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Coming Up at the Puppet Co   

Shows are Thursday and Fridays at 11:00am  
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August 8th through September 1st 
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ly and is available to all members. Puppetimes is always 

soliciting your articles, opinions, advice, letters to the edi-

tor and other missives for publication.  Please note that 
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Front cover: Ole and Ingrid Cowan Hass of Beech Tree 

Puppets. 

The Next Meeting...                                                                                   of the National Capital Puppetry Guild will be our summer 

party extravaganza and potluck which will be held this year at the home of our Mistress of Revels, 

Sandy Feulner, in Woodbridge, Virginia. The address is: 11561 Nellings Place, Woodbridge, VA 22192 

Please give Sandy a call or drop her an email for details on what you can bring to the potluck at 703-

897-9969 or puppetsandmore1@gmail.com. 

We’re expecting to have entertainment, and some plain old fun and games, all to be announced soon. 

 

 

 

The National Capital Puppetry Guild, Inc.  

is a 501(c)3 non-profit charity dedicated to the  

education and practice of the puppetry arts. We 

were chartered in 1964 by the Puppeteers of 

America.  Membership is open to anyone with an 

interest in puppetry. 

President: Jeff Bragg   -   Vice President: Sam Rugg 

Secretary: Heidi Rugg  -  Treasurer: Pam McNaughton 

Members at Large  -  Sandy Feulner, Tom Noll, Honey 

Goodenough, Sarah Olmsted Thomas, Alex Vernon,  

Cori Leyden-Sussler 

NCPG home page: www.nationalcapitalpuppetry.org 

Join the NCPG Facebook Group at: www.facebook.com/

nationalcapitalpuppetry 

For membership information contact:  

Pam Mcnaughton 

489 Cameron Station Blvd 

Alexandria, VA  22304  

or email puppetimes@gmail.com 

For information regarding membership in  

The Puppeteers of America, contact:  

Puppeteers of America, Inc.  

Exec. Dir. - Position Currently Open 

310 East 38th St., Suite 127 

Minneapolis, MN 55409 

Ph: (612) 821-2382  email: execdir@puppeteers.org 

or visit the P of A web site: www.puppeteers.org 

Mid-Atlantic Regional Director  - 

Jeff Bragg  

64 Southall Court 

Sterling, VA  20165  

Ph: (703) 424-5553   
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President’s Note  by Jeff Bragg 

Are you going to the national festival in Minneapolis 

later this month? With quite a line-up and lots of great 

workshops, this year’s national festival is shaping up to 

be an event you don’t want to miss. Performers in-

clude Compagnie Les Anges au Plafond (France) and 

The Mind of a Snail (Canada), Ayhan Hulagu, Brian Hull, 

Carole D’Agostino, David Stephens, Deborah Hunt,  

Edwin Salas Acosta, Hobey Ford’s Golden Rod Puppets, 

Kurt Hunter Marionettes, and so many more (but I 

thought your eyes would glaze over if I just kept listing 

names) that if you’re not convinced by now, you’re a 

lost cause! 

Recently, it was great to see a short preview of Wit’s 

End Puppets’ Malevolent Creatures. NCPG Member 

GennaBeth Davidson co-directs (with Cecilia Cackley) 

this work that looks at domestic violence using three 

traditional Faery stories from British folklore. This is a 

work in progress and as this show develops, we hope 

to have more details and a review. As a preview, I 

found what I witnessed to be powerful and striking, 

beautifully built and executed. Kudos! 

It is also great to get to announce we were able to 

award three of our members grants to further their 

education in puppetry. Long time member Matthew 

Miller was awarded the Judy Barry Brown Festival 

Grant. Later this month he and his parents will attend 

the Fellowship of Christian Puppeteers Conference 

held in Hagerstown, Maryland. We also awarded two 

of our new members our NCPG O’Neill Conference 

Grant go to the O’Neill Conference this year. Both 

Vanessa Spring-Frank and Ursula Marcum received 

these grants that are designed to help offset the costs 

of going to these intensive puppetry workshops held 

yearly in Waterford, Connecticut.  Ursula gives an ac-

count of her O’Neill experience on page 19. 

Homecoming 2020 plans are continuing. What I can 

tell you now is that Joshua Holden will be our director 

and we will be working with Sandglass Theater once 

again to bring you a quality event. The festival will be 

September 10 through 13 next year, in Brattleboro, 

Vermont. 

Although our grants have been given for this year,  

 

 

 

 

 

PS.           In our next newsletter we will have a nice  

interview with Caroly Wilcox, who started with the 

Henson organization in 1969. She personally trained 

most of the first generation of puppet builders for 

Jim and is responsible for building so many of the 

Muppets.  She told me she’d built at least a dozen 

Kermits. For those of you who haven’t, isn’t it time to 

renew your membership? 

From Rod Puppets by Hobey 

Ford. Review on pg. 19. 

once again, we’ve had no one apply for our college scholar-

ship. We’re leaving our application on page 22, on the 

chance that someone might yet apply before fall term starts. 

Lastly, I know that some of you still have not renewed your 

memberships this year. Please consider doing so, since all of 

this does not come out of thin air. Our work at the National 

Capital Puppetry Guild benefits our members, puppet artists, 

and the public. If our work has benefitted you and your jour-

ney in puppetry, please considering renewing now. Let’s 

please pay it forward for a new generation of  

puppeteers. 
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THE JUDY BARRY BROWN FUND 
Providing Scholarships and Grants to Study the Fine Art of Puppetry 

Once upon a time… 

There was an amazing and inspiring woman who 

made puppets and directed theater and made 

costumes and created art and raised children. She 

helped us in any way she could and we loved her 

and she meant the world to us. 

She was indefatigable. She was infinitely creative. 

She took young puppeteers under her wing and 

often knocked the feathers off of them, figurative-

ly speaking. 

And the stories are endless, too! 

And then one day, she was gone. 

In honor of this remarkable woman’s life and 

work, the National Capital Puppetry Guild has 

established the Judy Barry Brown Fund to assist 

deserving students in furthering their puppetry 

educations.  

Under the auspices of The Judy Fund , we are now 

offering a college scholarship, a scholarship to 

help a young puppeteer attend their first festival, 

and a grant for a young puppeteer to attend the 

O’Neill conference. 

Help us do this. You can make a tax exempt con-

tribution or use Amazon Smile to make our schol-

arship programs successful.  

Or help us do this by nominating a qualifying stu-

dent. We are always seeking qualified applicants . 

Go to page 16 to see full information on the 

grants and scholarship programs. 

Do you want more great puppetry? Then help us 

make more great puppeteers. 

 

THE JUDY FUND 

Yes! I would love to help The Judy Barry Brown 

Fund propel the education of young puppeteers in 

our guild region! 

 

Please take my money! 

Name: __________________________________________ 

Address: _________________________________________ 

                _________________________________________ 

                _________________________________________ 

City: ____________________________________________ 

State: _______  Zip: _______________________________ 

My gift: 

$25 _____ $50 _____  $75 ______ $100 _______ 

Other:  $_________________________ 

Enclosed is my check: _____ 

Or 

VISA _____  MC  _____  AMEX  _____  DISC  _____ 

Card # ______________________________________ 

Exp. ____ / _____    CC# (on back) ______________ 

Name as shown on card: 

_____________________________________________ 

All gifts to the National Capital Puppetry Guild are fully tax 

deductible as allowable by law. 
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A Conversation with 

 Ole and Ingrid Cowan Hass 
So often, when we see media coverage of puppetry, we 

see the adult-oriented puppeteer lionized. We give so 

much space to the Jim Hensons and Terry Fators, we 

often neglect the stories of family oriented puppeteers 

whose work is unabashedly for children and intentionally 

oriented to the young, developing mind. Ole and Ingrid 

Cowan Hass are two of these puppeteers. Their shows 

are gentle and take time to tell. There is little zam, bam, 

and pow in their shows, just good solid puppetry and 

story telling. So now, here’s their story. 

PT:  Hello, Ingrid and Ole Hass. It’s lovely to be here to-

day with both of you. Let's talk about your early educa-

tion in music because both of you are fine musicians. You 

both have a Master’s Degrees in opera. Ingrid, could you 

go first? Talk a little bit about your childhood and going 

to college and getting your degree.  

