whole space of the piece of cardboard they were 
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given, some children's drawings were too small and had to be enlarged before 

they cut be cut out into usable shadow puppets. A minimum figure size of 

about 15 cm seemed most practical. By calling the figures 'creatures', 

expectations for a specific performance, and thus any strivings for 

authenticity were reduced. Everyone felt willing and able to create one or 

the other 'thing'. Surprisingly, we did not spend more than about twelve 

minutes on the making of the figures. The shadow creatures ranged from 

dinosauers to big-bellied fish, a caterpillar, martian invaders, and beautiful 

princesses. By holding the creations against the overhead projector, the 

students noticed where to add more cut-outs for depth and easier 

identification. 

Of course, everyone wanted to introduce his or her shadow creature to the 

rest of the class. With only one overhead projector, the viewing of each 

creation became unnecessarily time consuming. I suggest that large classes 

be divided into two or more groups and work with two or more overhead 

projectors. 

While I introduced both hand and puppet shadows in one lesson, I would 

recommend using two separate lessons for it, if time permits. 

When everyone settled down and reflected on the first experience with 

shadow play, the students expressed fascination with the magic of shadows 

and their vast possibilities for interpretation. Overall, I found that the 

students were greatly interested in this new matter, and I was happy to hear 

that they are already looking forward to the next lesson. 
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LESSON II: Interaction of Simple Shadow Puppets on the Screen 

1. Warm-Up 

Three students (S.) at a time receive each one word from teacher (T.). 
Together, they quickily invent a short story around their words, with each S. 
telling a part of the story. 

2. Stimulation 

S. place some of the 'shadow creatures' of last week on the overhead 
projector (OHP) and realize that there is not enough room to 
simultaneously manipulate several creatures and tell a story. 

Discussion: What do we need to tell a shadow story which involves several 
shadow creatures? 

3. Recognition 

S. recognize the need for a larger screen to accomodate more puppets and 
puppeteers. 

S. identify essential elements of a shadow stage: a screen, a light source, 
and a shadow figure. 

S. suggest possibilities for a screen, a light source, and a way to manipulate 
the puppets. 

4. Manipulation/Development 

S. choose partners for their shadow puppets of last week. 
S., in groups of three, cooperatively invent a story which involves the three 

shadow figures. 
S. decide on appropriate voices and movements for their shadow figures 

(guiding rods to be attached). 
S. share their story with the class and present it as a shadow play behind 

the screen. 



5. Re flection 

Class discussion (after each presentation): 
Which part of the story did you like most? Explain why? 
How was the cooperation of the puppeteers in one group? 
How effective were voices and movements of the figures? 
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What was a comfortable position for the puppeteers to manipulate their 
puppets? 

Additional Activites 

If time allows, the students might revise some parts of their shadow play, 
taking the suggestions of the class or their own new ideas into 
consideration. 

It is also possible to change the grouping of students. Students will 
recognize from this that one 'vague' shadow figure can play different 
characters in different play. 

Preparation 

Overhead Projector(s) 
white sheet (bed sheet) and two support posts (coat racks) 
wooden or metal rods 
scotch tape 
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· Cla~ Reactions to Lesson II 

The students seemed to be happy to see their shadow figures of last week 

again and some children had already thought about what their figure could do 

or what could happen to it. The suggestion to work on a space bigger than the 

overhead projector came from the children themselves and it did not take 

them long to figure out how to set up a shadow stage. 

Lesson II allowed for a lot of individual freedom. In groups of three, the 

students spent most time working by themselves on the development of a 

story and its presentation. My role was merely supervisory for this phase. 

Some children added shadow objects - mainly props such as a garbage can 

behind which a dog could hide, or a tidal wave to wash away the caterpillar. 

The stories showed the wide range of the students' imagination, quality of 

expression and communication. But even the shortest, simplest presentation 

was very personal in its concept and feeling. Nobody gave me the impression 

of being hesitant or shy about walking behind the screen and bringing out 

their internal world. 

Today, much more time was spent on the reflection and discussion following 

each presentation - everyone felt addressed and responded to the shadows. If 

there were rough parts in a group's presentation, the class Was well able to 

give constructive comments. Obviously this class is used to discussing each 

other's worl< in a positive manner, and it would be premature to conclude that 
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the shadow activities in particular triggered the quality of personal 

expression and wealth of responses. 

