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The Director in Puppet Theatre

АBSTRACT
Waszkiel, Marek. The Director in Puppet Theatre.
In the Polish theatre of the second half of the 20th century, and it seems that 

also in that of the first quarter of the 21st century, the most important person is 
the director. Was it always so that puppet theatre equals the director? So, the ob-
jectives of this study to determine this problem. It was only in the 20th century, 
beginning with the period of the great reform of theatre, that the director was given 
unlimited competencies. In puppet theatre this process took much longer, because 
the classical style of theatre organization, derived from unaccompanied and pri-
vate enterprises of particular creators, also endured for longer. This profession was 
slow in developing.

Today, it is the director that rules supreme in a puppet theatre. But we are still 
taking about directorial space delineated a few decades ago. In practice, Polish 
directors are still convinced today that theatre is intended to tell stories. This pro-
cess eliminates puppetry as an independently existing art based primarily on the 
abilities of the craftsmen; on the miracle of animating a lifeless object, a puppet, 
whose magical life has so much to offer the spectators. On the contrary, axis of this 
process stand the artists who see the meaning of their theatrical expression in bring 
lifeless matter to life. This – when puppet theatre is, after all, a show; it is visual 
art in motion, not storytelling.
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АНОТАЦІЯ
Вашкель Марек. Режисер в театрі ляльок. 
У польському театрі другої половини ХХ ст., і, здається, що і першої 

чверті ХХІ, головною постаттю є режисер. Чи завжди було так, що театр ля-
льок асоціювався з режисером? Мета цієї статті – дослідити дану проблему.

Театр ХІХ ст. (драматичний театр, оскільки про театр ляльок того часу 
відомо не так багато) описується як епоха актора. І це правильно. Проте, 
навіть в той час постать режисера була присутня і мала значення. Його функ-
ція полягала в тому, щоб адаптувати авторський текст, підготувати його до 
постановки і призначити на ролі акторів. Але домінували актори. У театрі 
ляльок цього поділу на акторів і режисерів взагалі не було, тому що існу-
вав або мандрівний виконавець, який, по суті, був керманичем своїх власних 
ідей, або трупа, керована власником із залученням членів його родини або 
найманих ляльководів.

Лише у ХХ ст., з початком періоду великої реформи театру, режисерові 
було надано необмежені повноваження. Саме він міг стати художником те-
атру в крейгівському розумінні, а список бажаючих носити це почесне ім’я 
почав рости несподівано швидко. У театрі ляльок цей процес тривав набага-
то довше, оскільки класичний стиль організації театральної справи, успад-
кований від театрів без керівника і приватних антреприз окремих митців, 
теж довший. Зрештою, саме вони завжди були «художниками театру», навіть 
якщо переважно зосереджувались на мирських проблемах, турбуючись про 
власне виживання та добробут своєї родини. Мистецтво режисури театру ля-
льок, по суті, виникло лише після Другої світової війни.

Сьогодні ж в театрі, як це практикується в нашому культурному колі, 
головним був і залишається режисер. Саме він бере на себе відповідальність 
за тематику вистави, найчастіше, також за вибір літературного матеріалу; за 
вибір партнерів і співробітників, постановку завдань акторам, перебіг усіх 
етапів постановки та остаточну форму вистави. 

Але ми досі перебуваємо у межах режисерського простору, які було 
окреслено кілька десятиліть тому. У Польщі цей простір був сконструйова-
ний Владиславом Яремою – актором пересувних драматичних театрів, Генрі-
ком Рилою – вчителем і шанувальником ляльок, Яном Дорманом – шкільним 
вчителем та педагогом, Яніною Кіліан-Станіславською – мистецтвознавцем, 
Єжи Зітцманом – візуальним художником, Джоанною Пєкарською – візуаль-
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ним художником і радіоведучою, Алойзи Смолькою – вчителем. Цей список 
можна було б продовжувати і продовжувати; але ні професійних лялькарів, 
ні режисерів в ньому ми не знайдемо.