ICH: So, I started piano lessons when I was seven, maybe 

six, can't remember. And I had violin when I was 11 and 

played those two instruments throughout high school in 

the orchestra. In college I also played in the orchestra 

and started voice lessons at the end of high school. As a 

young person I was mostly outside because I grew up in 

a very rural area in North Carolina.  

PT: Where'd you grow up in North Carolina?  

ICH: I was born in Rutherfordton, it's sort of the foothills 

near Asheville, and I spent a lot of time outside listening 

to the music of nature. But I was also involved with our 

community arts council and did a lot of musical theater 

with them and singing. And so I was always performing 

as a child and a young adult in my teenage years, did a 

lot of Shakespeare. And when I discovered singing, like 

taking lessons, the thought of doing opera was very ex-

citing because it kind of combined all that. The violin was 

so tedious, and I love drama, but then to sing and do dra-

ma together was really, inspiring to me. And I started 

taking voice lessons seriously in college. I went to Smith 

College in Massachusetts, which is not known for its sing-

ing necessarily, but it was a great school, great music 

school there. I was in Germany my junior year abroad.  

OH: You majored there in visual arts.  

ICH: I majored in painting, so I have to say that my entire 

life has been kind of a pole between visual and music. 

And Smith didn't have a core curriculum, so I was able to 

study as much music and art as I wanted and that's what I 

did.  I majored in studio art and I minored in music and I 

studied lots of German and I went abroad to Germany 

and I went all over Europe. And saw all the art I wanted 

to see and went to the opera and the symphony all the 

time. And that's where I met Ole. I also started really 

studying with a teacher there that I liked and had told my 

parents of course that I wouldn't stay long. It wasn't all 

about Ole. And I went back to get my Master’s at the 

North Carolina School of the arts in opera. Turned out 

that I wasn't really that great of an opera singer. I was 

kind of mediocre, but I was great on stage. So I ended up, 

when we moved here doing more, you know, like Oper-

etta, like with The Washington Savoyards  and kind of 

Avant Garde opera with the In-series. So there was a lot 

of English translations. My debut opera role in DC was 

Cherubino, but it was set in the late sixties in Las Vegas. 

And I played a hippie. It's quite a physical role, because 

the Cherubino is a “pants” role [editor’s note: also known 

as a trouser or breeches role, in which an actress appears 

in male clothing, usually playing a younger male charac-

ter].  I sing a lot of young boys because I'm tall and I'm a 

mezzo soprano. That’s kind of what I did. And it wasn't 

lucrative by any means. It was a lot of fun. We didn't have 

kids at the time. We had a church job and we pulled stuff 

together that way. When we had kids, it got hard because 

you would just rehearse and rehearse and rehearse at 

night and not get paid much. On top of (cont. next page) 
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that, to be a good singer, you have to have a coach and a 

teacher and they're expensive when you reach a certain 

level. So a lot of our money that we were making was go-

ing right back out into getting really good coaching so that 

we would get hired again. It just didn't make much sense 

to really be an opera singer anymore. Besides opera, we 

did a lot of church gigs and there's so much chorus work, 

not singing the chorus, but doing solo work for chorus. So, 

you know, it's more like a classical singer. Opera is what 

we did somewhat, but not completely. We made most of 

our money not doing opera. And also I taught piano. I've 

been teaching piano for 20 years and that is an income I 

can count on. Little kids coming once a week and it's fun. 

And I love the one on one work. This is a wonderful thing. I 

love it. That's basically it.  

PT: And Ole, you have a doctorate in musical arts from 

UMD. Tell us about your early life. 

OH: I grew up on the somewhat outskirts of Hamburg in a 

former working class environment, right close to the met-

ro station. I'm from a working- class family. My father was 

a boat builder, but worked most of his life as a carpenter 

because there was more money in that. I think more than 

half of the men in my family were plumbers. My mother 

was a tax advisor. She had been put on the intellectual 

track by her father and so I always had this dual thing go-

ing on in my family. Have a very word oriented  

and a very hands-on oriented view of life. There was no 

music in my family at all. I mean, my father sang at work 

and my mother sang songs with us sometimes, but there 

was no sense of, you should be taking music lessons and 

you should be learning this. And you go to school and you 

come home and you play and you don't get into trouble 

and then you're fine. But in second grade a classmate invit-

ed me to join the boys choir. He was already a member 

and he took me to an audition. We took the metro down-

town to Saint Michael's Cathedral and I auditioned by sing-

ing some children's song. And from then on, sang four 

times a week at St Michael's Cathedral. I got to sing mostly 

the Sunday services, but sometimes also with the adult 

choir, with soloists from all over 

Germany, Hermann Prey, (Dietrich) 

Fischer-Dieskau, Christa Ludwig, 

it’s…incredible. But I never had any 

music education even through that 

and it was just the exposure and just 

doing it there. I didn't decide to 

study music seriously. Oh, I played 

guitar actually for a while and 

through that learned more and 

more what it actually meant to do 

daily practice and really tried to 

hone a skill. And you know how hard 

it is to get to actually make music on 

a guitar once you get past, you 

know, strumming a few chords?  

PT: It is a discipline. It is a practice.  

OH: It's really something that you just have to get through 

it, and have you taken care of your fingernails? and all this 

stuff. I originally planned to study biochemistry. I was go-

ing to be a gene technologist, but then decided to study 

voice and become a singer, not necessarily to be an opera 

singer. I was really thinking of the big German Lieder rep-

ertoire and of all the church music that I had been exposed 

to already, I was going to be an evangelist. Singing the 

evangelist part and Bach’s big oratorios. Then I met Ingrid 

and decided to come with her to America to get my Mas-

ter’s in opera because that's where you get to learn every 

aspect, you know, from makeup and stage combat and 

acting and how to dress and how to walk and how to take 

care of your body.  
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mother is more into flowers and her father more into vegeta-

bles, but they have a vast knowledge of native and non-

native plants and both have green thumbs, no question, so 

there was a lot of nature appreciation, of knowing the bird 

songs and knowing what the snakes and the frogs looked like 

and what they are and which ones to leave alone and which 

ones to play with. That's something that I didn't get at all as a 

child. I rode my bike a lot and I liked nature, but that's differ-

ent from actually putting your hands on everything and walk-

ing around barefoot.  

PT: How long have you been married? 

OH: Twenty-three years this year.  

PT: When did you start working with puppetry?  

OH: After we had children, [ Felix and Cecilia] because that 

somewhat changed our perspective. We got married while 

we were in Grad school, so through that and my doctorate 

and then a number of years after that we were really, really 

focused on having a career as singers and exposing ourselves 

to the scene and auditioning everywhere and getting better. 

We were both rather well known in the area, not nationally, 

but in the area.  

ICH: And famous for our German pronunciation.  

OH: So, once we had children, we connected a little bit more 

to our neighborhood here, which is a beautiful community 

that we had somewhat insulated ourselves from, being so 

focused on our career. And suddenly we met other people, 

other parents our age and other little children. There was a  

ICH: We once had to duel in an opera and it was pretty 

cool cause I was a boy. He was trying to take my girl! 

PT: Were you successful?  

OH: Do you mean did I die or no? 

ICH:  I don't remember how it ended. It was like a four 

hour opera! No, did you want her?  

OH: No actually, you [Ingrid] were interested in the 

woman I was betrothed to, but then the woman who I 

had tried to kill showed back up and she was the one 

who I was really in love with. It's written by a 12 year-old 

Mozart… 

ICH: …and the plot was not the strength. 

Keep going. Sorry, didn't mean to inter-

rupt.  

OH: So, we were in North Carolina for a 

number of years, got married during that 

time and then decided to come up here 

to this area for me to study at the Uni-

versity of Maryland. They gave me a full 

ride. They paid me to be here for four 

years. It was fabulous. We found this 

lovely little town home right around the 

corner from here. Then a few years after 

I finished the degree, found this place, 

which is so much nicer for evening prac-

tice because we don’t scare away the 

neighbors when we open our mouth.  

ICH: On Sunday morning, we had to get up really early 

and warm up and that was not good for our neighbor in 

the town home. Singing opera scales and stuff.  

OH: I think he actually had a bit of a nervous condition. 

He was a musician himself ironically, but he would play 

his saxophone into the closet. Nobody could hear him, 

but as soon as you made any kind of noise, he would 

leave the house. Yeah, that was too bad, but this has 

worked out really well.  

PT: I know you both love gardening by the raised beds in 

front of your home.  

