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Abstract

The exhibition Under the Punches’ Canvases presents a selection of one hundred and twenty
graphic works, including engravings, paintings and drawings, documenting puppet booth
(castelet) performances across Europe from the fourteenth to the late nineteenth century. It
emerges from a three-year research project by Anastasia Puppis and Léandre Simioni, which
has assembled a corpus of more than three hundred high-definition digital reproductions,
cross-referenced with archival and bibliographic sources.

This article provides the exhibition’s theoretical framework. It starts from a simple observa-
tion: the iconographic abundance of these performances contrasts with the scarcity of scho-
larly studies on the subject. The images, however, have much to tell. They document a scenic
configuration whose underlying principles - a single puppeteer, a puppet booth scaled to
one person, an artificial swazzle voice, a showman, a standing audience in public space - have
remained remarkably stable across centuries and borders.

The analysis explores the reasons for this stability. It proposes that the physical and economic
constraints inherent to this form - two hands, a portable booth, an unequipped space - give
rise to convergent technical, dramaturgical and social solutions across Europe. It examines in
turn the voice and gesture, the custom-making of performance tools, the presence of these
shows in public space, the role of the showman, and the principles of dramatic composition
that follow from these.

The perspective is that of contemporary practitioners of this art. Identifying the invariants of
this theatrical form serves a dual purpose: to bring recognition to an iconographic heritage
that remains largely unexplored, and to enrich current practice in booth puppetry, in the ma-
king of puppets and booths, in writing for puppet performances, in audience relations, and in
the art of performance.
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Introduction

The title of the exhibition, Sous les toiles des Polichinelles (Under the Punches’ Canvases) , plays
on several meanings referring at once to the fabric concealing the puppeteer, to the cloth that
dresses the figures, and to the graphic works, engravings, paintings and drawings, that make up
the body of this exhibition. In each case, what these elements share is the act of covering, and
the surface upon which artistic work comes into being: the canvas on which paint is applied,
the support and space in which performance unfolds. The invitation, therefore, is to unveil,
to dig deeper, to look beyond the first impression, to see the hidden puppeteer, the manipu-
lation, the craftsmanship concealed beneath the fabric, and to seek out within the images the
details that form a constellation of clues. This dimension is not merely conceptual. Since the
printed images are mounted on display structures that also serve as puppet booths, visitors
may themselves step behind them and inhabit, briefly, the puppeteer’s point of view. As for the
term Polichinelles, used here in the plural, it is chosen to assert the iconographic complexity
and richness of the various protagonist figures represented across the corpus.

This article examines in detail the puppet booth show, defined by the following characteris-
tics:

* overhead manipulation by a single performer

* aportable puppet booth

* performance given in a public space, freely accessible

* the presence of an audience

* the European continent, up to the end of the nineteenth century

Figure 1: «Punch and Judy Show», Isaac Cruikshank, Britain, late 18th century. Pen and
ink and watercolour on paper. The Courtauld, London, D.1952.RW.3249.

The analysis is bounded by the limits of the European continent, even though similar prac-

tices appear in Asian iconography of the same period (see appendix: Asian Examples), and
would equally deserve close examination. It also stops at the nineteenth century, although the
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art form is still practised in several regions of Europe today. This period was chosen because,
within the iconographic corpus, which aims to compile all historical imagery relating to pup-
petry, booth theatre shows are the only narrative form represented during this era (alongside
jigging puppets, a musical display of dancing figures without narrative or dramaturgy. See
appendix: Jigging Puppets).

From the late eighteenth century and through the nineteenth, a distinct use of the glove
puppet emerged: overhead manipulation by several performers, within a large puppet booth
exceeding one metre in width, fixed or semi-fixed. Performances were then given in enclosed
or dedicated spaces, and developed a close relationship to written and scripted text. In France,
this practice is known as marionnette a gaine, or gaine lyonnaise (Lyon-style glove puppetry),
owing to the prominence Guignol acquired within the French artistic landscape, particularly
in shows for children.

Historically, puppet booth shows have been named in various ways, depending on period and
place. In early documents, from the late medieval period onwards, bibliographic sources group
puppeteers within the broader category of bateleurs (related to the Italian bagatto, as in the
Tarot figure known in English as The Magician or The Magus, denoting a mountebank,
sleight-of-hand or itinerant artist), a term encompassing a range of skills including conjuring,
physical virtuosity, sleight of hand and animal training. To give the appearance of life to ob-
jects made of wood and cloth is at once a feat of bodily skill and an act of illusion.

Figure 2 : «De val van de tovenaar» [«The Fall of the Wizard»] (detail), Pieter van der Hey-
den (after Pieter Bruegel the Elder), Antwerp, 1565. Engraving on paper, 22.3 x 29.3 cm.
Metropolitan Museum of Art, New York, 28.4(18).

The troubadour Guiraut Riquier complained to King Alfonso X of Castile about this blur-
ring of trades in 1274:

Car hom aquels menssona ses autre nom joglars, ni sels que trasgitars es lor us, ses als far, ni
cels que fan joglar cimis ni bavastels, ni d’autres, que capdels bos non lur es donatz."

1 « For so are named, without distinction, jongleurs: those whose sole practice is sleight of hand, those who set monkeys and bavastels
(puppets) to dance, and others besides, all those upon whom no honourable estate has been bestowed.. » Guiraut Riquier, Declaratio,
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Even when the text specifically addresses puppet animation, the type of manipulation is often
left unspecified: string puppets, rod or glove puppets, marottes, automata, jointed figures... All
are grouped together within a single category and are difficult to tell apart.

Iam si enumerem quot quantaque statuis ligneis parvis, Magatellos vocat vulgas, dies me defi-
ciet. Nam ludunt, pugnant, venantur, saltant, tuba canunt, coquinariam exercent artem, atque
haec omnia ut mirabilia sunt, ita nullius ut dixi utilitatis, et cum resciveris rationem qua oculos
fallunt, ea autem duobus constat, instrumentis varijs ad hoc paratis manumgque agilitate. ..’

The words bagatelle’, magatelle et bavastel appear in early texts to refer to the acts of bateleurs or
to puppets in general.* The words guarattelle et bagatelle are found today in Naples, where they
specifically denote Pulcinella puppet booth shows. As Anna Leone notes in her glossary:

LE BAGATTELLE.

Figure 3: «le Bagatelle», Naples, early 19th century. Hand-colored engraving and water-
colour on paper, 16.6 x 24.6 cm. Victoria and Albert Museum, London, S.1127-2010.

1274, v. 580-587.

2 « Were I to enumerate all that these small wooden figures, which the common people call Magatellos, can do, the day would not
suffice. For they play, fight, hunt, dance, sound the trumpet, and practise the art of cookery; and all these things are as marvellous as
they are, as I have said, of no practical use whatsoever. Once you have discovered the trick by which they deceive the eye, which rests
on two things: various instruments devised for this purpose, and the dexterity of the hand. » Girolamo Cardano, De subtilitate libri
XXI (Niirnberg: Johannes Petreius, 1550), 344.

3 « Venga, venga pur, acconcio mi son con la tasca et un gioco apparecchioli di bagatelle, il piti bello e mirabile che non si vedesse mai. »
« Come, come along, I have set myself up with my bag and prepared a show of bagatelles, the finest and most marvellous ever seen. »
Lodovico Ariosto, La Cassaria in Versi [1508], in Filippo-Luigi Polidori (ed.), Opere minori in verso e in prosa di Lodovico Ariosto,
Tomo II (Firenze : Felice Le Monnier, 1857), 171.

4 « BAVASTEL, s. m., marionnette, mannequin. — Cimils ni BavasteLs (G. Riquier, Pus Dieu). Singes et marionnettes. —
E paucx pomels / Ab dos cotels / Sapchas gitar e retenir, / E chans d’auzels / E Bavasters. / E fay los castels assalhir. (Gi-
raud de Calanson : Fadet joglar.) Et sache jeter et retenir petites pommes avec deux couteaux, et chants d’oiseaux et tours de marion-
nettes et fais assaillir les chdteaux.— Dels cavalliers semblaz del BAVASTEL, / Quant el caval etz poiaz ab l'arnes (P. Bremond
Ricas Novas : Tant fort) Vous ressemblez au mannequin des chevaliers, quand vous étes monté a cheval avec ’équipement. »
« BAVASTEL, s. m., puppet, dummy.. — Cimils ni BAVASTELS (G. Riquier, Pus Dieu). Monkeys and puppets. — E paucx pomels / Ab
dos cotels / Sapchas gitar e retenir, / E chans d’auzéls / E BAVASTELS. / E fay los castels assalhir. (Giraud de Calanson : Fadet joglar.)
And know how to toss and catch small apples with two knives, and birdsong and puppet tricks, and make the castles be stormed.— Dels cavalliers
semblaz del BAVASTEL, / Quant el caval etz poiaz ab I'arnes (P. Bremond Ricas Novas : Tant fort) You resemble the knights’ jousting
dummy, when you are mounted on horseback in full harness. » Fran¢ois-Just-Marie Raynouard, Lexique roman, ou Dictionnaire de
la langue des troubadours, vol. 2 (Paris: Silvestre, 1838-1844), pp. 203-204.
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Bagatelle, plur. féem. : nom du thédtre des marionnettes a gaine napolitaines, utilisé notamment
dans des écrits (en italien ou en napolitain) du XV siécle au XIX siecle. Ce mot — dérivé
de Uitalien bagattelle indiquant plutdt des jeux d’adresse — était employé exclusivement au
pluriel. Tout comme le terme guarattelle, il indique généralement le thédtre des marionnettes
a gaine plutét que les marionnettes elles-mémes.’

The images in the corpus, like the texts, reflect real practice, yet are also subject to misun-
derstanding, imagination and the creative liberties of their makers. This study is based on the
patterns observable across the corpus as a whole, without seeking to interpret isolated cases.
Where an image presents features that no other representation corroborates, those elements
are set aside: without confirmation, they cannot be taken as evidence of practice.

In this study, the term «puppet booth shows,» as termed by Didier Plassard’, refers to the
genre of performances documented in Western iconography, involving both an audience and
a vertical puppet booth.

The word castelet (French for puppet booth) means “small castle”, and 1s the diminutive form
of castel, itself derived from the Latin castellum, a diminutive of castrum, tracing a line from
the Roman fort to the medieval castle, down to the puppeteer’s booth. In the quotation from
Giraut de Calanson of 1202—1212 (see footnote), the term bavastel is followed by the phrase:
«E fay los castels assalhir,» meaning the puppets lay siege to the castles. In thirteenth and
fourteenth-century iconography, the booth 1s decorated with battlements, towers and crenel-
lations. In French today, the word “castelet” designates any structure that conceals the puppe-
teers while leaving the puppets in view.

Figure 4 : «Li romans d’Alixandre» (marginal illustration of a puppet show on folio 76r),
Jean de Grise (illuminator), Flanders, 1338-1344. llluminated manuscript on parchment.
Bodleian Library, Oxford, MS. Bodl. 264, fol. 76r.

Considering the full range of images surveyed, puppet booth shows share a remarkably
consistent set of characteristics. This study explores how this singular professional ecosystem

5 « Bagatelle, fem. plur.: name of the Neapolitan glove puppet booth theatre, used notably in writings (in Italian or Neapolitan) from
the sixteenth century to the nineteenth century. This word — derived from the Italian bagattelle indicating rather games of dexterity
— was employed exclusively in the plural. Just like the term guarattelle, it generally indicates the glove puppet booth theatre rather
than the puppets themselves. »Anna Leone, Pupi et guarattelle, les marionnettes de Naples et de Palerme (Paris: Classiques Garnier,
2022), 491.

6 Didier Plassard, Puppetry and Dramaturgy: Western European Plays for Puppet Theatre, 1582-2020 (Cham: Palgrave Macmillan,
2025), 50.
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has manifested across different periods and places. The aspects examined are: technique, tools,
the relationship to the environment, and integration within an economic system. The aim of
this study is to bring recognition to this heritage, and to open new paths and fresh perspec-
tives for contemporary puppet performance and writing.

Figure 5: «ll Casotto dei Burattini in Roma», Bartolomeo Pinelli, Rome, 1809. Printing ink
on paper, 25.9 x 39.1 cm. Theatre and Performance Collection, Victoria and Albert Museum,
London, S.1213-2010.