Протягом останньої чверті століття стало очевидним, що ми все більше 
і більше віддаляємося від міжнародного лялькового середовища. У минуло-
му головними перешкодами були, перш за все, централізована система управ-
ління театрами та дуже обмежений контакт із широким світом. У 1989 році 
ці перешкоди зникли. І все ж, ми все ще не беремо участь у найважливіших 
подіях, ми не беремо участі в міжнародній підготовці лялькарів, ми не спро-
можні багато запропонувати щодо нових театральних практик, нових техно-
логій, нових методів побудови взаємодії актора і ляльки. Ми також можемо 
мало що показати з традиційних жанрів. Багато чого змінилося з 1989 року, 
польська лялькова драма здійснила революцію (і сьогодні залишає уяву ре-
жисерів далеко позаду), але основний стиль побудови вистави залишається 
незмінним. Отже, де лежить проблема?

На практиці польські режисери все ще переконані, що театр має розпо-
відати історію, яка завжди має літературну форму у вигляді готової написаної 
п’єси за канонами драматургічних жанрів, яка вже існує або очікує на адапта-
цію, яка містила б неймовірно широкий спектр проблем, тем, конфліктів, що 
відповідають дійсності – загалом, з майже готовим театральним матеріалом.

Слід зауважити, що це лише один із використовуваних напрямків ді-
яльності театру ляльок. Цілеспрямований і дуже цікавий, напевно, але, як 
регулярно показує практика, далеко не тільки цим вичерпується потенціал 
ляльки як актора. Фактично, виявилося, що такий підхід спонукає ляльку 
до маргінального існування або, як це нерідко буває, повністю виключає 
його. Ми могли б скласти довгий список вистав, які були задумані як ляль-
кові, і які, зрештою, позбулися ляльок або, в кращому випадку, ляльки були 
не більш ніж знаками в них. Це, звичайно, не лялькові вистави, навіть не ті, 
що належать до кола постлялькового театру ляльок. Хто залишається на сце-
ні, то це – актори. Цей процес виключає лялькове мистецтво як таке, що іс-
нує самостійно, що засноване, насамперед, на здібностях майстрів, на магії 
оживлення неживого предмета, ляльки, чиє чарівне життя так наполегливо 
пропонується увазі глядачів.

На протилежній вісі цього процесу, так би мовити, стоять митці, які 
не мають нічого спільного з інституціями і які бачать сенс свого театраль-
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ного висловлювання у тому, щоб оживити неживе. Це, здається, і є суттю 
сучасного театру ляльок. У його центрі стоїть лялькар-творець, який біль-
шою мірою виконавець, ніж режисер. Він прагне знайти візуальну форму, 
щоб висловити через неї суть того, що він хоче сказати. Трапляється, що 
він завершує свої пошуки колекцією етюдів. Часом він розгортає своє ху-
дожнє висловлювання більш широко. Тоді він запрошує режисера, сцено-
графа, композитора – адже театральна робота завжди є актом колективної 
творчості. Але ця версія лялькового мистецтва є маловідомою і малошанова-
ною у Польщі. Достатньо, щоб ми згадали імена Пайви, Окамото, Шустера, 
Трантера, Бертрана, Буркетта, Фогеля або Соехлі; ми іноді висловлюємо своє 
захоплення їх виступами – і потому повертаємося до практики, яка знайома 
для нас. Чого очікує публіка? Чи дійсно вона хоче добре відомої історії, вко-
тре розказаної актором у химерному костюмі?

Висновки. Звичайно, в театрі є місце для кожного виду художнього ви-
словлювання, як і для добре начитаного режисера, навіть режисера, який 
пише власні сценарії. Але в той момент, коли це стає стандартною практи-
кою, яку використовують майже всі, ми вступаємо в абсолютно непрофе-
сійну сферу. Більшість «режисерів, які пишуть» не є драматургами, хоча 
вони дуже хочуть сприйматися як такі. Більшість з них насправді дивовижно 
працює з акторами. Але вони не відчувають природи ляльки. Ляльки про-
сто стоять на їх дорозі. По суті, ми часто бачимо вистави, які будуть більш 
привабливими, якщо їх транслювати на радіо. Зрештою театр ляльок – це 
видовище, це візуальне мистецтво у русі, а не розповідь. У польському теа-
трі ляльок режисер досить рідко є художником театру ляльок, і саме в цьому 
полягає парадокс.