ICH: There are other houses that have raised beds that 

just not right in the front 

OH: Ingrid's parents are both great gardeners. Ingrid's  
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little German group. They were four or five families of Ger-

mans or at least half Germans like us. And we would organ-

ize these meetings where we would then put on shows for 

the children…. 

ICH: ...play dates in German...  

OH: …two little puppet show for these little children and 

they were the version of the mitten and the Grimm fairy 

tale about the shoe maker. And that was a beautiful experi-

ence.  

ICH: There's also one other thing, because I'm a knitter 

too…fiber works, obviously. And I made dozens of hand 

puppets with crazy yarn that I had spun, and I gave it to all 

my friends who were having babies, right? So, we ended up 

with three or four and we called them the monsters. We 

had names for them, and they only spoke German, because 

I didn't want to speak German in the house all the time. It 

was too hard for me to think in German when I was living in 

English. So, my mother tongue is English, but the monsters 

would speak German with my kids and we would play, read 

books and do all sorts of games with the monsters to prac-

tice German when he [Ole] wasn't home. And so the pup-

pets became part of our family.  

PT: Do you still have the puppets?  

ICH: I do. I can get them out of the freezer.  

PT: In the freezer? 

ICH: It's just that they just got eaten by moths.  

 

OH:  Yeah, they’re still around. Felix said that he would not 

speak German unless required, “I'm in America, I'm an 

American. I speak English, but the puppet is German and I 

will speak German to the puppet.”  

ICH: And then once his [their son Felix] little sister was a 

toddler and I got the puppets out, he would start speaking 

to the puppets in German as a five year old or four year 

old or however old he was and the three of us would talk 

in German with the puppet. My mother's Latvian. And she 

never taught me a word because she said, well, I came 

here and this is my new country and we speak English. 

Why would I teach my children my mother tongue? I grew 

up listening to my mom talk on the phone to her mother in 

Latvian and not knowing what she was talking about. But if 

I heard Latvian anywhere, I would know, because of that.  

PT: So, it was that first little puppet show that you did in 

German, for this group, that eventually inspired the crea-

tion of Beech Tree Puppets. 

OH: I think that was a very, very important experience 

towards that. There were a number of people, when 

we were in this classical singing world, who knew us 

well and we're very involved in opera and were think-

ing about what people were doing and talking about 

opera all the time and networking, and we weren't 

quite into that. But some of them would say to us, 

“You two. You are so good at so many different things. 

You're going to have your own opera company at some 

point.” And in a way, we don't like to tell other people 

what to do. You know, we like to stay on our own turf 

and do our own thing. So, having a puppet company 

allows us to do the whole gesamtkunstwerk. We are in 

charge of the text, of the music, of the set, of the stag-

ing of the… 

ICH: …the timing… 

OH: ...the timing, the stage movements… 

ICH: …the jokes… 

OH: Everything! And when our performers are done, they 

get put back in the box! They don't get paid much! 

ICH: They don't have to be fed or talked to, there are no 

contracts! And so that's really special, doing this just be-

tween the two of us. I'm looking at this cow that's half 

made here. We're having trouble with how, with four  
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hands, how are we going to get a cow 

and Jack walk across without the cow 

falling over? And you know, I'll look at 

it, I'll show Ole. We have so much back 

and forth. I could never make anything 

without him. Although he says I make 

everything, but without his input noth-

ing would be made.  

OH: She does make everything.  

ICH: Yeah, so it's very fulfilling. We per-

formed together a lot before we be-

came puppeteers. We would put on 

recitals, joint recitals, and we would 

even stage them like a cycle that usually 

one person would sing, with however 

many songs. We would split them up 

and make it into a scena [mini opera]  

and a story. And by the end of the 

twenty minutes, you know, there was 

some sort of conclusion. And we would 

make props. We made a big clock once, 

I don't even remember why! You were  

serenading me at midnight or some-

thing. But anyway, we have a lot of ex-

perience working together and I think 

that's also what would appeal to us 

about doing the puppets because it was 

fun. I know when he's going to breathe. 

If I forget a line, he knows that I'm go-

ing to say something that will somehow 

get us through and I know he'll pick me 

up. I can trust him, we breathe together and not just be-

cause we're sung together, but because we know how we 

think.  

PT:  Performance does that, it tends to entrain the mind, if 

you're performing with a group of people and if you've 

done it enough and you trust, it's like an organism. If the 

organism is not working correctly, the performance often 

fails.  

ICH: I can remember in The Gondoliers we came on to the 

stage and we're doing this big number, with really compli-

cated choreography while singing, but we needed the sofa 

and it was not there. Somehow it didn't get put on stage. 

And the scene had started and I don't know how Ole did it,  

but he got that sofa on stage in time. 

OH: I was also playing the servant. So you know, I could  

say that was my job in the first place.  

ICH: I wasn't looking at him at all the whole time and sud-

denly there's this sofa! I'm just saying that I trust him. I 

mean, he makes things happen.  

PT: How long did it take for you guys from the point of 

starting with the initial idea until you actually had your first 

full-blown show? What was the process of going from 

point A, which was that first show for the kids, to point B, 

which would be, you're actually working on your first pro-

fessional show and you're serious about taking it   
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someplace? 

ICH: Okay, so this is what happened. Our children went to 

a preschool where they did puppetry in the classroom and 

it was very artful, and we got to see a show or two and we 

were really inspired by that particular type of puppetry. 

Then Ole quit his job, which was a great thing, and I said, 

“Let's start a public company!” Like the day after he quit 

his job. And he said, “okay.”  

OH: I want to say that we did our first show the winter 

after Cecilia was born, I think she was a little baby. This 

would have been in winter of 2008 or early 2009 and I quit 

my job a good three years after that. Felix was starting  

first grade at our local elementary school in 2012 and on 

the first parent meeting, the teacher reached out and 

said, “We have a third or a quarter of an art teacher for 

our school. There was one art teacher who visits three or 

four schools and your child will have an art lesson four 

times a year and if any of you is willing to come in and do 

art with the children, I will make time and space for that 

in this classroom.”  

ICH: Which started a whole other career for me. 

OH: That was also part of the thinking. What do we have 

to give here? And I think that also leads us in this direc-

tion of why are we trying to do so many school perfor-

mances, especially in Prince George's County. Because 

that's really what we think we have to give.  

ICH: Well let me just say that I had been 

doing projects in the school for a few years 

and I teach. A mentor who had been doing 

art in the schools for many decades taught 

me how to write grants, so I wrote a very 

small local grant and I won it for our pup-

pet show that we were going to do - we 

didn't have a puppet show and there was a 

deadline. So that was when Felix was in 

first grade. And I actually made two shows. 

We did Butterfly Wonder and we did The 

Crystal Ball. The Crystal Ball was the first.  

OH: Felix started first grade when he was 

seven. And the fall of 2012, that's when 

you were applying for the grant. That's 

when we were starting to plan the show. 

We performed it at the end of that school 

year in May 2013.  

ICH: And that was our first show. And we 

performed for every single grade separate-

ly in the library. It was like a scientific ex-

periment. I remember the very first perfor-

mance. We set it up and there's like a hun-

dred little bodies coming in and they're all 

sitting down on the carpet. And then this 

teacher says, “It's okay if the preschoolers 

come in too, right?” And then 40 more. 

And we're like, what have we done? What 

were we thinking? I mean, I remember  
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the fear that just shot through my body. Like there are too 

many little children in this room and we don't know what 

we're doing. Anyway, we started off with a very calm song 

and the chime and as soon as I did the first chime and 

started singing, they didn't move for 30 minutes and we 

thought... 

OH: …it's amazing, yeah. 

ICH: How did that happen? It often happens and we try to 

create this mood and pull the children in. We don't do loud 

performances, so they have to participate and come to us. 

And we’re like, okay, there's something to this, and we 

were hooked.  

PT: You've received grants from other organizations to 

build your shows. I want to talk a little bit about the grant 

process. Let’s talk about doing grants and building shows.  

IGH: That is a little boring. I mean writing a grant is really 

not practical with the amount of time you actually spend 

writing a grant and 

the amount of money 

you get, it's not really 

worth it. Let me back 

up and say that’s not 

completely true. It's 

not like it's not worth 

it, because we defi-

nitely get credentials 

and we build our 

grant history. The 

more little grants you 

get means that even-

tually can get a big-

ger grant because 

you have proven yourself. Look, I won this, this and this 

and I followed through and they kept giving me money 

because they like my projects.  