Figure 6 : «Veduta di piazza San Marco a Venezia durante il carnevale, con caccia al toro»
(detail), Joseph Heintz il giovane, Venice, c. 1648-1650. Oil on canvas. Private collection.
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1. Voice and Hands

This first section focuses on what is visible within the performance frame, the space in which
the puppets act. Each of the puppeteer’s hands can carry a puppet, which frequently produces
a duo on stage. One of the two puppets, likely carried by the dominant hand’, displays across
the iconographic corpus a set of remarkable physical characteristics. These features are not
universally present, but together form a base set of attributes that recur independently of pe-
riod and place. It is thus possible to draw up a list of traits:

e humps (back and belly)

* prominent nose (sometimes masked or coloured)

* tall hat
* carrying a stick
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Figure 7 : «Montreur de marionnettes (Zaratan / Charlatan)» (Plate 59 from the series Le
Arti che vanno per via nella citta di Venezia) (detail), Gaetano Gherardo Zompini, Venice,
1785 (first ed. 1753). Engraving. Bibliothéque nationale de France, Paris, OB-48-FOL.

These elements reflect a particular fashion and culture, but above all serve a visual purpose.
The prominent nose acts as a directional indicator, allowing the audience to instantly grasp
the orientation of the head and the direction of the gaze. The humps function as a secondary
vector of movement, amplifying the gestural vocabulary and contributing to a silhouette that
is immediately recognisable. The hat, often tall and sometimes pointed, extends and enlarges
the figure without adding weight to the puppet, and varies across representations, bearing
witness to the character’s historical plasticity. The mask, or the stylised face rendered in satu-
rated, contrasting colours (red, black, white), completes this system of visual signals designed
for legibility at a distance and in motion. The bells give an acoustic identity to gestures, and
recall the figure of the Fool. The ruff collar, for its part, serves to conceal the join between the
costume and the puppet’s neck.To carry this analysis further, it is necessary to lift the cloth of
the burattino, and to explore how this gestural repertoire is constructed.

7 « It is obvious that the hero of the show is Punch, and therefore he must occupy the operator’s right hand. » George Speaight, The

History of the English Puppet Theatre (London: Robert Hale, 1990), 182.
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Figure 8 : «Val van de magiér Hermogenes» [«The Fall of the Magician Hermogenes»] (de-
tail), Pieter Bruegel (I), 1564. Pen and light brown ink on paper, 23.3 x 29.6 cm. Rijksmu-
seum, Amsterdam, RP-T-00-559.

The puppet booth show rests on a simple and fundamental constraint: the puppeteer has two
hands. And it is from these two hands and their movements that the audience’s interest in the
show is born.

Ecci di novo una femina delle nostre d’Italia, la qual givoca ogni dieci, quindeci, venti, vin-
ti-cinque (né mai passa i trenta) anni a fraccurradi®, & fa per Eccellenza Iarte del maestro
mucchio.” & va torno facendo vedere queste sue prove.(...) Fraccuradi é uno certo trattenimento
da brigate spensierate, il qual gioco si fa con certi_fantocci, su per le punte delle dita, & si pi-
gliano P'uno altro, giostrano, scherzano, s’ammaz zano, si tolgono I'uno a Ualtro certi castegli:
& questa Donna maneggia lei questi fraccurradi, hora toglie in mano ["uno, & hora Ialtro, &
gli fa azuffare, questo anno I'¢ venuta, & fa questo ginoco benifiimo: onde ciascuno corre per
veder questi bei passatempi; ma il vedere bene ¢, quando questa femina gli viene a noia il gioco,
lo getta via la patienza: & i fraccurradi alla mall’hora, che 'ha tenuto un pezzo in seno: &
ne toglie de gli altri di nuovo."

10

« Fraccurrado (fracurrado), sm. Ant. Nome con cui era chiamato un burattino che al posto dei piedi aveva manici di legno e che
manovrato dal burattinaio faceva gesti grotteschi e ridicoli » « Fraccurrado (ou fracurrado), s. m. — Archaic. Name given to a puppet
whose feet were replaced by wooden handles, and which, operated by the puppeteer, performed grotesque and comical gestures. »
Salvatore Battaglia, Grande dizionario della lingua italiana, vol.VI (Turin: UTET, 1970), 267.

«arte di mastro muccio, cio¢ 1'abilita nel manovrare bagatelle e fraccuradi» « the art of Maestro Muccio, that is, the skill of handling pup-
pets and figurines » Massimo Cali, Burattini e marionette tra Cinque e Seicento in Italia (Azzano San Paolo: Edizioni Junior, 2002),
59.

« Here once again is a woman of our own Italian kind, who has been performing her fraccurradi (puppets) for ten, fifteen, twenty,
twenty-five years (never more than thirty), and practises with great distinction the art of Maestro Mucchio. She goes from place to
place displaying her skills. (...) Fraccurradi is a particular entertainment for carefree company, a game played with certain little figures
on the fingertips; they seize one another, joust, jest, kill each other, and wrest certain small castles from each other’s hands. This woman

UNDER THE PUNCHES’ CANVASES



Like other bateleurs, puppeteers draw a crowd through the skill of their movements'" and feats
of dexterity. Even if the audience believes in the life of the puppets, two hands remain two
hands. Scenes are written by their movements. The entire grammar of animation is dictated
by the possible movements of the fingers, the hand, the wrist, the arms and the body of the
performer, who, standing upright, enjoys considerable freedom of movement. The puppeteer
can make figures appear and disappear, spin them around, and compose movement through
every joint of the body. The dissociation technique, the skill of conveying the illusion of life
in the puppet, combined with the presence of the booth, causes the audience to forget the
human presence behind it. The hand, being subject to different physical laws than the body as
a whole, opens up a dual line of enquiry: on the one hand, it may attempt to imitate the hu-
man, while on the other, it holds its own distinct potential. The puppet can transcend certain
limits, such as death, pain, gravity, speed.

Figure 9: «Swazzle», Bob Wade, Rochester (Kent), early 1980s. Aluminium and cotton.
Victoria and Albert Museum, London, S.1461-1986.

The efficacy and exceptional character of puppet booth shows cannot be understood wit-
hout taking into account the artificial voice of the protagonist. To produce it, puppeteers use
an instrument known today as the pratique or sifflet pratique in French, pivetta in Italian, and
swazzle in English. The instrument is pressed against the palate; the puppeteer holds it there
with the tongue and blows through it, producing a vibration. Contrary to what scholars once
believed'>", , this instrument does not alter the puppeteer’s voice but generates a

handles the fraccurradi herself, now taking one in hand, now another, and setting them at each other. She came this year, and performs
this game exceedingly well, so that everyone runs to see these fine diversions. The finest sight, however, is when the game wears on
her patience and she flings the whole thing away, the wretched she has held a moment to her breast, and takes up new
ones afresh.. » Anton Francesco Doni, Mondi celesti, terrestri et infernali, de gli Academici Pellegrini (Venice: Gabriel Giolito de’
Ferrari, 1562), 91-92.

11 « Frachurrade et baghatelle guoche lanzi destremente; che le fora et che le drente Star bel guoche gherminelle. (...) Tante guoche
toste toste Non poter mai far San Pucce Se n’zuccate molte moste, far pit guoche ch’un bertucce. Ch’i fetute Mastre Mucce Non
stimo piu niente: Mastre Marche Frachurade spesse for vien ratte ratte. Se ti star suo guoche a grade preste assai te n’aver fatte Perché
queste dolze matte sole ogniun lasciar contente: » « He plays his fracurradi and bagatelles with consummate skill; whether within
or without, it is a fine game of sleight of hand. (...) He plays so swiftly and so ceaselessly that he can never quite manage San Pucce;
yet for all his dodges, he pulls off more tricks than a monkey. Whoever has seen Master Mucchio holds nothing else in any esteem.
Master Marco, the bagatelles come flying out thick and fast. If his playing takes your fancy, he will soon have shown you a great many
more — for these sweet follies leave everyone content. » Guglielmo il Giuggiola (16th century), Canzona de’ Lanzi di Bagattelle, in
Charles S. Singleton (ed.), Canti carnascialeschi del Rinascimento (Bari: Laterza, 1936), pp. 281-283.

12 « The term Pratique [Eng. swazzle] also denotes a steel or copper instrument used by puppeteers to alter the sound of their voice. »
Académie francaise, Dictionnaire de I’Académie francaise (Paris, 1762), 442.

13 « Il burattinaio parla, tenendo in gola una pivetta (diminutivo di piva = cornamusa) o strega (franc. sifflet pratique), piccolo strumen-
to d’avorio, dal suono squillante, costruito come 1 fischietti di cui si servono i cacciatori per imitare il gorgheggio degli uccelli. »
« The puppeteer speaks while holding in his throat a pivetta (diminutive of piva, meaning bagpipe) or strega [Eng. witch], a small ivory
instrument with a shrill tone, fashioned after the whistles used by hunters to imitate birdsong. » Burattino, in Silvio D’Amico (ed.),
Enciclopedia dello spettacolo. Fondata da Silvio D’Amico, vol. 2, Bas-Cap (Roma: UNEDI, 1975), 1337-1342.

FRAMING ARTICLE FOR THE EXHIBITION



I [  HNEEEE

sound of its own, which is then articulated by the movement of the mouth.The instrument is
not visible in the iconography; however, numerous passages in the literature refer to it.

« Burattini : Intende quei figurini di rilievo, che son fatti muover da uno, che a tal’effetto
s’asconde in un castelletto di legno, coperto di panno: e gli fa operare, mettendosegli sopra alle
punta delle dita, e con un certo fischio gli fa parlare. »"*

The use of the swazzle is well documented''*!”1%1 ‘along with all the mystery and mytholo-
gising surrounding it, both for booth puppeteers and for marionette operators:

« De par le Roi, & de I’Ordonnance de Messire Nicolas René Berryer, Chevalier, Conseiller
du Roi en ses Conseils, Maitre des Requétes ordinaire de son Hoétel, Lieutenant Général de
Police de la Ville, Prevété & Vicomté de Paris. (...) permettons aussi aux maitres de loges de
Marionnettes, de représenter ainsi qu’ils ont accoutumé, des piéces & des Pantomimes sur leurs
Théatres ; a la charge de se servir du sifflet appellé Pratique, & de se conformer au surplus
a ce qui est prescrit pour les Danseurs de Corde, sous les mémes peines »*°

The artificial voice, a central element of puppet booth shows, possesses above all a remarkable
acoustic power, capable of attracting and holding the attention of crowds. The universality of
this sound is one of its essential qualities: since it is produced independently of the operator’s
vocal cords, as the performer simply blows through the instrument and shapes the sound it

14 « Burattini: refers to those relief figures that are made to move by one person, who conceals himself for this purpose in a small wooden
booth covered with cloth; he operates them by fitting them over his fingertips, and makes them speak by means of a certain whistle. »
Lorenzo Lippi, Il Malmantile racquistato, di Perlone Zipoli colle note di Puccio Lamoni e d’altri, vol. I (Prato: Nella stamperia di
Luigi Vannini, 1815 [1st ed. Firenze, 1676; 2nd ed. Firenze, 1688]), Cantare II, ottava 46, 197.

15 « ...a Puppet Show, where a senseless dialogue between Punchenello and the Devil was conveyed to the ears of the listening rabble
through a tin squeaker, which was thought by some of ‘em as great a piece of conjuration as ever was performed by Dr Faustus. »
Edward Ward, The London-spy compleat, in eighteen parts (London: J. How, 1709), 173.

16 « Ho veduto ancora che gli stessi, che fanno i fantocci giuocare, far ciascuno d’essi la parte della maneggiata figura: e ciascuno con
una pivetta in bocca, o piu grande, o piu piccola, o pit aperta o pit chiusa, accomodare la propria voce al personaggio, che giuoca, e
rifarlo per tal maniera, che non potrebbe la voce di quel fantoccio, se avesse la voce, essergli piu naturale. » « I have also observed that
those who operate the puppets each take on the part of the figure they are handling: each one, with a swazzle in the mouth, larger
or smaller, more open or more closed, adjusts his own voice to the character being played, and does so with such art that the voice of
that puppet, were it to have a voice, could not sound more natural. » Francesco Saverio Quadrio, Della storia e della ragione d’ogni
poesia, vol. 3, no. 2 (Milan: Ferdinando Pisarri, 1744), 249.