However, shadow play is gripping the children. After my second lesson, the 

class told its drama teacher that they would prefer to use shadow puppets for 

their next school puppetry performance. 
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LESSON III: Making Shadow Puppets Move 

1. Warm-Up 

Students (S.) move randomly and mime particular actions of animals or 
persons as announced by the teacher (T.). The activities are executed at slow, 
normal, and fast speed to sensitize students to movement. 

2. Stimulation 

T. uses one student's shadow figure from last week as an example (e.g. dog) 
and holds it against the set-up screen. "Imagine, the dog would like to 
snap up a sausage or would like to wag its tail ... " 

Discussion: How can we make our shadow puppets move? 

3. Recognition 

S. suggest ways of creating movement in puppets. 
S. identify what is needed to make the shadow puppet move: the right 

materials (paper fastener or string) and preparation of the puppet 
(movable part may be too narrow, or needs extra inch for overlap). 

S. suggest which parts of a figure are most effective for showing 
movement. 

4. Manipulation/Development 

S. draw, cut, and insert paper fasteners to bestow movement upon their 
shadow puppets (S. may choose to refine last week's figure or create a 
new one). 

S. explore the range of movement of their shadow puppets. 
S. plan and practise the dramatization of the group's story (S. may choose 

to refine or change last week's story or create a new one). 
S. share their interpretation and dramatization of the story with the class. 



5. Re flection 

Class Discussion (after each presentation): 
How did the story make you feel? 
Can you relate to parts of the story? 
What advice would you give to the puppeteers? 

Group Discussion: 
How was the cooperation within your group? 
Did the added movement influence your story? 
Were there rough moments in your story /presentation? 

Additional Activities 

S. may either refine their shadow figures and stories of last week or create 
new ones. 

S. may want to design a background for their story, e.g. trees, a river, 
which can easily be pinned onto the screen. 

Preparation 

Overhead Projector(s) 
white sheet and two support posts 
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various materials which can be used to give puppets movement: paper 
fasteners, string 
cardboard, scissors, and pencils for students 
wooden or metal rods and scotch tape 
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Class Reactions to Lesson m 

The students were very excited about the possibility of adding movement to 

their shadow puppets. Finding ways to create movement became an involved, 

personal search and in no time, the students came up with practical solutions. 

Because of the overlap needed on the movable part, the children had to 

rework their puppets. A puppet must have a certain width to securely insert a 

paper fastener and some students realized today that their puppet was too 

thin or too short to support a movable part. 

Adding movement brought various degrees of change to the stories. Although 

I offered the students the option of creating a new story, they prefered to 

stay with their initial storylines. However, plenty of new thoughts and even 

characters and scenery were added, along with the movement. The story of 

the dog which liked to hide behind a garbage can was altered by having the 

dog hide inside the garbage can. But beware, for one day the lid of the 

garbage can fell down and locked the dog in for a long time. A story of two 

girls getting lost in the snowy forest was intensified by the appearance of a 

gigantic ''big mouth" snapping at everything and everybody. Even when it 

snowed (the students had little pieces of paper falling from the upper screen), 

the hungry monster snapped his big mouth for it. 

Again, each group's presentation was followed by a class discussion. After all 

stories had been presented, I asked each group to discuss among themselves 

their feelings and attitudes toward the story as well as their sense about the 
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-cooperation within the group. 

Giving life to their puppets seemed to have been very exciting and satisfying 

to the students. After all the lessons were over, Lesson Three was recalled, 

especially by nearly all of the boys, as the best of the five lessons on shadow 

play. 
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LESSON IV: 'Coloured' Shadow Puppets 

1. Warm-Up 

Teacher (T.) puts coloured gels on the overhead projector (OHP), one at a 
time, and asks students (S.) to move in the coloured field according to the 
mood brought out by the particular colour. Individually or in pairs, S. may 
create different shapes, gestures, etc. with their body. 

2. Stimulation 

T. cuts triangle into a piece of cardboard and puts it on OHP. S. infer what 
it could resemble. Then T. places different coloured gels over the 
triangle. Suddendly the choices of what it could be are fewer. 

,D. = hat, roof, piece of cake, leaf, and much more 

= leaf 

= roof 

Discussion: What does colour do to shadow images? How can we add colour to 
our shadow puppets? 