Ключові слова: театр ляльок, режисер, театральна лялька, лялькар, 
оживлення предмету.

АННОТАЦИЯ 
Вашкель Марек. Режиссёр в театре кукол. 
В ХХ веке театр кукол прошёл длинный путь от полупрофессиональных 

бродячих трупп до режиссёрского театра. Сегодня главная персона в театре 
кукол – режиссёр. Именно он берёт на себя ответственность за тематику 
спектакля, чаще всего, за выбор литературного материала; за выбор партнё-
ров и сотрудников, постановку задач актёрам, за весь процесс производства 
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и окончательную форму спектакля. Но польский театр продолжает оста-
ваться в рамках режиссёрского пространства, созданного в минувшие деся-
тилетия. Режиссёры и сегодня глубоко убеждены в том, что театр должен 
рассказывать историю, в основе которой лежит литературное произведение. 
Фактически такой подход приводит куклу к маргинальному существованию 
или полностью исключает её из сценического действия, лишая театр кукол 
статуса самостоятельного искусства, основанного на способностях мастера, 
на магии оживления неживого предмета. На другой оси этого процесса – ху-
дожники, которые видят смысл своего театрального высказывания в том, 
чтобы оживить неживое. В конечном итоге, театр кукол – это зрелище, это 
визуальное искусство в движении, а не рассказ истории. 

Ключевые слова: театр кукол, режиссер, театральная кукла, кукольник, 
оживление предмета.

□      □      □

Background. In the Polish theatre of the second half of the 20th cen-
tury, and it seems that also in that of the first quarter of the 21st century, the 
most important person is the director. When a production is successful, his 
role inside the theatre may perhaps weaken a little as the actors come to the 
fore, but outside it, the première is routinely associated with the director’s 
name and it is the director that is later remembered. Stage designers get 
remembered with difficulty; these days, even the actors find it increasingly 
hard to enumerate the names of those who have collectively produced 
the visual side of the performances. Composers are virtually unknown, 
that is, usually a few celebrated names are mentioned, but hardly anyone 
links them with any première. The actors of puppet theatre are not even 
worth mentioning. The names of Józef Kaczorowski or Franciszek Puget, 
the leading lights of Polish puppetry in the 1950s, mean nothing today; 
neither do dozens of others, from various decades. Nowadays there is 
no one who would be able to enumerate actors from Jan Wilkowski’s 
Teatr Lalka in Warsaw, those of Zofia Jaremowa’s mask Teatr Groteska, 
Jan Dorman theatre, Leokadia Serafinowicz’s famous Teatr Marcinek. 
Andrzej Dziedziul is a name with no face attached; even the actors of 
Wiesław Hejno’s Mała Scena in Wrocław or of Białostocki Teatr Lalek 
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[BTL] are anonymous, even though the time of their glory was no more 
than two decades ago and almost all those who participated in the great 
premières of the 1980s or 1990s are still with us. If they names still function 
within the milieu, it is only thanks to the faculties of puppetry; they hold 
honourable professorial positions there, so they have pupils. Those who 
did not have the luck to land teaching jobs, disappeared. 

Most curious! Was it always so that puppet theatre equals the director? 
So, the objectives of this study to determine this problem. 

19th-century theatre (dramatic theatre, that is, for not much is known 
about puppet theatre of that time) is described as the era of the actor. 
And rightly so. Yet even there the director was present and did matter, 
even though his name and surname was not mentioned on the poster until 
more or less the beginning of the next century. His function was to impose 
order on the author’s text and prepare it for stage, and especially to assign 
roles to actors. But it was actors who dominated. In puppet theatre this di-
vision did not exist at all, because there was either an itinerant soloist, who 
essentially was the steersman for his own ideas, or a company directed by 
an owner making use of the members of his own family or hired puppe-
teers. Until the Second World War, to find the director’s name on a poster 
of a puppet performance is a great rarity. Even the first post-war posters 
did not report who the director had been; only the author of the text and 
sometimes the composer of music (songs) were mentioned. 