17 « Coloro, che in un castello di tela occultati, danno con esse intrattenimento al popolo, si vagliono ordinariamente d’una pivetta,
che chiusa tengono in gola, mediante la quale alterano la voce giusta la diversita dei personaggi, che maneggiano. E un solo tutta la
Burletta recita per ordinario, formando la voce, secondo che richiede la qualita della maneggiata figura. » « Ceux qui, dissimulés dans
un castelet de toile, divertissent le peuple avec ces dernieres [les marionnettes], se servent ordinairement d’un sifflet qu’ils tiennent
enfermé dans la gorge, au moyen duquel ils alterent leur voix selon la diversité des personnages qu’ils manipulent. Et un seul récite
ordinairement toute la farce, modulant sa voix selon ce que requiert la qualité de la figure maniée. » Francesco Saverio Quadrio, Della
storia e della ragione d’ogni poesia, vol. 3, no. 2 (Milan: Ferdinando Pisarri, 1744), 249.

18 « Our speaking instrument is an unknown secret, cos it’s an ‘unknown tongue, that’s known to none except those in our own pur-
fession. It’s a hinstrument like this which I has in my hand, and it’s tuned to music. We has two or three kinds, one for out-doors,
one for in-doors, one for speaking, one for singing, and one that’s good for nothing, except selling on the cheap. They ain’t whistles,
but ‘calls, or ‘unknown tongues;” and with them in the mouth we can pronounce each word as plain as a parson, and with as much
affluency. » Henry Mayhew, London Labour and the London Poor (London: Griffin, Bohn, and Company, 1861), 53.

19 « La pivetta ¢ formata da due pezzi di latta riuniti da un cordone, attraverso ai quali passando la voce, acquista un suono stridulo
e ridicolo, somigliante al chiocciare di una gallina. Sebbene Gaetanaccio fosse abilissimo nel cacciarsi in gola e ricacciarne cotesto
strumento, pure accadde pit d’una volta che il medesimo gli s’incastro nelle fauci, talché per estrarlo, dovette ricorrere all’opera del
chirurgo. Com’egli da se¢ solo recitava tutte le parti, cosi da s¢ solo reggeva e muoveva tutti i suoi burattini, talvolta cinque o sei insie-
me, con tanta maestria, che quei mostricciattoli tra le sue mani sembravano uomini vivi. Bastava vedere una loro mossa per isbellicarsi
dalle risa. » « The pivetta [swazzle] consists of two pieces of tin joined by a cord, through which the voice passes, acquiring a shrill
and absurd sound resembling the clucking of a hen. Although Gaetanaccio was highly skilled at placing the instrument in his throat
and retrieving it at will, it happened more than once that it became lodged in his gullet, obliging him to call upon the services of a
surgeon to have it removed. Just as he performed every part alone, so too he held and animated all his puppets by himself, sometimes
five or six at once, with such mastery that those little creatures seemed, in his hands, like living men. One only had to see them move
to split one’s sides laughing. » Francesco Sabatini (ed.), I Volgo di Roma (Rome: Ermanno Loescher & Co., 1890), 13-14.

20 « By order of the King, and by Ordinance of Monsieur Nicolas René Berryer, Knight, Councillor to the King in his Councils,
Master of Ordinary Requests of his Household, Lieutenant General of Police of the City, Provostship and Viscountcy of Paris. (...)
We likewise permit the masters of Marionette playhouses to perform, as they have been accustomed, plays and Pantomimes upon
their Theatres; on condition that they make use of the whistle known as the Pratique, and that they otherwise conform to what is
prescribed for Rope Dancers, under the same penalties.» Les Affiches de Paris, avis divers, &c., no. 50 (Paris, 29 juin 1750), 5.

10 UNDER THE PUNCHES’ CANVASES
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produces?, this voice is shared by all protagonists. The same character can thus appear simul-
taneously in different places, in different countries, and when a father dies, his son can carry
the character forward without interruption, conferring on the puppet a form of immortality.
Neither clearly masculine nor feminine, this voice blurs gender distinctions. Swazzle-voiced
characters cannot embody ordinary figures; they are necessarily marginal, singular and ex-
traordinary. This may explain why historians have struggled to establish the lines of descent
connecting all the European characters who share this feature: what they have in common
resides precisely in this artificial voice, which itself gives rise to a whole constellation of asso-
ciated traits. The mystery (and the technical incomprehension) surrounding how this voice is
produced maintains, even today, a dimension of magic, drawing the puppeteer close to the
illusionist.

- I8 '+ N e L

Figure 10 : «Roman d’Alexandre» (detail of folio 54v), Tournai, c. 1338-1344. lllumination
on parchment, 41 x 29 cm. Bodleian Library, Oxford, MS. Bodl. 264.

The difficulty of being understood gives rise to a need for gestural, visual, musical and choreo-
graphic expressiveness. The iconography shows, moreover, that puppeteers are frequently
accompanied by musicians, who punctuate the puppet’s dances, the songs, and the percussive
sound of wooden hands striking the playboard of the booth®.

The presence of a showman alongside the booth thus fulfils an essential function: he attempts
to interpret the protagonist’s words for the audience and can play on their ambiguity*, for
instance to circumvent censorship, while these misunderstandings may themselves generate
new meaning or laughter. The gap between what the operator intends and what the audience
understands echoes the very logic of the puppet: the character, like its speech, is constructed

21 « Le son produit ne dépend pas du timbre de la voix du marionnettiste, mais uniquement de la dimension du « sifflet pratique » et
de la qualité du ruban. » «The sound produced depends not on the timbre of the puppeteer’s voice, but solely on the dimensions of
the swazzle and the quality of the reed. » Anna Leone, Pupi et guarattelle, les marionnettes de Naples et de Palerme (Paris: Classiques
Garnier, 2022), 351.

22 « La voix du «sifflet pratique » est dure a comprendre a cause de la difficulté a I'articuler et de son ton extrémement aigu et pergant. »
« The swazzle voice is hard to make out, owing to the difficulty of articulating through the instrument and to its extremely high-pit-
ched, piercing tone » Anna Leone, Pupi et guarattelle, les marionnettes de Naples et de Palerme (Paris: Classiques Garnier, 2022), 357.

23 « Le guarattellaro (...) se rapporte souvent a un collaborateur situé en dehors du théitre, dans le méme espace que le public. Le Pul-
cinella des guarattelle peut alors dialoguer avec les musiciens qui I’accompagnent, avec un marionnettiste qui assiste a sa performance
ou avec le guarattellaro méme. » « The guarattellaro (...) often works in conjunction with a collaborator standing outside the booth,
among the audience. In the guarattelle, Pulcinella may thus enter into dialogue with the accompanying musicians, with a puppeteer
attending the performance, or with the guarattellaro himself.» Guarattelle means the Neapolitan glove puppet show tradition centred
on Pulcinella; guarattellaro, its performer. » Anna Leone, Pupi et guarattelle, les marionnettes de Naples et de Palerme (Paris: Clas-
siques Garnier, 2022), 356.

24 « Standing in front of his booth, Leatherhead announces his show, introduces the characters, comments on the story, and also serves
the puppets, as interpreter of their distorted speech. » Henryk Jurkowski, A History of European Puppetry, vol. 2 (Lewiston: Edwin
Mellen Press, 1996), 111.

FRAMING ARTICLE FOR THE EXHIBITION 11
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in interaction with the spectators. Sometimes the audience understands something quite
different from what the protagonist intended, and what the audience understood, however
mistakenly, becomes part of the next performance’s scenario. Dramatic meaning emerges
from these approximations. The voice, with its variable intelligibility, thus becomes the dri-
ving force of a collective dramaturgy.

It 1s by keeping in mind the primacy of gesture and the strangeness of the protagonists’ arti-
ficial voice that one can approach the heroes of the puppet booth repertoire. Through their
voice and their extraordinary physical capabilities, they are already characters in themselves,
before any qualification or adornment, before even bearing a name or a defined costume..

Figure 11 : «Spectacle de marionnettes sur une place» (detail), Nicolas Antoine Taunay,
1765-1830. Pen in grey ink and brush in bodycolor on paper, 23 x 18.6 ¢cm. Rijksmuseum,
Amsterdam, RP-T-1975-87.
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Figure 12 : «Willemynken vermaakt zich bij poppenkast tijdens pelgrimage» [«Willemynken
entertains herself at a puppet theater during a pilgrimage»] (detail), After Boetius & Bolswert,
Antwerp, 1590-1627. Engraving on paper, 11.3 x 6.5 cm. Rijksmuseum, Amsterdam, RP-P-
BI-2192.

Across Europe, these figures take on different guises, known today chiefly under the following
names: Polichinelle, Pulcinella, Punch, Kasperl, Petrushka, Jan Klaassen, though they have car-
ried other names over time. These Polichinelles are connected figures and embody multiple
figures such as the fool, the servant, the sacred clown. Their social function varies across
cultures, while remaining ambiguous, fluid and unclassifiable entities. They are homologous

12 UNDER THE PUNCHES’ CANVASES
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figures; they share a common theatrical form, and display a set of fundamental traits: the arti-
ficial voice, the codified gesture, the function of the ambiguous popular hero.
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Figure 13 : «A puppet showman» (detail), Atir. Jean Berain, France, 1640-1711. Drawing
on paper, 26.2 x 18.5 c¢m. British Museum, London, 1852,0214.412.

The Polichinelles have diversified a shared inheritance according to local cultural contexts,
while preserving their deep kinship. The protean hero is defined by his very indeterminacy.
Neither entirely human nor entirely animal, neither fully inscribed within a social class nor
wholly outside of it, he offers a universal point of identification. The audience, through its
interpretation and expectations, largely determines the character of this figure. This plasticity
accounts for its persistence across centuries and borders.*

Figure 14 : «Petrushka» (detail), Solomatkin, Russia, 1882. Oil on canvas. A. Radishchev
State Art Museum, Saratov, Zh-109.

The Polichinelles, as ambiguous popular heroes, share notable similarities with the medieval
figure of the Fool, whose place they may have taken. Invested with a licentious and carniva-
lesque role, they inhabit a world of transgression in which morality gives way to liberating
buffoonery. The Fool embodied a form of social licence: he could transgress hierarchies, criti-
cise the powerful, and utter obscene truths under the cover of madness. This liminal position,

25 Elena Slonimskaya and Alexander Gref, « Pétrouchka: marginalité et satire sociale », in Marionnettes et pouvoir: censures, propa-
gandes, résistances (Montpellier: Deuxiéme époque, 2019), 285-296.

FRAMING ARTICLE FOR THE EXHIBITION 13
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between the rigid social categories of pre-modern European societies, permitted a unique
freedom of movement.*

The Polichinelles encompass these functions too. Socially mobile, they can successively play
the roles of servant, lover, criminal, king, while retaining their defining traits. They elude fixed
social positions, a quality all the more valuable in societies where social categories remained

largely impermeable until the nineteenth century.

The attributes of the European Polichinelles and those of the medieval Fool resonate across a
number of shared motifs: gallinaceous features, the presence of humps, bells, the company of
a donkey, and the use of the fool’s bauble. This stick surmounted by a human head prefigures
a dialogue between its bearer and an objectified double, much like that between the puppe-
teer or the showman and the puppet. This kinship 1s further expressed through the ambiguity
between humanity and animality, through the themes of hatching from an egg and of exube-
rant fertility, in which children, miniaturised doubles, burst from the humps, are scattered or
hatched. The iconography also bears witness to a multiplied existence of these figures, who
frequently appear in groups of fools or Polichinelles, figures in full proliferation, dissolving the
individual into an abundant collective presence.

Finally, the Polichinelle puppet characters all exist beyond the booth: commedia dell’arte, theatre,
string puppets, toys, icons, advertising. All this proliferation has naturally influenced the pup-
pet form just as the puppet has influenced other spheres, but it is the specificities of glove
puppet booth shows that remain the focus of this study.

Figure 15 : «Guignol au village» (detail), Petiet, France, c. 1886. Oil on canvas, 177.5 x 206
cm. Musée Petiet, Limoux, 886.001.

26 « But the basic carnival nucleus of this culture is by no means a purely artistic form nor a spectacle and does not, generally speaking,
belong to the sphere of art. It belongs to the borderline between art and life. In reality, it is life itself, but shaped according to a certain
pattern of play. In fact, carnival does not know footlights, in the sense that it does not acknowledge any distinction between actors and
spectators. [...] Carnival is not a spectacle seen by the people; they live in it, and everyone participates because its very idea embraces
all the people. While carnival lasts, there is no other life outside it. During carnival time life is subject only to its laws, that is, the laws
of its own freedom. » Mikhail Bakhtin, Rabelais and His World. Trans. by Helene Iswolsky (Bloomington: Indiana University Press,
1984).