3. Recognition 

S. recognize that the colour may change an object into something 
different. 

S. recognize that colour makes a shadow image more specific and helps to 
identify it. 

S. come up with solutions how to add colour to a shadow puppet. 

4. Manipulation/Development 

S. create coloured shadow puppets using coloured foils, scissors, and glue. 
S., in groups of three, develop a new short story or refine their old one 

to fit the new changes in their figures. 
S. show their changed shadow puppets and share their latest stories with 

the rest of the class. 
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5. Reflec t ion 

Class Discussion (after each presentation): 
How did the colour influence your perception of the story - as an observer? 
How did the colour influence the development of your story - as a puppeteer? 

Additional Activities 

S. may design a shadow puppet with several coloured materials. 

S. may invent different stories in which colour is essential (e.g. a black-
haired witch turning into a golden-haired beauty). 

Preparation 

Overhead Projector(s) 
white sheet and two support posts 
several coloured gelatines 
coloured foils, cardboard, scissors, glue, and pencils for students 
wooden or metal rods 
scotch tape 
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Class Reactions to Lesson IV 

The warm-up for this lesson took a fair amount of time but turned out to be 

an effective introduction and stimulation for the work with 'coloured' 

shadows. The students expressed very different reactions to the different 

colours and demonstrated a good sense for how colour can alter our 

perception of images. The children realized that colour takes away some of 

the freedom of interpretation which the vagueness of uncoloured shadows 

allowed, while it makes some images more readily identifiable. 

The students' choices of colour for a particular part of their shadow figures 

were made after a time of thorough consideration and discussion with the 

group or with me. There were only a few students who innundated their 

puppets with colour; the majority prefered one single strong colour feature on 

their puppet. In the garbage can of the earlier story, just a little bit of brown 

dirt was put on the bottom, the caterpillar got only a simple green zig-zag 

line along its body, and the king swan received a little golden crown. 

In their groups, the students then worked on the proper expression for their 

altered shadow puppets and on the stories. At this point, I want to mention 

that all groups practised and experimented within the same average-sized but 

cleared classroom space. There was never a real problem with noise -all one 

could hear were children discussing, trying out each others' ideas and working 

actively. Only once, in Lesson Two, did I have to change one group of 

students which was neither productive nor showed consideration for others in 

the room. 
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The original stories from Lesson Two were altered considerably. Most of the 

stories increased in length and the puppets became much more expressive 

(physically and vocally). I got the impression that the students preferred re-

working their familiar storyline to creating a completely new story. 

The working vocabulary of the students improved greatly, in the discussion 

they now refered to the 'guiding rod', the 'movable part', the position of the 

puppet as being 'parallel to the screen', etc. The students' perception about 

shadow puppetry seemed more refined. The number of shared thoughts during 

the Reflection Phase increased noticably. In fact, I had to limit the number 

of corn ments which followed each presentation. 

After this lesson I was asked in the hall by two fifth graders if I could do 

some shadow puppetry with them, too. The word about our shadow puppetry 

had obviously spread within the school. 
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LESSON V: Our Own Bodies Can Create Shadow Images 

1. Warm- Up 

Students (S.) move according to how each word called out by the teacher (T.) 
makes them feel: "feather", "hammer", "heat", etc. 

2. Stimulation 

S. lie on the floor and listen to a short piano piece (Kabalevsky's 22 Pieces 
for Children). 

S. move to the music. 
Discussion: What does this piece of music try to express? How can we express 
what the music says with means other than words? 

3. Recognition 

S. recognize that sound can be transformed into visual movement. 
S. recognize that they can gain insight into a piece of orchestral music by 

listening to its rhythm and melody. 

4. Manipulation/Development 

S., in groups of two to three, discuss briefly what comes to their minds 
when listening to the music. 

S. develop movements which most clearly express their interpretation of 
the music's message. 

S. produce a series of movements which convey their interpretation of the 
musical piece. 

S. share their interpretation of the music through body shadows with the 
rest of the class. 
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5. Reflection 

Class Discussion (after each presentation): 
How did the body shadow presentations help your understanding of the 
musical piece? 
How did the body shadow presentation make you feel and think? 

Each group informs the class: 
- what kind of images the music brought to their minds. 
- what they most strongly wanted to express. 