It was only in the 20th century, beginning with the period of the great 
reform of theatre, that the director was given unlimited competencies. 
It was he that could become the artist of theatre in the Craigian sense and 
the list of candidates to this honourable title began to grow unexpectedly 
fast. In puppet theatre this process took much longer, because the classi-
cal style of theatre organisation, derived from unaccompanied and private 
enterprises of particular creators, also endured for longer. After all, it is 
them that had always been the “artists of theatre”, even though they were 
often concerned with mundane problems, having to take care of their own 
survival and that of their families.

The art of puppet theatre directing emerged for good only after the 
Second World War. Since all the post-war puppet theatre in Poland was 
influenced by the Soviet organisational structure, which was modelled on 
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the organisation of dramatic theatres, the system that governed drama was 
transferred on to puppetry. From then on, dramatic theatre became the ref-
erence point and its organisational structure, with the attendant prestige, 
professional privileges and institutional duties, took hold over the pup-
peteers’ imaginations. Specialised theatrical sections were transferred to 
puppetry. They were detached, just as in dramatic theatres: the acting com-
pany, the auxiliary team, the director, the stage designer, the composer, the 
literary team, the stage technician section, art workshops and many other 
positions, depending on the show being produced, on the imagination and 
the needs of the director. When a few months ago I attended an internation-
al conference in Moscow, which addressed the role of a director in puppet 
theatre, I discovered that in Russia there are over fifty professions / posi-
tions assigned to puppeteers. Institutionalization favoured an employment 
system based on permanent posts of employment, and this, in turn, served 
to delimit the scopes of theatre-related professions. While in the early 
post-war period it still occasion a happened that the boundaries between 
particular specialties would be blurred, this resulted from the puppeteers’ 
poverty, the shortage of everything and the inevitable need to improvise 
things in order to actually arrive at a première. With time, specialties were 
becoming increasingly clear; institutions were looking for employees to 
fulfil strictly defined tasks – and these were subordinate to the director’s 
vision of the performance.

This is because in the theatre as practised in our cultural circle the 
director was, and still is, the chief person. It is he that takes the responsi-
bility for the topic of the performance most often also for the selection of 
literary material, as well as for the selection of partners and collaborators, 
the assignment of tasks to actors, the course of all the stages of production 
and the final shape of the performance. The director! In the past, his closest 
partner was the stage designer, because in the classical Polish puppet the-
atre, whose performances are mostly were staging, the entire represented 
world required to be visually rendered. The actors / animators were either 
wholly invisible or of little importance from the point of view of the rep-
resented world. This world required being created and in this respect, the 
director could at most provide inspiration to the visual designer, who was 
the true creator of the stage space and the characters (i.e. puppets). This is 
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the reason why this now distant period is spoken of as the era of superb 
creative pairs: Jaremowa – Mikulski, Wilkowski – Kilian, Serafinowicz – 
Berdyszak, Wieczorkiewicz – Serafinowicz, Hejno – Mydlarska-Kowal, 
Rau – Jurkowski, Tomaszuk – Malesza, to mention just a few creative duos 
form the past. They survived until the end of the 20th century and then dis-
appeared. For nearly two decades, there have been no such duos in Polish 
puppet theatres. Stage designers have retreated to the position of consul-
tants who are useful in the creative process, and are most often the authors 
of actors’ costumes; they do not share the responsibility of the final shape 
of performances. 