14 UNDER THE PUNCHES’ CANVASES
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2. Made to Measure

The iconographic corpus reveals a remarkable stability in the form of the puppet booth and
in the size of the puppets: the booth can be carried by a single person, and the full set of pup-
pets fits into a small basket.

Figure 16 : «La casa di Pulchinella», Gatti e Dura, ltaly, 19th century. Hand-colored litho-
graph with watercolour on paper, 31 x 23.7 cm. Theatre and Performance Collection, Victo-
ria and Albert Museum, London, S$.1211-2010.

Until the Industrial Revolution, material production followed the logic of making each ob-
ject to fit its user. This economy of custom-making structured the whole of society: objects
were made for a specific use, and circulated through inheritance, reuse and adaptation. Stan-
dardisation did not exist. The working tool was configured according to the anthropometric
measurements and gestural habits of the person who used it, bearing the imprint of the body
that handled it. This relationship of mutual adjustment, in which the craftsman shapes the tool
which in turn disciplines the gesture, finds in the puppet and its booth a particularly intense
expression, since the virtuosity of the performance itself depends directly on the quality of
the tools employed.
The primary function of the puppet booth is to conceal the operator while keeping the pup-
pets in full view. The iconography reveals a remarkable formal consistency across Europe. The
structures are lightweight, consisting of a wooden frame covered with fabric.
The puppet booth is made up of four parts:
* the lower section serves to conceal and surround the puppeteer while allowing the voice
to pass through; it stands at the full height of the puppeteer;

FRAMING ARTICLE FOR THE EXHIBITION
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* the playboard, serving as stage edge and performance surface, a ledge for props, and a per-
cussive element against which the blows of the stick and the wooden parts of the puppets
resound;

* the puppets’ playing space, calibrated to the puppeteer’s arm span, extending from the
front of the playboard to the back of the booth;

* the roof, which defines the scenic space and protects the interior of the booth from rain
and sun.
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Figure 17 : «Punch or May Day» (detail), Haydon, London, 1829. Oil on canvas, 150.5 x
185.1 cm. Tate, London, N00682.

The puppet booth serves further functions besides. It is the central scenic element of the show,
and considerable care is given to its appearance: the various fabrics are carefully matched, and
it is frequently decorated with fringes, decorative panels, painted motifs, and so forth. It is so-
metimes fitted with curtains, pockets and slits, enabling dramatic entrances and exits, surprise
effects, and moments of apparent magic. It conceals the identity of the operator, and serves as
a backstage shelter for the puppeteer and their materials.

Placed on the ground or on a trestle stage, the castelet is a complete working instrument,
whose lightness is a strategic necessity: it allows the performer to move on quickly, to shift
location according to opportunity or circumstance, and to live within the constitutive mobi-
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lity of street performance trades. Ergonomics and economics converge: the object must be
both effective for puppet manipulation and viable for itinerant life*’.

|

Figure 18 : « On the Road to the Derby - The Punch and Judy Man », E.F. Brewinall, 1870.
Printing ink on paper (Engraving), 22.5 x 24.9 cm. Published by The Graphic. Victoria and
Albert Museum, London, George Speaight Punch & Judy Collection, 5.693-2010.

As regards the puppet itself, the equation between weight, size and gestural possibility obeys
the same physical laws as those that govern, for instance, the making of musical instruments
or juggling: the better the instrument is fitted to the musician’s hand, the better-balanced the
balls, the more technical mastery can be deployed.

Glove puppets are composed of:

* ahead and neck carved in wood, hollowed to receive the index finger;

* two hands, likewise in wood;

* a costume nailed or sewn to the neck and wrists of the puppet;*

* any additional decorations, wigs, hair, or accessories.

Puppeteers work with small puppets, sized to fit the hand that must glove and animate them.?
A puppet of the right fit allows for swift movements, rhythmically precise fights, accurate
choreography, and spares the operator from fatigue, injury and premature strain.

27 « At his back he carried a deal box, containing the dramatis personae of his little theatre [...] The theatre itself was carried by a tall
man... » Henryk Jurkowski, A History of European Puppetry: Folk & Popular Puppetry of Europe in the 20th Century (Lewiston:
Edwin Mellen Press, 1998), 306-307.

28 Useful clarification: This refers to fixing the costume to the puppet, not the puppet to the performer’s hand.

29 « The size of a glove puppet is largely controlled by the size of the human hand, and little variation is possible. » George Speaight,
The History of the English Puppet Theatre (London: Robert Hale, 1990), 209.

FRAMING ARTICLE FOR THE EXHIBITION 17



The techniques used to make puppet booths and puppets remained unchanged throughout
the period under study. Making a puppet draws on three distinct craft skills: carving the heads
and hands in wood, decorative painting, and sewing the costumes. These three areas corres-
pond to well-established trades in the economy of the period, woodcarvers, painters, tailors
and seamstresses, whose skills circulated widely across urban and rural communities.

Figure 19 : «Tractatus de lapidibus» (detail), from Hortus sanitatis, Jacob Meydenbach,
Mainz, 1491. Woodcut on paper. Cambridge University Library, Cambridge, Inc.3.A.1.8[37],
fol. 378v.

Several English representations show puppeteers repairing or adjusting their figures and boo-
ths, revealing at the very least a capacity for upkeep and maintenance, if not full mastery of
the fabrication process itself.

Before industrialisation, production drew on local materials (regional timber species, wool
or linen fabrics, mineral or plant-based pigments) and incorporated repairability as a structu-
ring principle. This durability answered an economic necessity: objects were costly and had
to last. In a world where materials represented a significant share of costs, repair remained
consistently less expensive than replacement. The puppet booth show belongs fully within
this principle: durable objects, repairable, transportable by human effort alone.

This conception of the object - fitted to the body, repairable, mobile - remains fundamental

for contemporary practitioners of this art. The right fit is a technical necessity: one can only
perform well with tools made to one’s own measure.

18 UNDER THE PUNCHES’ CANVASES



Figure 20 : «Preparing for the Fair», The lllustrated London News, London, c. 1883. Engra-
ving on paper, 20.7 x 37.3 cm. Victoria and Albert Museum, London, 5.684-2010.

FRAMING ARTICLE FOR THE EXHIBITION
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3. Performance Space

The graphic representations of puppet booth performances are predominantly in landscape
format, composed of a puppet booth, a gathered audience, and the surrounding public space.
The booth rarely occupies the foreground; it is the space itself that dominates, together with
the audience, buildings, monuments, passers-by and other concurrent activities. This pictorial
choice reflects the profoundly public nature of this art: the performance exists by virtue of,
and within, the space that receives it.

Figure 21 : «Vue De La Salle De Spectacle A Aix-La Chapelle», Jean Nicolas Ponsart, c. 1830.
Lithograph highlighted with gouache and white, 30.5 x 38.5 ecm. Private Collection.
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Figure 22 : «Veduta delle Piazze Biava, e Grande in Parte», Cristoforo dall’Acqua, Vicen-

za, 1744-1787. Engraving on paper, 35.9 x 61.2 cm. Rijksmuseum, Amsterdam, RP-P-
OB-38.916.
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Painters, like writers, show a particular interest in the audience, in its enthusiasm for these
bagatelles, and in the effect the performance produces upon it, rather than in the puppet stage
itself.

Quando Gaetanaccio attraversava le vie della citta col suo casotto sulle spalle era un correre,

un affollarsi di gente da tutte le parti. Al suono della sua pivetta si fermavano non solo gli ar-

tigiani, i rivenduglioli, i carrettieri, ma anche le persone della pin civil condizione. L’ accigliato

causidico, il severo esculapio, il superbo professore di lettere non avevano difficolta di mescolarsi

fra i suoi uditori. Perfino i signori, i signori di baldacchino, fermavano spesso le loro carrozze

pel gusto di assistere alle sue rappresentazioni.”

30 « Whenever Gaetanaccio made his way through the city streets with his booth on his shoulders, people would come running and
crowding from every direction. At the sound of his swazzle, it was not only craftsmen, street vendors and carters who stopped, but
also those of the most refined social standing. The scowling lawyer, the severe physician, the haughty man of letters had no difficulty
mingling among his audience. Even the grandees, lords of the highest rank, would often bring their carriages to a halt for the pleasure
of attending his performances. » Filippo Chiappini, Gaetanaccio, memorie per servire alla storia dei burattini, in Francesco Sabatini
(ed.), 1Volgo di Roma (Rome: Ermanno Loescher & Co., 1890), 13-14.
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In the public space, spectators stand throughout the performance, as no seating is provided;
furthermore, the dirt underfoot and the difficulty of laundering clothing must have acted as a
further deterrent to sitting on the ground.The only figures shown seated in the iconography
are those on horseback and beggars. This configuration gives rise to a remarkable mixing of
social ranks.

Non manca Zan dalla vigna di farsi innanzi ancora lui, e con diverse bagatelle trattenere la
brigata facendo passar per arte, e per parte di mastro muchio, ove la brigata scoppia dalle risa,
vedendo i gesti di simia, gli atti da babuino, & le diverse scaramelle di mano, che fa alla pre-
senza di tutti, & di cio la nobilta ride, la plebe sgrigna, il villano creppa a veder tanti motivi
di corpo, tante destrezze di mano, tante fusarie, che fa, e che dice in un fiato solo.”!

As this passage makes clear, and as the iconography confirms, the performance takes place
before all, and each finds an interest in it: women, men, children, infants, the elderly, peasants,
bourgeois, nobles, soldiers, clergy, beggars, thieves, street vendors. Addressing a broad public is
an economic necessity, since the generosity of the audience (and occasionally theft by accom-
plices*) constitutes the principal source of income for these artists.
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Figure 23 : «ll Casotto dei burattini, divertimento popolare in Roma», Bartolomeo Pinelli,
Rome, 1830. Pencil, pen and watercolor on paper, 32 x 42.8 cm. Istituto Centrale per la
Grdfica, Rome, D-CL1354.

The audience numbers a few dozen people, fifty at most, to judge by the iconographic re-
presentations, which corresponds to the carrying range of the human voice and to the size of

31 « John of the Vineyard, too, never fails to step forward, him again, holding the crowd’s attention with various bagatelles that he passes off’
as art, and through the part of master Mucchio, at which the crowd bursts out laughing to see the monkey-like gestures, the baboon
antics, and the various hand skirmishes he performs before everyone; and at this the nobility laughs, the common people snigger, and
the peasant nearly dies laughing at so many bodily movements, so many feats of dexterity, so many tricks performed and uttered all
in a single breath. » Tomaso Garzoni, La piazza universale di tutte le professioni del mondo (Venice: Appresso Gio. Battista Somasco,
1585), 551.

32 Several images depict pickpockets operating during the performance, while the bourgeois in the audience are entirely absorbed by
the puppet booth stage. (See appendix : Puppets and Pickpockets)
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puppets, which requires the audience to remain within close viewing range. An audience of
this scale is small enough to allow a direct relationship between performer and audience, and
large enough to constitute a collective event.

The question of visibility lies at the heart of theatre. Glove puppets are manipulated overhead,
above the heads of the spectators, so that even a dense standing crowd does not obstruct the
stage. This technical characteristic offers a significant advantage in unequipped public spaces,
where other performers must erect and mount trestles in order to be seen: the puppet booth
functions, in itself, as a miniature raised stage.
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Figure 24 : «Eutopiaansche Kermis» [«Eutopian Fair»], Anonymous (published by v.d. Ven),
The Hague, 1845. Lithograph on paper, 35.5 x 45.2 cm. Rijksmuseum, Amsterdam, RP-P-
OB-88.755.

The illustrations highlight several types of space in which puppet booth shows take place: the
town square (Largo del Castello in Naples, Piazza San Marco in Venice...), the fair (Canns-
tatt, The Hague...), the street, and rural settings. The fair draws an audience already in search
of entertainment, and therefore more inclined to stop and watch a show; the street and the
square confront the artist with the challenge of capturing the attention of hurrying passers-by.
In both cases, the acoustic and attentional environment is saturated: hawkers, charlatans... All
compete for attention amid the urban din.”

Ces cochers ont beau se haster,
Ils ont beau crier gare, gare,

Ils sont contraints de s’arrester
Dans la presse, rien ne démare.

