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摘要

「布袋戲」在臺灣可說是一種極具民間文化的戲劇，經過不同世代的演變，布袋戲不但沒有被淘汰，反而成為最能代表臺灣文化風格的表演，如此深具韌性的藝術必有其值得探究的內涵。本研究主要是以傳統布袋戲與現代霹靂布袋戲戲偶中女性人物造形上的差異，分析、比較不同時代所呈現出不同樣貌的演繹因素，本研究將從布袋戲偶的旦角出發，觀察台灣布袋戲旦角的發展與轉變探究不同時代旦角戲偶在造形的轉變，從內部結構與材質，到外在相貌，如頭髮造形、臉部描繪，服裝設計、到配件素材等做分析。從比較結果來看台灣布袋戲旦角的發展與轉變，藉以了解台灣布袋戲五十年來在女性人物造形上的變異，及其轉變的時代意義。為達上述目的，首先本文透由「文獻探討法」，從他人記載或研究的結果做分析與比較，探究布袋戲整體風貌，及戲偶中的「旦角」進行瞭解。另外，由於傳統布袋戲旦角戲偶流傳在台灣的數量有限，且均屬國寶級文物，多被保存在台灣各地的布袋戲博物館裡，因此藉「田野調查法」實地從收藏地點觀察紀錄，同時與從事主流布袋戲表演的專業人員做深入訪談，直接記錄他們對布袋戲裡旦角人物的看法。最後，以「比較分析法」，從蒐集與研究中所獲得的文字與圖片資料分析歸納，將傳統與現代霹靂布袋戲的相關資料，逐一對照比較。探討台灣戲偶從傳統與現代、古典與金光的變革，洞悉台灣布袋戲旦角的演進。經本研究討論得知：一、「創作者理念」、「製作技術、工法」與「材料使用」此三項因素對戲偶成品的完成、樣式、精細程度、耐用性等，都會帶來不同的影響，其中包含了戲偶外貌、戲偶靈活度的展現。二、在實體外貌方面，「偶頭」及「偶身」兩部分的細節、比例，是造成傳統與現代女性戲偶視覺差異最大因素。布袋戲所呈現的是多元民間生活型態的縮影，是一種生活方式，所有的造形變革與製作時代、演出時的社會風氣都有相關，從臺灣布袋戲戲偶的改變，也可以一窺台灣社會的變化。此外，透過本研究對台灣布袋戲轉變的意涵與結果，提供從事台灣布袋戲表演者或相關領域研究者若干的建議與參考。

關鍵詞：布袋戲、傳統布袋戲、霹靂布袋戲、旦角
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Abstract

“Hand Puppet Drama” in Taiwan is considered a type of typical folk-style cultural drama. Via different eras of revolution, instead of being terminated hand puppet drama transforms into the type of performance that can most represent Taiwan’s cultural style. With such significance in arts its context must be worth discussing. This study mainly investigates differences in conventional hand puppet drama and modern Epili hand puppet drama female characters’ modeling. With further analysis, it compares different perspectives in performing factors in various times. This study also focuses on discussing hand puppet drama’s female characters. It observes Taiwan hand puppet drama female characters’ development and evolution as far as its styling from inside structure and texture to outside appearances such as hair modeling, face portraying, clothes design, and accessory materials analysis. By comparing result for Taiwan hand puppet drama female characters’ development and evolution, it understands variations in Taiwan hand puppet drama female character modeling for fifty years as well as its meanings for transformation in different time periods. To achieve above purposes, firstly this article adopts “Literature Review” to analyze and compare which includes exploring entire façade of hand puppet drama and “Female Characters” in hand puppet drama. In addition, due to female character puppets for conventional hand puppet drama is limited in quantity and are classified as national treasure, they are mostly kept in hand puppet drama museums all over Taiwan. Therefore, by using “Field Research”, it gathers observation records in each location, as well as it engages main-stream hand puppet drama performances professionals for in-depth interview and directly records their opinions towards hand puppet drama female characters. At last, it picks “Comparative Analysis Approach” to collect and study information including words and pictures for analysis and compiling; furthermore it compares step by step relevant data for conventional and modern Epili hand puppet drama. It discusses Taiwan hand puppet drama from conventional and modern as well as from classical and contemporary revolution regarding female characters’ evolution in Taiwan hand puppet drama. This study has concluded that: 1. These three factors including “Creator’s ideals”, “Manufacturing techniques and skills”, and “Materials’ Usage” have brought different impacts to hand puppet completion, style, dedicate level , and durability which include hand puppet appearances and flexibility; 2. From its reality outlooks, two parts which contains “hand head” and “hand body” details and proportions is the biggest factor that causes visual differences in conventional and modern female hand puppets. Hand puppet displays multiple folk living styles’ self-portraits, a living style. All style revolution and manufacturing time, as well as its social atmosphere during performing also relate to Taiwan hand puppet drama changes; it also demonstrates changes for Taiwan society. Besides, via this study, its implications and results for Taiwan hand puppet drama changes can provide to Taiwan hand puppet drama performers or researchers in relevant fields some suggestions and references.
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