Additional Activities 

S. may create body shadows to poems (e.g. by e. e. cumming). 

S. may invent or adapt a story for body shadows. 

Preparation 

Overhead Projector(s) 
white sheet and two support posts 
tape recorder 
tape recording of "Little Song" by Kabalevsky (22 Pieces for Children) or 
other suitable short musical pieces 
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Class Reactions to Lesson V 

Lesson Five introduced the students to yet another, very challenging aspect 

of shadow play: the production of shadows by parts of or the whole body. 

This time I used music as the stimulation for the shadow creation. A simple, 

45 second long piano piece by Kabalevsky proved to be the right length. 

Although simple in its structure, the piece allowed for a wide range of 

interpretations. 

First the students lay on the floor, quietly listening to the music and 

watching what happens in front of their closed eyes. The images elicited by 

the music were mostly light ones: a butterfly tripping from one flower to the 

other, a child swinging on a swing, a ballerina dancing outdoors, or raindrops 

falling. When asked to let the music move them around in the room, the 

students discovered further · qualities of the music. Most movements were 

round (spins, turns, walking in circles) and changed speed gently. Gradually, 

the students started to relate to each other: touching hands, mirroring or 

reversing each others' movements. All these stimulation exercises helped the 

students to recognize important qualities of the musical piece, but 

particularly to have their body respond to the music. 

During the manipulation phase, new groups of two to three students were 

formed. The groups had only a short time to discuss ideas before I asked them 

to communicate the music through their bodies. A few students seemed 

hesitant at the beginning but soon were too involved to worry about others 

possibly watching them. One group pref erect to explore their movements 
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behind the unlit screen. However, it seemed as if they did so more from a 

concern that others might steal their ideas than from being shy. 

Nevertheless, during the exploration and presentation of the movements, the 

shadow screen acted again as the 'protector', separating the harsh outer world 

from the child's fragile inner world. Behind the screen, we saw three highly 

abstract compositions (various shapes growing in size, spinning wheels of 

different sizes and with different speeds, bodies floating on the water) while 

the rest of the compositions were loosely based on a story idea (people 

meeting and greeting in the streets, a "human blender" mixing a strange 

liquid, etc.). 

The discussions, following each presentation were very lively. The students 

seemed proud to have discovered so many different interpretations of the 

same piece of music. Each group's presentation also triggered a variety of 

interpretations among the observers. Rarely did the observers' impression 

coincide with the intention of the group presentation. 

Creating human body shadows required a highly personal involvement by the 

students. Thoughts and feelings were not expressed via the medium of the 

shadow puppet but directly through the individual. Having had several lessons 

with me before, the class felt comfortable today for this more personal 

expression. 

As the students' responses at the end of my shadow play unit showed, the 

lesson on body shadows was the f avorite, especially of the girls. 



APPENDIX B 

Recommended Reading on 

Shadow Play with Children 
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Currell, David. The Complete Book of Puppetry. Boston: Plays, Inc., 1975. 
A brief review of puppet styles in various countries is followed by 

thorough discussions of the four major puppet styles suitable for 
elementary- and high-school students. The chapter on shadow puppets 
provides detailed technical advice for puppeteers and teachers. 

Johnson, Janibeth. Shadow Puppetry on the Overhead Projector. Santa Ana, 
Cal.: The Puppetry Store, 1976. 

The pamphlet is intended for teachers and contains detailed 
information on how to arrange shadow plays using the surface of 
overhead projectors as the stage. 

Lynch-Watson, Janet. The Shadow Puppet Book. New York: Sterling 
Publishing Company, Inc., 1980. 
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Practical information on the making and staging of shadow puppets 
by children for children. The well-illustrated book includes three 
unusual, useful scripts for shadow play performances. 

Schonewolf, Herta. Play with Light and Shadow. New York: Reinhold Book 
Corporation, 1968. 

The author experiments boldly and artistically with shadows and 
light. The book is particularly helpful for teachers who are interested in 
trying out new and creative ideas about shadow puppetry. 

Wall, L. V., ed. The Puppet Book. Boston: Plays, Inc., 1965. 
Provides practical information on how to make and stage different 

styles of puppets. The chapter on shadow puppets gives a basic 
information for dramatic work with children at both elementary- and 
high-school levels. 