33 « The court robes, the cloaks, the dressing gowns, the Turks, the Greeks, the Dalmatians, the Levantines of every description, men and
women, the stalls of quack-medicine sellers, of street performers, of preaching friars, and of puppet shows — all of this, I say, present
all at once, at every hour, makes it the most beautiful and remarkable square in the world, above all on account of the right-angled
turn it takes near Saint Mark’s, in the area known as the Brogli. » Charles de Brosses, Le président de Brosses en Italie: lettres familiéres
écrites d’Italie en 1739 et 1740, ed. R. Colomb, 2nd ed., vol. 1 (Paris: Didier, 1858), 172.
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Le bruit de penetrans sifflets,

Des flustes & des flageollets,

Des cornets, hauts-bois & muzettes,
Des vendeurs & des achepteurs,

Se mesle a celuy des sauteurs

Et des tambourins a sonnettes

Des ioueurs de Marionnettes

Que le peuple croit enchanteurs.”

The rural or peripheral setting constitutes a third terrain, with its own rhythms and its own
audiences.

Figure 25 : «Punch in the Country», Charles James Lewis, United Kingdom, 1852. Waterco-
lour and gouache on paper, 32.5 x 41.6 cm. Victoria and Albert Museum, London, S.1420-
2010.

The performance venue is not a fixed location; the show takes place wherever an audience
is to be found. It is not the spectators who go to the theatre, but the theatre that comes to
meet them. Even in the squares where puppet shows are regularly documented, the icono-
graphy reveals different performance locations and different booths (see appendix: Venice
and Naples). Some puppeteers were strongly attached to a particular city, yet performed in
various locations within it, while others were itinerant, moving from city to city and country
to country.” The impulse to move on could stem from several factors: finding new audiences
for an existing repertoire, following the fairs and major public festivals, or fleeing for social
or political reasons, such as censorship. The itinerancy of these artists and the lightness of
their booths account, among other things, for the few traces they left of their presence, as
they required no licence to perform in public spaces.”® It is paradoxically through attempts
to prohibit and censor them that institutions have given these artists a posthumous existence:

Un Bando della Gran Corte della Vicaria, pubblicato il 22 gennaio 1581, ordinava : « a tutte

e qualsivogliano persone (...) che da oggi in avanti non ardiscano né presumano di recitar co-
medie in luoghi pubblici ed ordinarii, né fare altri ginochi, né bagattelle, sotto la pena la prima

34 « The coachmen urge their horses on in vain, Cry «Make way! Make way!» to no avail — Nothing moves in the press of the crowd.
The piercing shriek of whistles fills the air, Flutes and flageolets, cornets, oboes, musettes, The cries of vendors and buyers alike, All
mingling with the tumblers’ jingle of bells And the tambourines of the puppet-players, Whom the crowd takes for enchanters. » Paul
Scarron, La Foire Sainct-Germain, dédiée a Monsieur (Paris: J. Bréquigny, 1643), 7.

35 Encyclopédie mondiale des arts de la marionnette (Montpellier: Editions de 1’Entretemps, 2009).

36 Didier Plassard, Puppetry and Dramaturgy: Western European Plays for Puppet Theatre, 1582-2020 (Cham: Palgrave Macmillan,
2025), 45-46.
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volta di once 25 e d’un mese di carcere, la seconda volta di quattro tratti di corde al pubblico
agli womini, o di due anni d’ esilio da questa citta di Napoli, territorio e distretto da esigersi
irremissibilmente contro tragressori »’’

The portable booth enables mobility and a degree of protection from censorship, yet at the
same time it encloses the puppeteer, who is cut off visually from the public space and cannot
attend to the audience or to the contingencies of the street while performing. It is for this
reason that one or more accomplices are found around the booth, fulfilling either an active
role or simply providing a steadying presence.

Figure 26 : «Punch and Judy», Smythe, Great Britain, 19th century. Oil on canvas, 40.7 x
40.7 cm. Private collection.

37 « A decree of the Gran Corte dellaVicaria, issued on 22 January 1581, ordered: «all persons of whatever kind (...) that from this day
forward they shall not dare nor presume to perform comedies in public or ordinary places, nor to engage in other games or baga-
telles, under penalty for a first offence of 25 ounces and one month’s imprisonment, for a second offence of four strokes of the rope
administered publicly to men, or two years’ exile from this city of Naples, its territory and district, to be enforced without remission
against transgressors » Benedetto Croce, Teatri di Napoli: dal Rinascimento alla fine del secolo decimottavo (Naples: Luigi Pierro,

1891), 56.
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4. The Human Figure

One or more human figures appear consistently alongside the puppet booth. Either the figure
remains discreet, playing an observational role without openly taking part in the performance,
or he or she assumes the active role of showman.? The latter is depicted turned towards the
audience, gesticulating, pointing to the puppets; he appears to comment, explain and call out
to the crowd. Or he plays music, sells remedies, or performs other sleight-of-hand tricks. His-
torical texts and bibliographic sources give him various names: bonimenteur, charlatan, public
entertainer, spalla (Italian for «shoulder»), showman, barker.”” His role is both artistic and eco-
nomic.

Volz, Stuttgart, 1835. Lithograph on paper. Private collection.

A puppet measures roughly fifty centimetres: a painted wooden head and a fabric costume.
The showman, through his human presence, directs the audience’s gaze towards the booth
by his pointing gestures, and designates the puppet as worthy of attention. He allows the
audience to believe, and to be carried along by the life of this small object. This act of legi-
timation is pragmatic: in a public space saturated with stimuli, the artificial voice intrigues
passers-by, but a human body is needed to signal that something here is worth stopping for,
setting one’s affairs aside, worth one’s attention, and one’s coins.

His role extends beyond pointing: he contextualises the action. In an essentially visual theatre,
he can situate the action, name and speak with the characters, and address the audience to
create a sense of complicity. As an intermediary between the stage and the street, he trans-
forms passers-by into spectators. He is himself at once spectator and performer, fulfilling the
function of a third party, neither fully within the fiction nor entirely a witness to it, and it is
this liminality that opens a space for commentary and reflexivity.

38 « The fust person who went out with me was my wife. She used to stand outside, and keep the boys from peeping through the baize,
whilst I was performing behind it; and she used to collect the money afterwards as well. I carried the show and trumpet, and she the
box. » « A footman is far superior to a showman, ‘cause a showman is held to be of low degrade, and are thought as such, and so cir-
cumstantiated as to be looked upon as a mendicant; but still we are not, for collecting ain’t begging, it’s only solliciting; ‘cause parsons,
you know (I gives them a rub here), preaches a sermon and collects at the doors, so I puts myself on the same footing as they—that’s
moral, and it’s optional, ye know. If I takes a hat round, they has a plate, and they gets sovereigns where we has only browns; but we
are thankful for all, and always look for encouragement, and hopes kind support from all classes of society in life. » Henry Mayhew,
London Labour and the London Poor (London: Griffin, Bohn, and Company, 1861), 45.

39 « In front of the booth there was the player’s assistant, called a ‘bottler’, who entered into conversation with ‘Mr.” Punch and his
audience, and when the show was over, attempted to collect money from the crowd in his bottle. » Henryk Jurkowski, A History of
European Puppetry: Folk & Popular Puppetry of Europe in the 20th Century (Lewiston: Edwin Mellen Press, 1998), 307.
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Many iconographic representations depict the showman holding instruments: drum, trumpet,
violin, accordion®. Music serves to pace the puppets’ action, to underscore dramatic mo-
ments, and to create the musical setting of the performance. It also functions as a call to the
public, signalling that a show is about to begin.*

Figure 28 : «Spectacle de marionnettes sur une place» (detail), Nicolas Antoine Taunay,
1765-1830. Pen in grey ink and brush in bodycolor on paper, 23 x 18.6 ¢cm. Rijksmuseum,
Amsterdam, RP-T-1975-87.

Figure 29 : «ll ciarlatano» (detail), Longhi, 1757. Oil on canvas, 62 x 50 cm. Ca’ Rezzonico,
Venice, 129.

Beyond this dramatic role, the showman fulfils an economic function. The puppeteer, invisible
to the audience, remains a human being with material needs. It is the showman, or showmen,
who ensure the economic viability of these performances.

40 « Il Tamburino, dubitando del fatto suo, piglia il luogo per tempo, e comparendo in sulla piazza [...], s'ingegna col far salire un uovo
per un bastone d’attirare in quel mentre quasi per arte magica a sé i quattrini. » « The Drummer, with little faith in his own fortunes,
secures his pitch early; once in the square [...], he sets about making an egg climb a stick — drawing the crowd’s coins to him, as if
by magic. » Tomaso Garzoni, La piazza universale di tutte le professioni del mondo (Venice: Appresso Gio. Battista Somasco, 1617),
321v-324v.

41 « I have seen the same sort of management at a puppet show. Some puppets of little or no consequence appeared several times at the
window to allure the boys and the rabble; the trumpeter sounded often, and the door-keeper cried a hundred times till he was hoarse,
that they were just going to begin... » Jonathan Swift [Gregory Misosarum], A Preface to the B-—--p of S--r--m’s Introduction to the
Third Volume of the History of the Reformation of the Church of England (London: John Morphew, 1713), 8.
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The relationship between the booth and the showman is reciprocal: the showman serves the
show, but equally the show serves the showman. Many also sold their own wares and services:
remedies, talismans, palm readings, tooth extractions.*? The performance could function either
as an attraction in its own right, with payment by collection, or as a draw for some other
service.

Entertainment was the key.To sell his wares the quack had to pull a crowd, and to do that he
had to offer some spectacle. Showmanship and salesmanship went hand-in-hand. The stage
was the marketplace, and the marketplace a stage.”

Figure 30 : «Polichinelle prés du Pont des Arts» (detail), Jean Henri Marlet, Paris, 18th-19th
century. Lithograph on paper, 29.5 x 23.8 cm. Musée Carnavalet, Paris, G.16893.

The showman embodies this hybridity: half artist, half salesman, he moves across several re-
gisters of activity. An open performance, with no admission charge, served as an investment:
drawing a crowd was the precondition for taking a collection and making sales. The attraction
could be highly varied, alternating puppets, music, patter and sales, producing a diverse form
of entertainment well suited to public squares. This organisation sheds light on the professio-
nal world of street performance: its networks, its strategies of collaboration.

The puppeteer and the showman could be two people each working independently, who
might collaborate without being permanently linked.** An itinerant puppeteer might form a
local partnership with a showman familiar with the language and customs of a given place.
This flexibility would account for the rapid spread of certain performances across Europe®

42 « Ogni giorno a hora comoda comparisce in quella scena bancaria un Zanni, ¢ altro di simil fatta, e comincia 6 sonando, 0 cantando
ad allettar il Popolo al circolo, e all’audienza [...] » « Every day, at a convenient hour, a Zanni, or another of his kind, takes to the trestle
stage, and begins, whether playing or singing, to draw the people into a circle and hold their attention. » Domenico Ottonelli, Della
cristiana moderatione del Theatro (Firenze, 1652), 455-456.

43 Roy Porter, Health for Sale: Quackery in England 1660-1850 (Manchester: Manchester University Press, 1989), 38.

44 « Sans doute commence-t-il par jouer Polichinelle dans les squares et parcs de la ville, sans doute écume-t-il les marchés et les coins
de rues passantes. Il joue seul, d’abord, dans un petit castelet a I'italienne, avec un compere violoniste, Lambert Grégoire Ladré dit le
Pere Thomas, qui harangue la foule, rassemble un auditoire et dialogue avec Polichinelle. Accessoirement, il maintient I’ordre devant
le castelet et, essentiellement, passe le chapeau. » « He most likely began by performing Polichinelle in the city’s squares and parks,
working the markets and busy street corners. He performed alone at first, with a small Italian-style booth, accompanied by a violinist
and compére, Lambert Grégoire Ladré, known as Pére Thomas, who addressed the crowd, gathered an audience and held dialogue
with Polichinelle. His secondary role was to keep order in front of the booth; his principal one was to pass the hat. » Paul Fournel,
Préambule. Guignol, in L'Idée de littérature a I'épreuve des arts populaires (1870-1945) (Paris: Classiques Garnier, 2015), 15.