OH: So, to go back to the first sentence, the first number 

of grants often have a really bad relationship between the 

number of hours you put into applying for the grant and 

the money that comes back out of it. There are certainly 

big grants that can really fund you for a whole year, but 

we're talking about three-hundred, four-hundred, five-

hundred dollar grants for which you spend two weeks in 

the basement writing.  

ICH: I'm obviously much better at writing grants now, than I 

was at the beginning. So, you get better at it and you also 

learn. You make contacts with certain people and you know 

that they're going to get you money, most likely. I don't re-

invent the wheel now. When I write for certain grants, 

there are certain projects that are very popular at the 

school and I know that they want it, I'll write a grant for it 

and I'll get more money. It's also strategic. You can't always 

ask for the same thing. You have to kind of rotate your pro-

jects.  

PT: The way you're explained it is very good, because I think 

people should know that the process can be a little 

daunting in the beginning. Even if it is a lot of work for a 

small grant, it does set you up for getting better grants and 

more money.  

ICH: And the grants enabled me to go into the school offi-

cially, and it was in a way, my laboratory, because I kind of 

started developing these similar projects where there 

would be a performance 

and then directly after, 

making puppets with 

the kids, so they got to 

tell the story after see-

ing a professional do it. 

And then I started inter-

weaving curriculum, like 

metamorphosis for ex-

ample, (where) the kids 

are studying the life cy-

cle of the butterfly. So, I 

do my twenty minutes 

show in the classroom, 

then the kids make their 

little butterfly and caterpillar and cocoon and leaf, and we 

all practice making them come to life and growing. And we 

tell the story again with puppets, simple puppets, but the 

kids are so excited about it. You can teach anything with a 

puppet.  

OH: Yes. There's also a follow up to that. When we officially 

formed Beech Street puppets, we were wondering what 

kind of a legal entity that should be. And a friend of ours 

who used to be a lawyer pointed us to some literature and 

we ended up forming an LLC, limited liability company that 

also had something to do with the meeting we had with  
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Crow Brings Daylight, The Apple Tree, Butterfly Wonder. 

You like to highlight relationships in the natural world.  

ICH: Well, nature definitely is my main source of inspira-

tion and I do also a lot of workshops with gardening with 

children. So, I just can't get away from growing things. I 

mean look, Jack and the Beanstalk’s the next show! 

There's going to be a beanstalk number where we make 

music while the beanstalk grows!  

OH: And just to support that, Butterfly Wonder and The 
Giant Turnip are the two shows that are 90% Ingrid that 
she really put most of the work into and was the main 
visionary of what that would be like and what that was 
about. Not saying that I didn't have a ton of fun building 
the set for The Giant Turnip  and of course I'm a 50% par-
ticipant in performing it, but this whole idea of what this 
is actually about and how this will all be set up and in 
writing the script. Usually I have much more of a hand in 

the writing the 
script and writing 
the music. This 
was all Ingrid and 
this is the nature 
thing that she just 
has this big con-
nection to. 
ICH: Well, there's 

also a garden 

sprite in it too, but 

we don't plant the 

seed in that show 

until 15 minutes or 20 minutes into the show. I mean, 

we're preparing the garden. There's a whole song about 

planting the seeds. We meet the worms. 

OH: Change of seasons. Change of weather.  

ICH: There’s a rainstorm.  

OH: And then the other half of that is relationships, 

right? I think that’s a big item in our shows too, of how 

people treat each other. There's a certain civility that we 

try to establish, which maybe just expresses us that we 

are usually civil with each other. If you do plot writing 

without conflict, there's no plot. You know, you have to 

have some obstacle to get over to have the story be 

about something. But that doesn't mean that you have to 

fight the person standing next to you.  

ICH:  I feel like kids aren't outside like they used to be 

and it's so important to me. So I like to show them and  

Michael Cotter from Blue Sky Puppets who said, “You 

know, a nonprofit 501(c)3 is all fine and good, but what I 

decided to do in these thirty years, twenty-five years,” that 

he's been doing Blue Sky Puppets, was to (form an LLC 

and) just sell (his) shows and just do them and, and go full 

for-profit and, I think he probably got some grants at some 

point, but for the most part, he just does not do grants. 

(He’s) developing a product and selling the product, and to 

a great extent that works for us, too. Because that's what 

we want to do. We want to take it to the schools. So we 

kind of have that perspective of us being a for-profit organ-

ization. On the other hand, it's also clear that it's life and 

it's bread and butter, right? We live in Prince George's 

county and we really would like to take our shows all 

around here. We make most of our puppets multicultural, 

so that this very diverse community here in Prince 

George's county has a 

chance of recognizing 

themselves in the pup-

pets when they see the 

show.  But we also real-

ize that the budget for 

extra-curricular activities 

is much smaller here 

than it is in Montgomery 

County or other coun-

ties. And most of the 

work that comes to us is 

outside the county. So, in that respect I would love to see 

some kind of grant money allowing us to do these shows 

for less here, but we haven't figured out how to word that 

and set that up and what kind of money to fish for. And I 

think that the money is there and I think the interest is 

there. But we're just happy that we're getting our shows 

together at this point.  

ICH: Someone once told us about a grant opportunity  for 

the Baltimore school system and it was something like 

$75,000 and we were thinking  we'll contact Head Start 

and we'll do shows for every single preschool in Baltimore 

County  and meet with them several times and make pup-

pets or something, but we were just not ready for that size 

grant. And I think now we're getting more ready for that.   

PT: You have six shows with a new one on the way. The 

Crystal Ball, The Giant Turnip, The Hollow Stump, Rainbow  
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 celebrate even just a rainstorm for example, or the 

change of day to night, we make that into a number, and 

we make the moon go away and then the stars come up.  

OH: And that’s the way that we pay attention to it hap-

pening. So, here comes the prop sun and it's - did we  

honor it as it happens? Because if we don't, then how can 

the audience?  

ICH: But for me, it goes one step further and that that's 

my inspiration. Then I want it to be beautiful. Not Saccha-

rin beautiful. I just mean beautiful colors, rich. Something 

that feeds the soul of the audience. So, I see it as the sto-

ry or the subject matter being a wholesome story, nour-

ishing image and sounds. We want those children who 

are taking it in so deeply, they're like sponges and I feel 

responsible to give them beautiful imagery that nourishes 

them.  

OH: For children, all sense perceptions are food. 

PT: Do your shows ever get dark or scary? Do they ven-

ture into that territory? 

ICH: From my perspective, if we're discussing Jack for ex-

ample, how scary is the giant going to be? How ugly is he 

going to be? I want him to be ugly. I mean, he represents 

greed. He's not the hero and I'm not afraid of evil. I don't 

want the evil to be watered down like Disney often does. 

You know, kids think in black and white. So, it's not that  

I'm afraid of ugly, but the way I make it, he's still is, I don't 

want to say beautiful, but yeah. I don't know how you feel 

about it.  

PT: Let’s talk more in-depth about how you go about de-

veloping your ideas. 

OH: First thing is always find the right story. Which means 

we kind of figure out what subject or what cultural realm 

and it just involves reading lots and lots and lots and lots 

of stories. We usually use a preexisting story. I think part 

of Butterfly Wonder is the only exception to that. Then we 

talk about different stories, like eight different stories or 

so.  Then we talk about whether we like the story, what 

aspects the story he has, what it means to us…  

ICH: …how are we going to do that part of the story physi-

cally… 

OH: …if it's actually possible for us to turn that 

story into a puppet show… 

ICH: …with four hands! And so some that we 

like may be on the back burner. And then we 

finally, finally pick one that we're going to 

work on and then what do we do? Find differ-

ent versions.  

OH: Then we decide what kind of a show it's 

going to be. If it's going to be marionettes, if 

it's going to be a rod puppets. 

ICH: We talk in the car when he's driving and 

can't get away. And I take my notepad and I'm 

like, okay, let's talk about this show. Like, so if 

we do it like this, how big will the cow be? 

How big will the puppets be? How big will the 

house be? To just get simple dimensions, cause I'm not 

gonna make anything until we have some basic things in 

place and agree on them. We usually talk for about six 

months to a year after we've chosen a story.  

OH: We often say that it takes us about a year to make a 

story and it's probably only the last two or three months 

of that, that are really building and working, and making it 

happen. The first nine months are conceptualizing and 

just agreeing on the proportions, on the concept of how 

this whole thing can actually work out. Making rough 

drafts of a script, coming up with what scenes we're actu-

ally going to have. Are we going to write our own  
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music? Are we going to just find folk songs and write new 

texts for it?  