Today, it is the director that rules supreme in a puppet theatre. This 
profession was slow in developing. First, our post-war founding fathers of 
puppetry referred to their own experiences, analysed the achievements of 
their colleagues, adapting them to their own conditions and passing them 
on to successors who, in turn, passed them on to their pupils. The relay 
race of generations. Of course, each of them brought in something new, 
some on a great scale, some on a slightly smaller one. But we are still tak-
ing about directorial space delineated a few decades ago. In Poland, this 
space was constructed by Władysław Jarema – an actor of itinerant drama-
tic theatres, Henryk Ryl – a teacher and puppet aficionado, Jan Dorman – 
a schoolteacher and educator, Janina Kilian-Stanisławska – an art critic, 
Jerzy Zitzman – a visual artist, Joanna Piekarska – a visual artist and radio 
presenter, Alojzy Smolka – a teacher. This list could go on and on; but nei-
ther professional puppeteers nor directors are found on it. One of the few 
puppeteers of the first post-war years, Julian Sójka, was obliged to stay on 
the sidelines. The circle surrounding Jan Sztaudynger, the pre-war guru of 
puppetry, very quickly found itself outside the new order. Even Teatr Baj 
in Warsaw – which was the legend of the Polish post-war puppet theatre, 
but for a long time, in the post-war era, remained under the influence of 
pre-war ideas of puppet theatre for children – after the war revived with 
great difficultly and was nationalised as almost the very last. 

The new social, political and organizational order imposed 
a new model of operation. One of the first “trained” directors of 
puppet theatre was Jan Wilkowski. He completed a yearly directing 
course in Janina Kili an-Stanisławska’s school, just as Maryla Kędra, 
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Aleksandra Grzym ska, Jerzy Goc, who are now all but forgotten, 
and others. For a brief while, making use of a short-term scholarship, 
Wilkowski observed Bertolt Brecht. He certainly had an enormous 
talent, also for directing. Trained directors (by now without the inverted 
commas) were e.g. Krzysztof Niesiołowski, Michał Zarzecki (graduates 
of the Prague DAMU, 1958), Włodzimierz Fełenczak (DAMU, 1972), 
Tomasz Jaworski, Wojciech Kobrzyński and Konrad Szachnowski 
(Leningrad, 1978). Most of the Po lish puppet theatre directors of the older 
generation were granted directing authorisation by a Ministry decision 
in 1960; then a system of acquiring diplomas externally came into operation. 
As the academic education in puppetry developed, the Białystok academy 
was concerned with training directors from the early 1980s onwards, and 
the Wrocław one joined it in the 21st century.

All of this took quite a while; but for a long time the system of acquiring 
directing authorisation in Poland has been precise and operational. Theatres 
are also operational; so whence the problem of a director in puppet theatre? 
And is there any problem in the first place? Perhaps from the Polish, or even 
Easter-European perspective the problem is nonexistent. Only, for more or 
less a quarter of the century it has been getting increasin gly obvious that we 
are getting farther and farther away from the international puppetry milieu. 
In the past, the main obstacles were, above all, the centralised system of 
theatre management and the very limi ted contact with the wider world. 
In 1989, these obstacles disappeared. And yet, we are still absent from the 
most important events, we do not take part in the international puppeteer 
training, we have little to offer with respect to new theatrical practices, new 
technologies, new methods of constructing the actor – puppet relationship. 
We have equally little to show with regard to traditional genres. Much 
has changed since 1989, the Polish puppet drama underwent a revolution 
(and nowa days leaves the directors’ imagination far behind) – and yet the 
fundamental style of constructing a show remains the same. Is it because 
it is perfect? Not really, although it certainly does have many advantages. 
After all, many inte resting productions are staged, we win awards, we 
travel quite a lot. But for years no Polish puppeteer has entered the circle of 
masters. Those, we still have to invite from outside, from nearby countries 
and from farther away. So where does the problem lie?