45 « [...] ayant, durant ce temps, parcouru la majeure partie de I'Italie et quelque partie de I’Allemagne, avec 'honneur d’avoir servi
Sa Majesté de Pologne, les Majestés Impériales de 'Empereur et des Impératrices, ainsi qu’un grand nombre d’autres princes [...] »
«[...] havendo, in questo tempo, scorso la maggior parte d’Italia et alcuna parte della Germania, con haver havuto I’onore di servire
la Maesta di Polonia, le Maesta Cesaree dell'Imperatore e delle Imperatrici, con copioso numero di altri principi [...] » « having, in
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:no knowledge of the local language is required to manipulate puppets, so long as a partner
takes charge of speaking to the crowd.

The iconography occasionally shows the puppeteer stepping out of the booth to take on the
role of showman.

Written sources record the presence of women puppeteers.* Inside the booth, with the
swazzle, the performer’s gender is entirely concealed: one may suppose that some of those
performing were women. In the iconography, women are visible outside the booth: playing
music, collecting from the audience, nursing infants, keeping watch over the crowd..
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Figure 31 : «Largo del Castello», Naples, 19th century. Watercolour on paper. Private col-
lection.

the course of this time, travelled through the greater part of Italy and some part of Germany, with the honour of having served His
Majesty of Poland, the Imperial Majesties of the Emperor and the Empresses, as well as a great number of other princes » Lettre du
marionnettiste Francesco Mazzetti, 1681, cited in A. Ademollo, I teatri di Roma nel secolo XVII (Rome, 1888), 127-128.

46 « I bought the show of old Porsini, the man as first brought Punch into the streets of England. To be sure, there was a woman over
here with it before then. Her name was I can’t think of it just now, but she never performed in the streets, so we consider Porsini
as our real forefather. » Henry Mayhew, London Labour and the London Poor (London: Griffin, Bohn, and Company, 1861), 45. and
see quotation from Anton Francesco Doni, p. 8
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5. Dramaturgy and Perspectives

Puppet booth theatre persists across the centuries and displays a set of constants: performance
venues, play, and audience reception. It emerges as a form of spectacle deeply bound to ges-
ture and movement. The concrete technical and physical realities of the form appear to exer-
cise a decisive influence on the theatrical outcome. The movements of the hands, and more
broadly of the puppeteer’s body, govern all the kinetic possibilities of the puppets and, com-
bined with the voice, produce the full range of expressive possibilities available to the charac-
ters.

Figure 32 : «Les Marionnettes a Naples», ltaly, 1828. Hand-colored engraving on paper,
32.2 x 41.5 cm. Victoria and Albert Museum, London, S.1124-2010.

The fact that a single puppeteer animates all the characters shapes the dramaturgy. The per-
formance is an episodic composition of scenes in which two characters meet.*” In the extant
scenario outlines from the period (and equally across contemporary practices that maintain
an oral link to this tradition), the dramatic action develops around a single protagonist. He is
constantly present on stage, occupying the puppeteer’s dominant hand throughout the perfor-
mance. The other hand carries the remaining characters, who appear one after another. The
plot follows the adventures of one hero.

Particular mention must be made of the presence of animals on stage. Puppeteers, like other
bateleurs and charlatans, long took advantage of the public’s appetite for trained animals perfor-
ming alongside the puppets. Small dogs, cats and monkeys were integral to the show, placed
on the playboard at the same level as the puppets and interacting with them.*® At the scale of
a puppet, a small dog suddenly appears enormous. Animal trainers were associated with pup-
peteers; bibliographic and iconographic sources from before the eighteenth century record
snake-handlers and bear-leaders performing alongside the booth®.

47 « The comedy’s episodic structure was taken by each puppeteer from a collection of scenes much richer than was needed for a single
performance. [...] The regional versions never lost their links with the international canon of episodes. » Henryk Jurkowski, A History
of European Puppetry: Folk & Popular Puppetry of Europe in the 20th Century (Lewiston: Edwin Mellen Press, 1998), 313.

48 See appendix: Puppets and Animals..

49 See appendix: Puppets and Bear-Leaders.
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Figure 33 : «Pierannizzi» (detail), Lafinio, Florence, 19th century. Hand-colored engraving
on paper. Victoria and Albert Museum, London, $.242-2021.

Beyond characters and animals, puppeteers exploit the dramatic potential of objects. The most
fundamental and universal of these is the stick® : nothing lends itself more naturally to a hand
than a stick, or a handled tool (a sword, a broom...). Other objects observed include boxes and
gallows.

Figure 34 : «Le Spectacle ambulant de Polichinelle», Boilly, Paris, 1832. Oil on canvas, 33 x
41 cm. The Ramsbury Manor Foundation, Wiltshire.

Given the dramaturgical structure, and the constraints of space and voice, the performance’s
hold on the audience rests on a form of virtuosity, and its effectiveness lies in brief, visually
driven dramatic situations rather than in sustained dramaturgical writing. Performances are
not given from written texts but improvised from scenario outlines, as in the commedia dell’arte.
The puppet lends itself to the learning of gestural sequences (which some puppeteers today

50 « My playboard is a true tribunal of justice. Today the Doctor sends the trickster Pulcinella to the gallows, tomorrow Pulcinella will
kill the cunning Doctor; today the Devil takes Pulcinella on his horns, tomorrow Pulcinella will kill the Devil. [...] the stick and the
birch go from hand to hand and accounts are squared — for everybody. » Henryk Jurkowski, A History of European Puppetry: Folk
& Popular Puppetry of Europe in the 20th Century (Lewiston: Edwin Mellen Press, 1998), 302.
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call routines), which take on different meanings depending on the character, the puppet ac-
ting on the puppeteer’s fingertips.”’ The hand, unlike the actor’s body, has a far more limited
expressive range of its own: the face cannot change expression, and the hand operating the
puppet has fewer joints than the human body as a whole. The booth and the technique of
manipulation offer a range of expressive means that greatly enriches the wooden actor’s per-
formance, while its physical constraints direct the form towards effective gestural sequences
rather than complex texts or elaborate dramaturgy..

Figure 35 : «A Punch and Judy Show», Thomas Rowlandson, Great Britain, late 18th—early
19th century. Watercolor on paper, 14.6 x 23.8 cm. Yale Center for British Art, New Haven,
YCBA/lido-TMS-5663.

(...) si che un Uomo girando attorno col suo Castello, o Casotto, desse sulle pubbliche vie, o
piazze agli oziosi sollazzo, con nascondersi dentro a quello; e fuori da un apertura, o quasi
finestra della sommita, quasi da proscenio, mostrando i suoi _fantocci, agir gli facesse, parlan-
do egli, come se essi parlassero. Questa é nel vero la pin usitata maniera, con che sogliono i
Burattini, o Pupazzi venir nelle Piazze adoperati; dando poi loro parole, e gesti convenienti
alle faccende, e agli affetti, che rappresentano; onde pajano persone vive, parlanti, e destre negli
affari, e negozii mondani. A questo fine compariscono ne’ Crocicchj, o Piazze tali Giocolatori
sopra un banco; e dentro un finto Castello di tela nascosi con la persona, a quelle loro figurine,
che solo alzano a veduta del popolo, fanno far gesti, e dir parole di curioso, e piacevole tratteni-
mento. Nel vero non ordinario diletto sentono le persone non pur grossolane, ma le scienziate
ancora a quella faceta e lepida imitazione, massimamente se I’ Attore, o Clyritto, al maneggiare
a tempo, e con destrezza i fantocci, accompagni una qualche favoletta bene a filo trattata.”?

51 Didier Plassard, Puppetry and Dramaturgy: Western European Plays for Puppet Theatre, 1582-2020 (Cham: Palgrave Macmillan,
2025), 63-64.

52 « (...) si bien qu'un Homme, circulant avec son castelet ou baraque, donnit sur les voies ou places publiques du divertissement aux
oisifs, en se dissimulant a I'intérieur ; et par une ouverture, ou quasi-fenétre au sommet, comme depuis un proscenium, montrant
ses fantoches, les faisait agir en parlant, comme s’ils parlaient eux-mémes. Telle est en vérité la maniére la plus usitée par laquelle les
Burattini ou Pupazzi sont ordinairement employés sur les Places ; leur donnant alors paroles et gestes convenables aux affaires et aux
affections qu’ils représentent ; de sorte qu’ils paraissent personnes vivantes, parlantes, et habiles dans les affaires et négoces mondains.
A cette fin apparaissent aux Carrefours ou Places de tels Jongleurs sur un tréteau ; et dissimulant leur personne i I'intérieur d'un
faux chateau de toile, ils font faire gestes et dire paroles de curieux et plaisant divertissement a ces figurines qu’ils élevent seules a la
vue du peuple. En vérité, non seulement les personnes grossiéres, mais encore les savantes éprouvent un plaisir peu ordinaire a cette
facétieuse et plaisante imitation, surtout si I’Acteur ou Cyritto, au maniement opportun et adroit des fantoches, accompagne quelque
historiette bien filée. » « (...) so that a Man, travelling about with his booth or stall, might offer entertainment to idle passers-by in
public streets and squares by concealing himself within; and through an opening, or near-window at the top — as if from a pros-
cenium — displaying his figures and setting them in motion as though they were speaking for themselves. Such is indeed the most
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The repertoire performed on the puppet booth stage is shaped by the grammar of hand ges-
ture and by the economy of public space. To attract an audience, scenes of bold physical and
dramatic content prove most effective: fights, fornication, vulgarity, violence. The extant sce-
nario outlines are built around vivid physical actions designed to reach the crowd directly. The
puppet allows the staging of the extreme situations of human existence with a certain degree
of detachment, through laughter.
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Figure 36 : «The Great Actor, or Mr. Punch in all his Glory», Isaac Robert Cruikshank, Lon-

don, 1825. Etching and aquatint on paper, 15.3 x 24.5 ecm. Victoria and Albert Museum,
London, S.938-2010.

The show’s protagonists were the subject of much fantasy and projection during the twen-
tieth century. As institutions sought to assert strong national and regional identities, the va-
rious characters were cast into rigid stereotypes of personality and appearance. Scholars, prac-
titioners and enthusiasts then drew on these fixed identities in an attempt to trace a common
origin for the Polichinelles.

The iconography challenges this vision of puppet booth theatre with striking details. Pulci-
nella, for instance, regarded today as an exclusively Neapolitan figure, performed in Venice,
Rome and across Italy for several centuries. The costume of the French Polichinelle and the
English Punch bears a closer resemblance to that of the northern European Fool than to the
white dress of the Italian Pulcinella, who in terms of costume more closely recalls Pierrot, or
Pierke.

The popularity of the Polichinelles is best understood through the ontological bond these per-
formances hold with their audiences. Unlike the world of theatre proper, in which sweeping
evolutions, movements and fashions are readily observed, puppet booth shows change little.
They project popular figures into the role of protagonist, of everyday hero. The character

customary manner in which Burattini or Pupazzi are ordinarily employed in public squares; given words and gestures suited to the af-
fairs and passions they represent, they appear as living persons, capable of speech and versed in worldly affairs and dealings.To this end,
such Jugglers appear at crossroads and in squares, mounted on a trestle stage; concealing themselves within a makeshift canvas castle,
they cause these little figures — raised up alone before the gaze of the people — to perform gestures and utter words of curious and
pleasing entertainment. In truth, not only common folk but learned persons too take uncommon pleasure in this facetious and diver-
ting imitation, above all when the Performer, or Cyritto, in his skilful and well-timed handling of the figures, weaves in a well-turned
tale. » Francesco Saverio Quadrio, Della storia e della ragione d’ogni poesia, vol. 3, no. 2 (Milan: Ferdinando Pisarri, 1744), 247.
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should not be understood through the traits that depend primarily on the individual pup-
peteer, but as a hero co-constructed with the audience, and therefore with its time, always of
the present.”

Puppet booth shows must be analysed — and any account of them written — with an awar-
eness not only of the gestures bound to words (even when those words are never set down in
writing), but, as the draughtsmen and painters of the entire iconographic corpus seem to af-
firm, each in their own way, of all the constitutive elements of a performance: the audience,
the venue, the booth, the showman, the puppets, and what remains invisible: the voice, the
puppeteer, and the economics of the form.The iconography rejects the close-up because the
close-up would lie: it would artificially isolate what exists only in relation to the space that
contains it.

) 1 Y
-l xm»:i@k‘ LSS

= T f v ik

Figure 37 : «Hand Puppet Booth» (detail), Graneri, Turin, 1742. Oil on canvas, 97.5 x 70 cm.
Private collection.