ICH: Then I'll say, “So, this is the way we're going to set it 

up.” And he'll say, “Oh, okay.” Then we draw another pic-

ture after we talk and then I'm like, “Ole, are you going to 

write the script? You gonna write the script, you gonna 

write this script?” And so, I learned that I have to write the 

script even if it's terrible. Like from what we've talked 

about, I sit down and I write whatever, stream of con-

sciousness. And then I give it to him and then he writes it. 

Because the first show, he wouldn't write it and he would-

n't write it, and I got so frustrated waiting! I thought it 

would be better to just write a script and then of course he 

changed it and it was all fine. I learned, oh, that's how I do 

it is to write at first, so he'll have something to react to and 

of course it's modified, edited 

even after we’ve performed it.  

PT: If you write original music for 

it, how does that come together?  

ICH: He does it, mostly.  

PT: Do you write on guitar, piano? 

OH: I mostly write in my head. 

Since we are busy, holding the 

puppets. I don't even have to do 

four-part writing for the most 

part. It's just melodies that I write, 

with some concept of harmony in 

the background of that. We don't 

pre-record anything. The main two shows I've actually 

written music, The Hollow Stump and The Apple Tree. And 

for The Hollow Stump, we have seven animals that come to 

the stump and find shelter, the idea was to write a two-line 

melody for each animal that could be sung together with 

any of the others. And so, they all have a different charac-

ter, but they all follow the same harmonic progression, 

sung in the same key, that could be all sung at the same 

time. You can sing it as a canon so that they interweave, 

and I thought even if there's only the two of us, we can 

show that the animals can all be there at the same time. 

And so, I came up with a two-liner for each of them and 

that worked pretty well. And for The Apple Tree we decid-

ed to have only for those songs that I wrote, only penta-

tonic melodies. If you just play with those five notes  

you get a sense of the leading tone being missing and that 

helps that child not being pulled into this world quite as 

much.  

PT: There's something fundamental about pentatonic 

scale structure that rings deeply in us. So many civiliza-

tions worldwide have used pentatonic scales.  

ICH: We have a pentatonic recorder. And we also have a, 

what is that big one? Is that Pentatonic? [she picks up a 

large flute and begins to play] 

PT: Wow, that’s really beautiful. Where did you get it? 

OH: Ugly Boy Flutes, North Carolina. [http://

www.uglyboyflutes.com] 

ICH: This is a cedar stick and we can tell the students, the 

fifth graders or the fourth graders in the Q and A after, we 

bought this from a guy who loves Native American history 

and the forest was cut down and he went and made 200 

flutes out of the trees, so the forest could sing.  

PT: Let’s talk about your new show, Jack and the Bean-

stalk. When did you decide to do this classic story? When 

did the process of Jack and Beanstalk begin?  

ICH: I know that for several months we couldn't decide if 

we were going to do Jack next or a different one. 

OH: By last summer, we knew.  

ICH: When we go on vacation and we decide finally what 

we're going to do. I pack a whole suitcase filled with sup-

plies and ideas, because the only time I get most of my 

work done is when I'm not a mother feeding my children 

and taking them to flute class and x, y, and z.  
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ICH: So, in Germany, I worked on the puppets and I wrote 

the script right before we left, so I would have an idea of 

what I was making.  

PT: Are there any surprises in this Jack and the beanstalk?  

ICH: I really don't like the “Disney-fication” and we actually 

looked at so many versions. We want it to be as original as 

possible. So we've spent a lot of time saying, “What is the 

original?” A lot of time was spent deciding how we were 

going to structure it and what we were going to add and 

what we're not going to add. Cause many of them have 

castles in the sky. And it used to be Jack's castle and his 

father was murdered. And then there’s this new one, like 

Kate and the Beanstalk, which I really liked, but she also is 

restoring what was taken from her family, (but) we didn't 

want that. That's not in the original. 

OH: There seems to be a discomfort in the adult-thinking-

world that Jack seems to be stealing stuff.  

ICH: And he is. But you could also see the castle world as 

the heavenly spiritual world or whatever, that he's (seeing 

that) the ordinary folk are able to get the gifts.  

OH: Like a very low-class Prometheus. He's such a proto-

type human. The Jack tales are so much about the low, the 

downtrodden, grabbing fortune by, you know… 

ICH: …but also happy go lucky. He's witty, but he's not 

smart. He's just ordinary. We have a teenage boy, so these 

decisions have to do with how does it ring 

true. So these decisions we don't take light-

ly. I think it's more about the gifts. The first 

thing that he takes is a bag of gold. That sus-

tains them for not very long. His rite of pas-

sage, the second visit, he gets the hen that 

lays the golden eggs, so there's a more sus-

taining quality to that. And then the third 

thing he gets is the harp, which is about cul-

ture and arts. To me, the higher level of 

what we need to eat, again, nourishment. 

So that to me is what the core of the story 

is, and I don't want to mess with that and I 

want it to speak for itself. I'm not into this 

witty change of plot. You could call me an 

old fuddy-duddy. I don't care.  

PT: The stories that have meaning are per-

ennial. The cheap stuff that we do to make a 

quick buck never lasts and to do that undermines the 

basic ideas we're trying to share.  

OH: I think that's a really good thing to keep in mind. And 

that also makes it the more important for us just stand 

back as much as possible. That is actually a beautiful ex-

perience for me. I'll just make that about me as a per-

former because as a singer, the training is always: you 

get onstage and you say, “Hi, here’s me, look at me.” And 

regardless of whether you're in an opera costume and 

you're portraying something completely different, or you 

are singing about the life and death of Christ and the 

Church or some romantic song cycle, you always have 

this moment of the person coming out saying, here’s me. 

Here’s I. When you come out and do a puppet show, in 

all our puppet shows, we are visible as performers. We 

never hide ourselves. But at the same time, I'm standing 

on stage (introducing the show) and I might share twen-

ty, thirty words with the audience before we get going. 

But then I disappear (and) we tell the story through the 

puppets and it's not about me anymore. I feel that chil-

dren, especially when they are being told something 

have to get past the adult relating the information and if 

there was a puppet they can go straight to the story and 

I'm not in the way anymore. It's such a beautiful thing 

and it's actually quite redemptive for me to not have this 

pressure of being up there and always being ME. 
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ICH: I was thinking of something a little different. I agree 

with him. We did choose Jack because it was a famous 

story. It's like we don't have any stories that are recog-

nizable. Jack was chosen because it's famous and we 

looked at a Cinderella version with the crocodile God-

mother, which we might do, too. I love that one. So, there 

was an aspect to it of, what do the libraries want, when 

we chose it. We had to find the story we liked, but also 

one that maybe was a little more recognizable. I find being 

an opera singer was very stressful for me because every 

single note was so scrutinized. Is the high note good? Is 

the conductor going to be happy? (Is) the person out in 

the audience going to critique me and put me in the 

(Washington) Post? It was very stressful and the high level 

that we were striving for, not that we don't do that with 

the puppets, but it's just, I don't feel that pressure and the 

kids love us no matter what we do. And it's much more 

fulfilling.  

PT: Children tend to enjoy art in a way that adults can’t or 

at least can’t anymore,  

ICH: There's just not this pretense. However, I have to say 

that we are very surprised by the adults. They bring their  

children. But I've had older men and they're sixty-five, sev-

enty years old, crying after the show, like finding their inner 

child. And I don't mean like bawling, I mean like just really 

touched and, and I have to say, I wasn't prepared for that, 

that there would be so many adults that would say to me, 

“Whoa, I feel like I've been on vacation. You took me away 

from the fast pace of the world. I've had a moment where I 

could watch the show through my grandchildren's eyes, 

and I was so touched by the truth that you're revealing.” 

Because I don't believe in preaching. I don't want to preach 

a moral, I don't want to say, don't do this, don't bully. I'm 

not saying that people shouldn't say don't bully, but I want 

the story to say it without saying it. I feel like there are 

these truths that come down that the puppets somehow 

show and all we're doing is “ensouling” the puppet. I pour 

myself into the puppet and yes, I'm thinking, why would 

you do that? I'm acting, I'm like an opera singer, but I'm 

putting my, my acting body down there. I don't know if that 

makes sense.  

PT: Thank you, Ole and Ingrid, for a delightful talk and in-

viting me into your home. Thank you so much for the gift of 

your time and insights. 

OH: Well, thank you for making the trip.  
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making his mouse rod puppet (illustration on the Presi-

dent’s note, page 4). Starting with the head, then the 

body, and finishing with the controls, he details all the 

work needed to make your own. This is not the only pup-

pet you learn to make. Using Hobey’s (and Clyde’s) tech-

niques, the book goes on to detail construction of Clyde’s 

monkey, a faerie, a dragonfly, and a tilting rod puppet 

head mechanism. 

Although a seemingly scant 53 pages, the amount, depth 

and the density of useful material will in no way disap-

point. 

Construction of all of the pieces of each puppet is cov-

ered, along with the materials, and tools and techniques 

used to render each part. Especially useful is the infor-

mation on various wire gauges and their different uses on 

the puppet. There is also a lesson in making springs, a very 

useful puppet part. I  am especially grateful for the com-

plete and remarkably detailed breakdown of the mecha-

nism and parts of Clyde’s Hollifield’s monkey puppet, Jack. 

Rod Puppetry by Hobey Ford is a must for every puppe 

builder’s workbench. Even if your mechanism is not in the 

book, your path to creating it will benefit from the sheer 

creativity and flexibility of thought the book inspires. Cer-

tainly, it will inspire more puppet building. 

Rod Puppetry 

by Hobey Ford 

Price: $33 print  Digital download $15  

Available: contact hobey1@aol.com  

Book Review:  

 

 

 by Hobey Ford  

Puppeteers are always asking the how-do-I of things: how 

do I make a mouth-plate, how do I cut fake fur, how do I 

make eyes? One of the most often asked how-do-I’s is 

how do I make a mechanism to bring my puppet to life? 

Hobey Ford is well known in the contemporary puppetry 

scene. His work is legend. Although he’s famous for large 

foam puppets of birds, whales, and turtles,  

many of his puppets are often tiny and gor-

geous.  And his mechanisms are the envy of 

all of us who have seen his shows. Now, 

comes a brilliant new book from Ford, detail-

ing in depth, aspects of his creative process. 

Even though Ford has intended his book, Rod 

Puppetry, to be more of a how-to-think-

about-building-mechanisms book, the bulk of 

the book is a definitely a how-to-build-

mechanisms book. It is filled with details of 

construction, materials, tools, and suppliers 

of more esoteric items, with directions that 

can be used to build elegant, graceful, func-

tional, and long-lasting works of puppet art. 

The book also never lets you down when it comes to mak-

ing you think about every aspect of the building process. 

Things are supposed to happen in a specific order in order 

to get to the next stage of the building process and finish.  

Hobey’s beautiful hand-drawn illustrations also give you 

an easy to follow guide through the all the steps neces-

sary to make your own functional, beautiful, and unique 

rod puppets. 

His discussions and instructions on using baking soda and 

“whipping” alone are worth the price of the book. 

Hobey’s pays homage to his mentor, Clyde Hollifield, 

throughout the book, relating many stories of his magical 

time learning from and being inspired by another master 

of the art.  If you are unfamiliar with Hollifield’s work, 

Ford’s intro is a good place to start. 

Central to the book is Hobey’s complete instruction on  

 

Detail of Clyde Hollifield’s monkey Jack’s head control from Rod Puppetry. 
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The O’Neill Puppetry Conference 2019 

by Ursula Marcum 

We are all sitting in the bleachers of a small, wooden am-

phitheater nestled at the base of the largest tree I have 

ever seen. Pam Arciero, the Artistic Director of the con-

ference, welcomes us to the 29th annual O’Neill National 

Puppetry conference at the Eugene O’Neill Theater Cen-

ter in Waterford, Connecticut. If I look over my right 

shoulder, a long expanse of green lawn spills down to the 

edge of the Long Island Sound. In that first hour of intro-

ductions and information delivery, someone says the 

phrase that sums up the conference and will be repeated, 

again and again, during the next twelve days. 

Risk. Fail. Risk again. 

With support from the National Capital Puppetry Guild 

(apply for their scholarships and grants!), I was able to 

participate in this incredible experience, both the pre-

conference and the conference itself. While it is called a 

conference, I came to understand over my time there 

that it is much, much more than that. It is a gathering of 

dedicated artists, all devoted to the development of ide-

as. It is a coming together of generous people, willing to 

share their knowledge and help you realize your idea. It’s 

a place where you can be away from the everyday world 

for a bit and really focus on creative endeavors. A place 

to play. A place to take risks. 

Several things are happening at once during this time. In 

both the pre-conference and the conference there are 

guest artists guiding the participants. When you apply to 

the O’Neill, you indicate which artist you want to work 

with - which “strand” you want to follow. The guest 

artists are renowned puppeteers, writers, musicians and 

directors - I had the pleasure of working with Alice 

Gottschalk and Tracy Broyles. During the conference por-

tion, the guest artists themselves may be developing an 

idea, and the participants are working with them to move 

that idea further along. Or, you may be working with a 

guest artist to enhance your skills or engage with new 

processes for developing work. 

Concurrently, emerging artists have applied and been 

accepted to the conference in order to have time, sup-

port and resources to work on a new concept, or re-work 

an existing artwork. Additionally, many of the partici- 

pants themselves 

have ideas that 

they want to work 

on while there, and 

they are seeking 

assistance to push 

these ideas further. 

They let people 

know what they are 

looking for at The 

Pitch. More on that 

in a bit. 

Finally, the shop - filled with a bevy of tools, materials and 

incredibly knowledgeable and generous shop managers - 

is open from the early morning hours until late into the 

night. At any moment, day or night, you will find partici-

pants and emerging artists working away there. 

And, oh yes, the Pub Show. After you’ve been working 

hard all day and into the evening, what better respite 

than Blue Gene’s Pub, located on the campus? Inside, 

you’ll notice a stage. Sometime around 11:00pm, partici-

pants begin performing on that stage, perhaps with a 

puppet, a song, a poem or a musical performance. No 

matter what, the audience is reminded that this is a posi-

tive, supportive place for people to take risks. And they 

do, late into the night. All of these things happening at 

the same time means the schedule for everyone involved 

is rigorous, to be sure. But the richness of it - the work, 

the conversations, the sharing of experiences and 

knowledge - is worth the sleep deprivation. 

After dinner, on the evening of the first day of the confer-

ence, all of the participants, the emerging artists and the 

staff gather in the shop, sitting in a very large circle. This is 

The Pitch. It is here that all artists propose an idea that 

they would like to work on during the week, and what 

they need in order to do so. This may include needing 

puppeteers, someone with a certain expertise to help 

them build something, a loaner guitar, etc. But, they must 

also state what they have to offer to all of the other par-

ticipants in the circle. This give and take is the core of the 

conference. Not every participant proposes an idea, but 

every person sitting in the circle lists what they can offer 

to the group. Once everyone has spoken, there is time to 

chat with one another to figure out the teams.  
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Twenty-five proposals have been made. The conversations 

carry on for quite some time. 

The next day consists of: breakfast, movement, working 

with the ensemble in my chosen strand, lunch, master 

classes with the one of the other guest artists, more work 

with my ensemble, dinner, rehearsal for a participant pro-

ject, working in the shop, attending the Pub Show, sleep. 

And repeat. Each day I was able to observe different pro-

cesses, learn new things, build trust with the ensemble. 

We are in the thick of the creative process, so there are 

certainly moments of doubt, exhaustion, and confusion. 

But the support from the conference staff as we all move 

at this breakneck speed lightens the load and keeps us go-

ing. The goal is not to have a perfectly polished piece at 

the end of the week. We are, however, aware that we are 

moving these ideas along in order to share them with one 

another and then, in two separate showings, the public.  

As the week continues, you see people hurrying about the 

campus with their arms full of materials, scripts, or musical 

instruments. Every available space on the campus is being 

used for rehearsals, so puppets and set pieces start to pile 

up in every corner. The shop overflows with people cutting 

cardboard, sawing, painting, stitching and wielding glue 

guns. And laughing. Lots of talking and laughing. 

Impossibly, the pace picks up speed. On Thursday after-

noon everyone crowds into the Dina Merrill Theater to 

work out the technical aspects of all of the presentations 

that will be made by the guest artist groups and the 

emerging artists. During the tech for one of the emerging 

artists, things aren’t going as smoothly as the crew would 

like. The artist on stage turns to those of us awaiting our 

turn and says, “Risk, fail, risk again!” 