Three years of close study of this iconographic corpus have allowed us to understand, across
societies from the Middle Ages to the nineteenth century, the techniques and practices of these
performances and the patterns of their geographical diftusion. This study attempts to convey
what we have been able to observe through this process of iconographic gathering. The full
body of material would merit more systematic and thorough scholarly study, to quantify with
greater precision the variables and constants of these performances. The complete database,
with the information pertaining to each image, is not yet finalised, but is already available to
all those who wish to engage with this subject.

53 To this day, travelling puppeteers still borrow fashionable Disney® characters to draw audiences in — witness the familiar in France
« Guignol & la REINE des NEIGES [FROZEN] »
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Appendices
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Image Analysis No. 2
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The Transition to the “marionnette a gaine”

D - Exhibition Cartel
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A - Individual Image Analyses

Image Analysis No. 1

This etching, by the Flemish artist Cornelis de Wael (1617-1667), shows a street scene in
Rome, where the painter lived. The Roman setting is identifiable from the baroque architec-
ture, a church and gateway visible in the background, and the Vatican coat of arms.

Figure 38 : «Poppenkast te Rome» [«Puppet Theater in Rome»], Cornelis de Wael, Rome,
mid-17th century. Etching on paper, 15.7 x 22.4 c¢m. Rijksmuseum, Amsterdam, RP-P-
1894-A-18276.

The composition falls into three distinct zones: in the foreground, the assembled audience; to
the left, the castelet with its vaulted roof** ; beyond, the square opens out with its architecture
and concurrent activities (stalls, passers-by, prayer). The puppet show is part of the broader
economic life of the street, not set apart in a dedicated space.

The viewpoint allows the eye to take in at once the intimacy of the performance and its place
in the life of the city. The castelet occupies only around 10% of the total picture surface; the
social event outweighs the performance itself. The ground is bare earth with scattered stones.
The audience stands in a dense group before the castelet; 25 spectators can be identified,
among them 3 women and 4 children; 2 figures overlook the scene from above (probably on
horseback, given their dress). Dress varies conspicuously: wide-brimmed hats (bourgeoisie),
plainer hats (lower classes), civilian clothing, merchants and military figures (a sword is visible).
All eyes are on the castelet, and some figures appear to be commenting on the action. Static
postures suggest sustained attention. There is no movement within the crowd; it forms a com-
pact, solid block. Social classes appear mixed.

54 This distinctive roof has not been observed elsewhere in the analysis of the image corpus.
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The castelet has a standard vertical box-like structure; only the rounded roof is distinctive, pro-
tecting the stage from the elements. Estimated height: approximately 2.20 to 2.40 m. The
structure is clearly light and elegant (fringes), suggesting a degree of professionalisation. The
puppeteer operates above the spectators’ heads, invisible, concealed within the booth..
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Figure 39 : «Poppenkast te Rome» [«Puppet Theater in Rome»] (detail), Cornelis de Wael,

Rome, mid-17th century. Etching on paper, 15.7 x 22.4 cm. Rijksmuseum, Amsterdam, RP-
P-1894-A-18276.

Two puppets are clearly visible above the playboard: a man wearing a plumed hat (unmasked)
and a woman. They face each other, suggesting dialogue or confrontation. The puppets are
small.

To the right of the castelet, a male figure holds a stick pointed at the puppets: the bonimenteur.
Dressed in dark clothing, his bearing is one of direct address. Clearly distinguished from the
crowd, he confirms his structural role in the show.

No musician is visible in this image.
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Image Analysis No. 2

This engraving was made by Boetius A. Bolswert in Antwerp and published by Hendrik
Aertssens in 1627 as an illustration for the book Duytkens en Willemynkens pelgrimagie tot
haren beminden binnen Iervsalem (The Pilgrimage of Duytken and Willemynken to their
Beloved in Jerusalem). The image illustrates a passage from the 1627 Flemish text.
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Figure 40 : «Willemynken vermaakt zich bij poppenkast tijdens pelgrimage» [«Willemynken
entertains herself at a puppet theater during a pilgrimage»], After Boétius Adams Bolswert,
Antwerp, 1590-1627. Engraving on paper, 11.3 x 6.5 cm. Rijksmuseum, Amsterdam, RP-P-

BI-2192.
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During their pilgrimage, Willemynken stops before a puppet show. She is so entertained that
«mijn ooghen tranen» (her eyes stream with laughter). Duytken rebukes her: it is a waste of
time; she ought to think of the heavenly joys that await them. But Willemynken asserts her
right to pleasure: «den boogh en can soo altijdt niet ghespannen staen» (the bow cannot
always remain drawn). She refuses a life devoid of joy and entertainment.

The vertical format follows the book’s layout. The image is organised into two registers: in
the foreground, the castelet and its audience; in the background, a woman (Duytken) waits at
a distance. A peacock displaying its tail occupies the central left of the composition, an allego-
rical element tied to the pilgrimage narrative.

The castelet occupies roughly 25% of the picture surface. The tight framing creates a narrative
closeness: the image aims to illustrate a moment from the literary text, not to document urban
space..
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Figure 41 : «Willemynken vermaakt zich bij poppenkast tijdens pelgrimage» [«Willemynken
entertains herself at a puppet theater during a pilgrimage»] (detail), After Boetius a Bolswert,

Antwerp, 1590-1627. Engraving on paper, 11.3 x 6.5 cm. Rijksmuseum, Amsterdam, RP-P-
BI-2192.
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Nineteen spectators are identifiable, among them at least three women and three children.
Social diversity is suggested by the clothing, ranging from plain dress to modest bourgeois
attire. Most gazes are directed towards the castelet. Willemynken, the principal character of the
narrative, is absorbed by the show; a man addresses her. The structure of the castelet itself is
not clearly identifiable: it may be a larger structure within which a castelet has been placed, or
it may reflect artistic licence on the engraver’s part. No comparable castelet structures appear
elsewhere in the iconography. The two visible puppets emerge from an opening sheltered by
a canopy.

The puppet on the right wears a bell on either side of its hat, attributes characteristic of the
medieval Fool. Facing it stands a female puppet dressed in an elaborate costume with pro-
nounced false hips, typical of the bourgeois fashion of the period. The two figures are posi-
tioned face to face, suggesting dialogue or interaction. The medieval Fool is traditionally iden-
tified by his attributes: bells, donkey’s ears, hump, a two-coloured costume. The presence of
these bells possibly identifies the character as belonging to this type. On the booth platform,
a performer in full action, wearing a tall hat of the kind seen in Callot™
puppets with one hand while turning to address the audience with the other.

, gestures towards the

55 Jacques Callot, Balli di Sfessania, c. 1620-1622. Etching. Département des Arts graphiques, Collection Edmond de Rothschild, Musée
du Louvre, Paris.
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Image Analysis No. 3

This etching was made by George Cruikshank in 1827 for the first edition of The Tragical
Comedy or Comical Tragedy of Punch and Judy. The version shown here is taken from the
1928 reprint by George Allen & Unwin Ltd.

Figure 42 : «Behind the Curtains», from The Tragical Comedy or Comical Tragedy of Punch
and Judy, George Cruikshank, London, 1827. Etching on paper. Private collection.

A remarkable viewpoint: the image shows the booth from behind in the foreground, with the
audience visible in the background watching the performance. The spectators’ faces appear
above and behind the booth frame. This perspective lays bare the workings behind the show.
Inside the booth, the puppeteer is visible. The booth stands on a raised structure, so the pup-
peteer operates from an elevated position rather than at ground level. On the inner sides, the
puppets hang by their heads, forming a reserve of characters available for the show.

The puppeteer is operating Punch and Judy, who are visible in the upper opening of the
booth, facing the audience.

A trumpet or brass instrument protrudes clearly from the side of the showman/bottler-mu-
sician.

Twelve to fifteen spectators are visible. The dress is varied: top hats marking the middle classes,
caps worn by working-class onlookers, women in shawls, and children. Their faces are turned
towards the performance, their gazes directed at the puppets. All maintain attentive postures.
The bottler (collector) is visible on the right-hand side, wearing a top hat and a dark coat,
facing the audience.
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Figure 43 : «Behind the Curtains» (detail), from The Tragical Comedy or Comical Tragedy
of Punch and Judy, George Cruikshank, London, 1827. Etching on paper. Private collection.
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Image Analysis No. 4

This intaglio engraving was produced by Jacques-Philippe Le Bas after a drawing by Charles
Parrocel in 1736. It depicts a Venetian fair with its street entertainments and characteristic
architecture.
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Figure 44 : «Foire de Venise», Charles Parrocel (drawing) and Jacques-Philippe Le Bas (en-
graving), Paris, 1736. Intaglio engraving on paper, 17.8 x 27.2 cm. Bibliothéque nationale
de France, Paris, EE-11-BOITE FOL.

The image is organised into three zones: on the left, fairground structures with their perfor-
mances; in the background, Venetian architecture with its bell tower; on the right, a further
activity. The performance area occupies roughly 30% of the image surface on the left. The
ground is bare earth. A dog is visible in the foreground.

On the left stands a two-storey fairground structure. On the upper level, a puppet booth with
visible puppets. On the lower level, a fortune-teller and a barker. An audience of roughly thir-
ty identifiable figures is gathered in front of the performing platform, mostly standing, with
the exception of one spectator on horseback and a seated woman. Marked social diversity
is apparent: elegant dress alongside working-class attire, women accompanied by children.
Several distinct groups can be identified: spectators of the puppet booth at the centre and
left, groups to the right near a stall and around a street hawker. The varied postures suggest
movement and the flow of people through the space.
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B - Image Groupings

Figure 45 : «1 A. 5 Sc.» (modified), from Der siegreiche Held Polichinell : ein Schwank in
zwei Aufziigen [«The Victorious Hero Polichinell: A Farce in Two Acts»], Leipzig and Frankfurt
am Main, 1843. Hand-colored engraving on paper. Universitétsbibliothek Johann Christian
Senckenberg, Frankfurt am Main, 18/22194.
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Venice

Figure 46 : «Venice: The Piazzetta looking West, with the lerary flanked by the Column of
Saint Theodore and the Campanile, with a Puppet Show», Giovanni Antonio Canal, Venice,
c. 1760-1768. Oil on canvas, 25.1 x 42.2 cm. Private collection.
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Figure 47 : «The Library and the Piazzetta, Venice, Looking West with Numerous Figures and
a Puppet Show», Giovanni Antonio Canal, Venice, c. 1740. Oil on canvas. Private collection.

Figure 48 : «The Library and the Piazzetta, Venice, Looking West with Numerous Figures
and a Puppet Show», Giovanni Antonio Canal, Venice, c. 1740. Oil on canvas, 20 x 40 cm.
Private collection.

Figure 49 : «Venice, the Piazza San Marco from the Piazzetta», Follower of Candletto, ltaly,
18th—19th century. Oil on canvas, 55.2 x 88.9 cm. Private collection.
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Figure 50 : «Veduta del lar [sic] del castello», from Principal parte della citta di Napoli ador-
nata da vintuna vedute delle piu belle fabriche, forteze e strade, Paolo Petrini, Naples, 1718.
Engraving on paper. Biblioteca Nazionale di Napoli, Naples, VII.C7.

Figure 51 : «Piazza Plebiscito», from Raccolta delle piv interessanti vedute della citta di Na-
poli e luoghi circonvicini, Antoine Cardon (after Giuseppe Bracci), Naples, 1774. Eiching on
paper. Private collection.

Figure 52 : «Largo di Castello», Atir. Antonio Joli, Naples, c. 1760-1770. Tempera on paper,
47 x 25 cm. Private collection.
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Figure 53 : «Largo del Castello con il molo grande e il molo piccolo» (detail), Alessandro
Baratta, Naples, 1629. Etching on paper. Private collection.
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Puppets and Bear-Leaders
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Figure 54 : «Puppet show in Russia» (illustration on page 193), Adam Olearius, Schleswig,
1656. Engraving on paper, folio. National Library of Poland (Polona), Warsaw, SD
XVIl.4.3283.
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Figure 55 : «Li romans d’Alixandre» (marginal illustration of a puppet show on folio 76r),
Jean de Grise (illuminator), Flanders, 1338-1344. llluminated manuscript on parchment.
Bodleian Library, Oxford, MS. Bodl. 264, fol. 76r.
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Figure 56 : «Kermis-tooneelen», from Meijer’s prenten, Anonymous (published by De Ruyter
& Meijer), Amsterdam, 1881. Color lithograph and letterpress on paper, 42.9 x 34.3 cm.
Rijksmuseum, Amsterdam, RP-P-OB-202.539.
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Puppets and Pickpockets

Figure 57 : «A Punch and Judy Show» (detail), Thomas Rowlandson, Great Britain, late

18th—early 19th century. Watercolor on paper, 14.6 x 23.8 cm. Yale Center for British Art,
New Haven, YCBA/lido-TMS-5663.

Figure 58 : «L'occasion fait le larron» (detail), J. Langumé and Noél et Dauty, Paris, 19th

century. Hand-colored lithograph, 35.2 x 26.2 c¢m. Victoria and Albert Museum, London,
$.867-2010.
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Figure 59 : «ll Teatrino di Pulicinella in Napoli» (detail), Naples, 1800-1900. Hand-colored
engraving on paper. Private collection.
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Figure 60 : «Punch or May Day» (detail), Haydon, London, 1829. Oil on canvas, 150.5 x
185.1 cm. Tate, London, N00682.
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Puppets and Animals

Figure 61 : «ll casotto del Borgogna» (detail), Pietro Longhi, Venice, c. 1760-1765. Oil on
canvas, 55.2 x 72.6 cm. Gallerie d'ltalia, Vicenza.

Figure 62 : «Toeschouwers voor een poppenkast» [«Spectators in front of a puppet theatre»]
(detail), Jan van Essen, Amsterdam, c. 1864-1936. Black chalk on paper, 45.8 x 30.4 cm.
Rijksmuseum, Amsterdam, RP-T-00-2202.
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Figure 63 : «Le Spectacle ambulant de Polichinelle» (detail), Boilly, Paris, 1832. Oil on
canvas, 33 x 41 cm. The Ramsbury Manor Foundation, Wiltshire.
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Figure 64 : «Speculum doctrinale» (detail of fol. 191r), Vincentius Bellovacensis, [Northern
France], late 13th century (1250). Historiated initials and marginalia on parchment, 35 x 26
cm. Bruges Public Library, Bruges, Ms. 251.

Figure 65 : «Punch and Judy» (Detail), from The lllustrated London News, p. 8 (after Ralph
Hedley), Paul Naumann, London, 12 February 1898. Wood engraving on paper. Private
collection.
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C - Out-of-Frame Images

Figure 66 : «I A. 5 Sc.» (modified), from Der siegreiche Held Polichinell : ein Schwank in
zwei Aufziigen [«The Victorious Hero Polichinell: A Farce in Two Acts»], Leipzig and Frankfurt
am Main, 1843. Hand-colored engraving on paper. Universitétsbibliothek Johann Christian
Senckenberg, Frankfurt am Main, 18/22194.
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String Puppet

This snuft box is one of the few pre-nineteenth-century images of string puppetry. In this
image, the layout of the rooms where performances took place is clearly visible. It is a rare and
valuable resource for anyone wishing to undertake similar iconographic research on string
puppetry. The audience appears more affluent (admission was charged), and the scene includes
two musicians, a singer, and four puppets, suggesting the presence of at least two puppeteers,
a considerably larger company than the booth puppeteers discussed in this article.
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Figure 67 : «Snuffbox with theatrical scenes of a rope dancer and a puppet show», Joseph
Etienne Blerzy and Louis Nicolas & Henri Joseph van Blarenberghe, Paris, 1778-79. Gold,
enamel, vellum, 2.7 x 7.1 x 4.1 cm. Metropolitan Museum of Art, New York, 17.190.1130.

Figure 68 : «Plan de la Foire S(t) Germain», from Foire de Saint-Germain-des-Prés, Nico-
las-René Jollain (publisher), Paris. Etching on paper, 48 x 59.8 cm. Musée Carnavalet, Paris,
G.21980.
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Jigeging Puppets

An example of jigging puppets.

K

Figure 69 : «ll zampognaro co’ pupi», Filippo Palizzi, ltaly, 19th century. Engraving on pa-
per, 39 x 28 cm. Private collection.

FRAMING ARTICLE FOR THE EXHIBITION

53



54

Asian Examples

Chinese representations from the fourteenth century (Zhu Yu, «Street Scenes in Times of
Peace») and from the eighteenth century (the album «Streets of Peking») show configurations
with striking similarities to European performances: overhead manipulation, a vertical booth,
a musician, a pair of characters, and a varied audience. The eighteenth-century Peking album
notably depicts a protagonist-and-animal pairing which, in the European corpus, is not at-
tested before the same period. These formal convergences, whether they stem from historical
contact or from independent responses to similar constraints, would merit a dedicated com-
parative study that falls beyond the scope of this article.

Figure 70 : «Joueur de marionnettes» (from the album Rues de Pékin), Anonymous, Beijing,
18th century. Watercolor and gouache on paper. Bibliothéque nationale de France, Paris,
RESERVE OE-55 (A)-4, p. 175.

Figure 71 : «Street Scenes in Times of Peace» (detail), Zhu Yu, China, 14th century. Ink and
colors on paper, 28 x 1092.2 cm. Art Institute of Chicago, Chicago, 1952.8.
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Transition to the « marionnette a gaine »

An example of “gaine”: Kasper and his large puppets.

Figure 72 : «Hinter den Coulissen eines Puppentheaters» [«Behind the Scenes of a Puppet
Theater»], Gustav Heine, Germany, 1886. Wood engraving on paper. Private collection.
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Figure 73 : «Scénes du carnaval» (detail), Edouard Swebach, Paris, c. 1820 - 1850. Litho-
graph on paper, 41.4 x 56.5 cm. Library of Congress, Washington, D.C., LC-DIG-pga-08410.
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D- Exhibition Labels

(Translation in progress)

Sous LES TOILES DES POLICHINELLES

Les images exposées proviennent d'un vaste corpus iconographique constitué depuis 2019 par Anastasia
Puppis et Léandre Simioni, de la Compagnie UEUEUE (se prononce : Quais Ouais Ouais). Leur recherche,
centrée sur la marionnette du Moyen Age au XIXe siécle, conjugue collectage d'images, apports
bibliographiques et pratique vivante.

La démarche vise & documenter une pratique qui traverse les siécles en partant de I'image pour éclairer les
techniques et comprendre les conditions matérielles de ces spectacles et leurs enjeux, ouvrant des pistes pour
nourrir la pratique contemporaine.

Lexposition invite & dévoiler |'invisible : regarder ce qui se cache derriére le castelet et sous la marionnette,
habiter le point de vue du manipulateur, observer les détails, embrasser plusieurs perspectives : espace, public,
jeu, fabrication, économie.

www.ueueue.eu/stdp/

vide

ur accéder aux ressources numériques (vidéos,
visite guidée, cotclogue, orice de cocage...)

Les BAGATELLES

Le spectacle de marionnettes en castelet s'inscrit dans I'univers des métiers de rue : bateleurs,
charlatans, dresseurs d’animaux. Le terme bagatelle désigne & la fois les tours d’adresse et les
spectacles de marionnettes eux-mémes. Lattraction repose sur 'habileté gestuelle et I'illusion
de vie donnée aux figures. Certains marionnettistes intégrent des animaux dressés — petits
chiens, chats ou singes — qui prennent place sur la tablefte aux cétés des marionnettes.

Le spectacle fonctionne selon une double logique économique : attraction en soi, payée par la
générosité du public, ou produit d’appel pour d’autres commerces — remédes, arrachage de
dents, lectures de bonne aventure.

A cbté du castelet, le bonimenteur joue un réle crucial. Tourné vers le public, il commente,
interpelle, se fait le porte-parole des propos du protagoniste. Il joue de la musique pour attirer
les passants et rythmer I'action. Il vend, surveille, fait la quéte. Le marionnettiste, invisible dans
son castelet, dépend de lui pour la viabilité économique de son art.

our accéder aux ressources numériques (vidéos,
24 visit guidée, cotlogue, articl de cadrage...

www.ueueue.eu/stdp/
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ESPACE PUBLIC

les peintres et graveurs représentent le castelet inscrit dans son environnement. Lespace domine la

composition

batiments, passants, activités paralléles. Spectacle, public et lieu forment un ensemble

indissociable, témoignage précieux pour un art qui, nécessitant rarement une licence, a laissé peu de traces

administratives.

Le public se tient debout, seuls quelques cavaliers ou mendiants sont assis. L'assemblée réunit rarement

plus d’une cinquantaine de personnes de toutes conditions, mixité nécessaire & la viabilité du spectacle.

La manipulation en hauteur, avantage décisif dans un espace non aménagé, garantit la visibilité. Le sifflet

pratique porte la voix.

Le castelet est mobile et le thédtre va a la rencontre du public : places, rues, foires, campagnes. La légeéreté du
dispositif autorise I'itinérance, permet de changer d’endroit selon les opportunités, suivre les festivités, fuir la
censure, affronter les intempéries.

58

DES INSTRUMENTS « SUR MESURE »

Avant I'ére industrielle, I'artisan faconne son outil selon sa
morphologie, et réciproquement, I'outil discipline ses gestes.
Le castelet et les marionnettes incarnent cette logique du sur-
mesure.

Le castelet se compose de quatre éléments : la partie basse
qui dissimule le manipulateur, la tablette servant de plateau
et de bord de scéne, |'espace de jeu calibré sur I'envergure
des bras du marionnettiste, le fond et le toit qui délimitent
la scéne. Léger, solide et portatif, il permet l'itinérance
constitutive de ce métier de rue. Le décor est soigné : tissus
assortis, franges, frontons peints. Il présente souvent des
fentes pour augmenter les possibilités de jeu.

Les marionnettes se dimensionnent selon la main qui les
anime : téte sculptée calibrée pour I'index, mains en bois,
robe taillée & la bonne mesure. Légéres et maniables, elles
permettent |'agilité gestuelle. Les éventuels accessoires
respectent |'échelle de la scéne et peuvent étre saisis
d’une main. Les marionnettistes assurent I'entretien et les
réparations. Les techniques de sculpture et de couture étant
largement répandues, les marionnettes étaient produites tant
pour la scéne que comme jouets.
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Les POLICHINELLES

A travers I'Europe, des figures de héros populaires sont acclamées.
Aujourd’hui connues sous des noms comme Polichinelle, Pulcinella ou
Punch, elles présentent une physionomie et des appellations variables
selon les époques et les régions. Ces personnages partagent des attributs
reconnaissables : nez proéminent, masque ou visage coloré, bosses, chapeau
haut, baton...

Leur trait commun fondamental réside dans leur voix artificielle produite par
un instrument : le sifflet pratique. Le timbre ne dépend pas du manipulateur
et confére aux protagonistes universalité et immortalité. Etrange et
reconnaissable, cefte voix est suffisamment intelligible pour étre comprise et
suffisamment ambigué pour jouer sur le sens des mots et déjouer la censure.

Comme les Fous médiévaux et les tricksters, ces figures ambivalentes occupent
un espace liminal : dotées de traits humains, animaux et grotesques, elles se
jouent des catégories de la société et de la nature. Le public participe & définir
le caractére des héros et cette plasticité contribue & leur persistance & travers
les siécles et les frontiéres.

r accéd
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GLOSSAIRE

Bagatelle : Ancien nom désignant a la fois les tours des bateleurs et les spectacles de marionnettes.

Bateleur : Artiste de rue pouvant pratiquer divers métiers : prestidigitation, acrobatie, dressage d’animaux,
spectacles de marionnettes.

Bonimenteur : Partenaire et complice du marionnettiste, visible & cété du castelet. Il commente, traduit,
interpelle, joue de la musique, fait la quéte, vend des onguents...

Canevas : Trame narrative souple servant de base au spectacle, sans texte écrit fixe. Permet I'improvisation et
I'adaptation au public.

Castelet : Structure légere en bois et tissu, & hauteur d’homme ; il dissimule le manipulateur et sert de théatre
aux marionnettes. Du latin castellum (petit chéteau).

Manipulation en hauteur : Technique ou le marionnettiste anime les figures au-dessus de sa téte, bras levés,
permettant au public debout de voir le spectacle.

Sifflet pratique : Petit instrument placé dans la bouche, collé au palais, qui produit la voix spécifique des
Polichinelles. Nommé pivetta en italien, swazzle en anglais.

Tablette : Bord de scéne du castelet servant d’appui aux objets et d’élément percussif pour les coups de béton.
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