Friday rolls around and we do a complete run through in 

the afternoon, which allows all of us to see the work that 

the other guest artist groups and the emerging artists have 

been doing. The depth and breadth of the work, and how 

much has been accomplished in such a short time, is very 

impressive. That night we run the show for the public. Spir-

its are high. On Saturday morning, we tech all of the partici-

pant pieces, then do a run of all them so that we can once 

again see what everyone else has been up to. The variety 

and skill on display is, by turns, hilarious, moving, and inspi-

rational. One of the pieces, entitled “Air Piracy,” by Martin 

Kettling, is selected to be included in the public perfor-

mance that night.  

When the show is over, everyone pitches in for strike. All 

the puppets and set pieces are removed, lights are taken 

down and packed, tables stowed. The shop is dismantled 

and all of the remaining cardboard walked down to the re-

cycling bin. Time for the last Pub Show. 

Many of the participants have been to the conference be-

fore, multiple times. There is history here, and reverence 

for those that have come before. There are humorous sto-

ries told of past conferences, and shared memories of first 

meetings and incredible performances. There are rituals, 

done lovingly every year, and wistful remembrances of ritu-

als no longer performed. On the last night, the Pub Show 

consists of a “roast” of this year’s conference, and the audi-

ence roars with knowing laughter and applause. Everyone 

in the room has taken risks, and lived to tell the tale. Next 

June - and the 30th O’Neill National Puppetry conference - 

cannot come soon enough. 

Editor’s note: Ursula is a new member and one of the recipi-

ents of our O’Neill Grant. 
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Smile! You’re on Amazon!  

Well, we’re on Amazon, too. On Amazon Smile, that is. 

Got some shopping to do?  If you use Amazon Smile 

you can help support the NCPG at the same time.   

Every time you make a purchase at Amazon Smile, a 

donation is made to the National Capital Puppetry Guild 

for its work bringing educational opportunities to the 

public in the fine art of puppetry. 

If all our membership did this when making Amazon 

purchases, it would be possible for us to raise some 

significant funds. 

Here’s how you can make an easy donation: 

Go to https://smile.amazon.com 

Go to “Pick your own charitable organization” and click 

the “Search” button.  Find “National Capital Puppetry 

Guild” and click “Select.” 

Then go ahead and make your purchases.  The guild, 

which is a registered 501(c)(3) nonprofit, will automati-

cally receive a donation of 0.5% of your normal pur-

chase price on the tens of millions of eligible items and 

you won’t pay anything extra for that.   

Bookmark https://smile.amazon.com, or click on 

https://smile.amazon.com/ch/81-3977781 and remem-

ber: whenever you shop there your donations will fund 

our festivals, puppet slams, newsletters and scholar-

ships.   

Now that’s something to smile about! 
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Preliminary Application Form for the Judy Barry Brown  

College Scholarship in Puppetry 

  2019-2020 Academic Year 

PLEASE NOTE: This application is to be used ONLY if you are applying to study puppetry at one or more of the following 

universities:  

University of Connecticut Storrs                               West Virginia University 

This scholarship is available to high school seniors and home-schooled students that are full members in good 

standing of the National Capital Puppetry Guild (associate members are not eligible), applying to the qualifying 

institutions. This scholarship application form must be submitted to the National Capital Puppetry Guild. See the 

General Instructions below for additional information about completing this application.  

General Instructions to Applicant 

1. Make a copy of the blank application form and complete a draft copy first. 

2. This is only a preliminary application. If you are selected to continue the application process, more information 

may be requested. 

3. Personal Information 

Full name of applicant____________________________   Date of Birth________________________ 

Home telephone number___________________ Email address___________________________________ 

Present home address  

City_________________________ State________   Zip__________________ 

Number of years as an NCPG member____________ Citizenship_________________  

4.   Education - please use extra sheets to elaborate, if needed. 

a. Name all secondary and/or technical schools you have attended. List the school you are presently attending 

first.  

 

b.  How do you plan to pursue the puppetry arts after finishing college? 

 

c.  What college(s) would you most like to attend?  Please explain your reason. 

   

5.   Puppetry Education and Experience - please use extra sheets to elaborate, if needed. 

a. Please discuss your puppetry education. Include any classes, workshops you’ve taken. 

 

b. Please discuss any performances you have participated in. 

 

Please complete and send to: National Capital Puppetry Guild Scholarship Committee, 64 Southall 

Court Sterling, VA 20165 no later than August1st.   You will be notified within 10 days whether or not you 

have been selected to continue the application process. 
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Volume 52 No. 2 March  

- April 2016 

Feature: Don Becker Inter-

view 

Puppetimes Each copy is $10 with shipping included. 

Full color copies are also available for $20 

with shipping included. 
For issues not on this pages., email: puppetimes@gmail.com 

Volume 52 No. 6 Nov. -  

Dec 2016 

Feature: Paul Vincent 

Davis  Interview 

Volume 52 No. 4 July  

- August 2016 

Feature: The Life and 

Work of Ida Jervis 

Volume 53 No. 5 Sept. - 

Oct. 2017 

Feature: The Judy Fund, 

National Festival  

Puppetry Exhibit 

Volume 53 No. 6 Nov. 

- Dec. 2017 

Feature: The Beauty 

of Difficult Shows 

Volume 54 No. 1 Jan. - 

Feb. 2018 

Feature: Bob Brown 

Part Two 

Volume 53 No. 3 May 

- June 2017 

Feature: DJ Kid Koala 

Interview, Nufonia 

Must Fall 

Volume 54 No. 2 March - 

April 2018 

Feature: Ingrid Crepeau 

and Michele Valeri of 

Dinorock 

Volume 53 No. 2 March  - 

April  2017 

Feature: Heidi Spieth 

Rugg Interview 

Enjoy the issues you’ve missed!  

Volume 54 No. 3  May - 

June 2018 

Feature: Sesame Street 

Puppetry Workshop 

Volume 54 No. 4 July  - 

Aug 2018 

Feature: The Life and 

Work of Jean Reges 

Burn 

We are now offering printed copies 

of back issues for the last three 

years.  

Volume 54 No. 5 Sept - 

Oct 2018 

Feature:  Karen Falk 

Interview 

Volume 54 No. 6  

Nov - Dec 2018 

Feature: Exclusive 

interview with  

Bonnie Erickson 

Volume 53 No. 4 July  

- Aug 2017 

NCPG Retrospective 

Issue #1 

Volume 53 No. 4 July  

- Aug 2017 

NCPG Retrospective 

Issue #2 

Volume 55 No. 1  

Jan - Feb 2019 

Feature: Joshua  

Holden Interview 

Volume 55 No. 2  

March - April 2019 

Feature: Alex and 

Olmsted Interview 

Volume 55 No. 3  

May - June 2019 

Feature: Hobey Ford 

Interview 
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NCPG SCOOP! 
 
With this issue we welcome new members Vanessa 

Spring-Frank and Ursula Marcum! Both were also 

recipients of our first grants for the O’Neill Puppetry 

Conference. Welcome and congratulations, we all 

wish you the best and hope you enjoy the benefits 

of membership.  

We would also like to congratulate Matthew Miller 

on receiving the Judy Barry Brown Festival Grant. 

These grants are made possible by our generous 

contributors to The Judy Fund.  

Our May meeting was held at the Puppet Co, where 

we had a lovely potluck and then enjoyed a work-

shop from member Chris Heady about converting his 

short film, The Custer Wolf, into a live stage produc-

tion. Chris recently received a grant from the Jim 

Henson Foundation for this purpose. First, we en-

joyed a screening of the film and then Chris talked 

about its creation, the construction of the puppets, 

and his ongoing work to transform it into a live the-

atrical performance. 

We’d also like to congratulate Chris on receiving the 

the Local Hero - PA Filmmakers Award at the Jim 

Thorpe Film festival in April. Chris has been burning 

it up when it comes to advancing his work. I think we 

have some guild president material here, folks. 

And remember, elections come up in November! 

This is also a call for members to step up for leader-

ship opportunities in our guild. This organization 

only does what it does when there are people will-

ing to do it. So please, step up. There’s are jobs to 

be done, events to plan, and money to spend. 

Our next meeting will be our summer picnic/

party, this year to be held at the home of our 

Mistress of Revels, Sandy Feulner. On July 

28th at 2pm, we will be enjoying each others 

sublime company and a potluck lunch. Alt-

hough we are still planning, you can expect a 

performance, some games and other amus-

ing activities. PLEASE MAKE RESEVATIONS. 
                                                                    (cont. next page) 

 

 

NCPG member and Henson Foundation grant 

recipient Chris Heady giving his workshop on the 

creation of his short film The Custer Wolf for our 

May guild meeting. 

Chris’s Heady’s Custer Wolf puppet (center) flanked 

by the puppets of its two coyote companions.  

What’s Up With Our Guild 
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Letters to the Editor 

To Jeff and the NCPG Board, 

Sorry, for my delay in responding. I have been performing 

all week for a friend's VBS and I have been away from my 

email. 

A heartfelt thanks to Jeff and all the board members for 

awarding to me the NCPG Grant to attend the FCP Con-

ference this summer.  

I especially want to thank the NCPG Board and all of it's 

members (both past and present) for all their encourage-

ment and support for my interest in puppetry throughout 

the years.  

I am thrilled to be the first recipient of the Judy Barry 

Brown Festival Grant. Bob and Judy have always been so 

kind and supportive to me and my interest in puppetry. It 

was Bob who first encouraged me to join the guild! 

 

Thank you very much, 

Matthew Miller  

Editor’s note: And Matthew, you are very, very welcome. 

Thanks for the letter! Enjoy the FCP festival. We want to 

hear all about the it for our next newsletter! Make sure 

and take pictures! 

We are planning our September 29th 

meeting now. For the program, we will 

have a puppet building workshop with 

Barry Gordemer. Barry builds amazing puppets and has 

done many portrait puppets of famous people including  

Bill Clinton, Larry King, Jimmy Fallon and even our own 

Ingrid Crepeau! 

Until the next time,  The Manglement 

Time for a National Festival!! 
The 2019 National Puppetry Festival will feature over 20 

performances from national and international artists rang-

ing from traditional to experimental. More than 50 work-

shops which will provide attendees with hands-on creation 

or physical skill development, as well as lively, interactive 

discussions, lectures and demonstrations. Bob Nathanson 

said for me to put a plug in for his workshop “How to Write 

Humorously for the Puppet Stage.” He will also be co-

hosting Potpourri with Drew Allison. 

Since 2011, The National Puppet Slam has presented the 

very best puppet slam acts from across the country at Na-

tional Puppet Festivals and at the Center for Puppetry Arts. 

The National Puppet Slam showcases diversity and excel-

lence in the field of short form adult puppet theatre. The 2019 edition will be curated and hosted by Beau Brown. 

Other festival features include The Puppetry Store, Puppet Exhibit, Critical Exchange, Meet the Artists and Profession-

al Day of Teaching Artists and Therapists. 

There’s still time to register at https://www.regonline.com/registration/Checkin.aspx?EventID=2552532 


 

Please give Sandy a call or drop her an email for de-

tails on what you can bring to the potluck at 703-897-

9969 or puppetsandmore1@gmail.com. 

The home address is:  

11561 Nellings Place, Woodbridge, VA 22192 

Also... 
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The Puppet Co. Playhouse at Glen Echo, MD 

Reservations: (301) 634-5380       thepuppetco.org 

Circus! 

Through August 4  

Thursdays & Fridays  11:00 AM 

Saturdays & Sundays 11:30 AM & 1:00 PM 

The Three Billy Goats Gruff 

August 8 through September 1  

Thursdays & Fridays 11:00 AM  

Saturdays & Sundays 11:30 AM & 1:00 PM 

Tiny Tot Time with Bob Brown 

7/7, 10, 13/19  - Imaginary Friends  

Sun, Wed, Sat - 10:00 AM 

7/17, 21/19  - Dragon Babies  

Wed, Sun  -10:00 AM 

7/24, 27/19  - Magic Toyshop  

Wed, Sat   - 10:00 AM 

7/31/, 8/4, 10/19  -  Penguins’ Playground  

Wed, Sun, Sat   - 10:00 AM 

8/14, 18/19  -  Baby Bear’s Birthday  

Wed, Sun - 10:00 AM 

8/21, 24/19  -  World on a String  

Wed, Sat - 10:00 AM 

8/28, 9/1/19 - Teddy Bear’s Picnic  

Wed, Sun - 10:00 AM 

Black Cherry Puppet Theater 
Fairy Tailor by Sarah Nolen  

7/7 2:30 & 6:30pm 

 

 

 

The See and Be Seen Scene 
 Your Show Here! That’s 

right. Tell us what you’re up to and we will share 

with the world! At least the world of our member-

ship. Get your notice in within five weeks after your 

current issue and we will (most likely) post it here. 

Lawrence Park Amphitheater (Chantilly, VA) 

The Goodlife Theater 

July 6, 10:00am 

Blue Sky Puppet Theater  

July 27, 10:00am 

Frying Pan Farm Park  (Herndon, VA) 
The Goodlife Theater 

July 10, 10:00am 

Puppets at the Durant Center (Alexandria,VA) 
Blue Sky Puppets July 20 

Wonderment Puppets  August 17 

10:00am & 11:15am 

Mason District Park Amphitheater  (FFX, VA) 

The Goodlife Theater 

July 13, 10:00am 

Blue Sky Puppet Theatre 

August 3, 10:00am 

Burke Lake Park (Fairfax, VA) 

Blue Sky Puppet Theatre 

August 20, 10:00am 

Herndon Farmers' Market Fun Days  
Blue Sky Puppet Theatre 

August 22, 10:00am 

Frying Pan Farm Park (Herndon, VA) 

Blue Sky Puppet Theater  

July 17, 10:00am 

Wolftrap Theater-in-the-Woods 
Madcap Puppets 

7/5-6, 10:30 am 

Frogtown Mountain Puppeteers 

8/1 10:30am 
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If You Haven’t Renewed Yet, You’re Late! 

 2019  Membership 

Renewal Form - 

Mail In 
                      www.nationalcapitalpuppetry.org/   

The NCPG is a chartered Guild of the Puppeteers of America 

 

National 

Capital 

Puppetry 

Guild 

I sent check #               for $                to join The National Capital Pup-

petry Guild  as a _____________ member, on  (date) 

                                    

                                        Membership benefits include:  

6 informative newsletters a year, in a PDF version.  Print edition 

available. 

6 meetings a year, festivals, educational events, pot-luck’s, lec-

tures, demonstrations, workshops, show and tell sessions, works-

in-progress previews, and meet and greets with guest artists. Free 

admittance to most shows at our host facility – the Puppet Co. 

Playhouse in Glen Echo Park.  

Access to “Members Only” areas of the Guild Website:  

nationalcapitalpuppetry.org/   

Public listings of, and a link to, your puppet business 

from the Guild website, if applicable.  

Summer Picnic, Winter Party, and National Day of 

Puppetry Celebration.  

Meetings on selected dates typically follow the 1:00 

show at the Puppet Co. Playhouse.  

Meeting dates are published in the NCPG Puppetimes 

newsletter and on the Guild website.  

Reservations for the show are recommended.  

Membership questions may be directed to:  Pam 

McNaughton • NCPG Treasurer  

489 Cameron Station Blvd., Alexandria, VA 22304  

Name:  

Address:  

City:                                             State:             Zip Code:  

E-mail:  

Company Name:                                                                             

Company Web Site:  

Please send my newsletter as a PDF to my e-mail address!  

Annual Dues: Associate (   ) $10   Junior/Senior  (   ) $15   

Regular (   ) $20    Adult Couple (     ) $30   Company (   ) $35 

____My check also includes a charitable contribution of______to the Guild.  

Amount enclosed:                                      Today’s Date:                                                            

Check #  

Please make your check payable to N.C.P.G and send to:  

P. McNaughton, NCPG Treasurer, 489 Cameron Station Blvd.,  

Alexandria, VA 22304  

------------------------CUT HERE AND SAVE BOTTOM SECTION FOR YOUR RECORDS ------------------------  

Phone (check box prior to the number if 

you don’t want it listed in the Directory)  

 

( ) - Home:  

 

 

( ) - Work:  

 

 

( ) - Mobile:   

 

If you want a print copy of our newsletter, 

please add $20 to your membership fee 

and check here: _____       

(Associate Members not eligible) 

             Need details? See our website: www.nationalcapitalpuppetry.org 