1892018 ■ Вип. 51 ■ Проблеми взаємодії мистецтва, педагогіки та теорії і практики освіти

In the post-war past, it was the enthusiasts that would turn to puppet 
theatre directing. They would choose that theatre, because it was the 
best suited to their vision of how a performance should be constructed; 
whether it was one for adults or children did not matter much. This 
was the case with Jarema’s Cyrk Tarabumba (Tarabumba Circus) or 
Igraszki z diabłem (Playing with the Devil), Ryl’s Balladyna, Dorman’s 
Koziołek Matołek (Matołek the Billy Goat), Leć głosie po rosie (Fly, 
voice, over morning dew) by Gołębska / Zarzecki / Bunsch, Wesele 
(The Wedding) by Serafinowicz / Berdyszak, Snarska’s Pan Twardowski 
(Mr. Twardowski), Smandzik’s Ptak (The Bird), Wilkowski’s Spowiedź 
w drewnie (A Confession in Wood), Tryptyk władzy (Power Triptych) by 
Hejno / Mydlarska-Kowal, Samotność (Solitude) by Lazaro / Zitzman, to 
mention just a few from a very great number of titles. Their pupils derived 
from the circles of actors / puppeteers, sometimes less sure of themselves 
on the stage, but certainly intelligent and gifted with a theatrical sensitivity 
(although, as it was to turn out, not necessarily a puppeteer’s one). 
Many of them later acquired degrees in Polish Studies, which gave them 
a very through erudite grounding. They remembered mostly screen-stage 
performances and had very great ambitions as to the repertoire. Being 
totally isolated from both traditional puppetry and the innovations with the 
puppet as the central stage character, which only rarely reached Poland, they 
focused virtually all of their artistic investigations on literature. In practice, 
Polish directors are still convinced today that theatre is intended to tell 
stories; and that those always have a literary form in the shape of finished 
plays in literary genres either existing or waiting to be adapted, providing 
an incredibly broad range of problems, topics, conflicts, which correspond 
to reality – all in all, with a nearly ready theatrical material.

To point is, this is only one of the ways of practicing puppetry. 
A valuable and very interesting one, to be sure, but – as practice has 
regularly shown – decidedly not one that exhausts the potential of a puppet 
as actor. In fact, it has turned out that this approach sentences the puppet to 
a marginal existence or, as it quite often happens, eliminates it altogether. 
We have found an attractive term “theatre of form”, which is a hold-all 
to a certain extant and which permits us to do almost anything without 
consequences. Yet the consequence is there; it is the absence of our directors 
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on the international arena and, as a result, also the meagre presence of our 
performances in broader circles, which today is a commonplace problem. 
Of course, the large institutional system in Poland (and in our part of 
Europe) makes is possible for such a peculiar post-puppet puppetry to 
function in peace. But... this is not a very broad circle. It is to be hoped 
that in time, our onwards, “puppeteers” manage to join the international 
current in children’s theatre, where requirements as to the genre are less 
rigorously binding.

Thus, the Polish director, when invited to collaborate, will either 
propose to stage an existing literary work, or will accept the proposal, 
which the given theatre puts forward to him. Then beings a tedious routine 
of laborious literary analyses, the so-called table rehearsals; we multiply 
analyses, set down tasks, delineate characters, conflicts, tensions... 
And then, when finally we get onto the stage, when – just a little before 
the première – the actors are given relevant puppets, it turns out that this 
texts sound better without puppets; that all the laboriously constructed 
table-rehearsal or situational interpretations are simply more attractive 
as actors’ actions. We could make a long list of shows, which had been 
conceived as puppet productions and which finally got rid of puppets 
or, at best, puppets were no more than signs in them. These are certainly 
not puppet shows; not even ones belonging to the circle of post-puppet 
puppetry. Who remains on the stage are actors, better or worse ones, 
sometimes actors whose only advantage over the audience who watches 
them is the courage to be on the stage. If the text turns out to be engrossing, 
the theatre will count the attendance a success. This process eliminates 
puppetry as an independently existing art based primarily on the abilities 
of the craftsmen; on the miracle of animating a lifeless object, a puppet, 
whose magical life has so much to offer the spectators. But it is above all 
the directors who must be aware of this fact.

On the contrary axis of this process, so to speak, stand the artists who 
have nothing to do with institutions (a rarity in our country) and who see 
the meaning of their theatrical expression in bring lifeless matter to life. 
This seems to be the essence of contemporary puppetry. In its centre a pup-
peteer / creator stands, who is more a performer than a director. He reaches 
for visual form in order to formulate through it the essence of what he 
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wants to say. It does happen that he ends his investigations with a col-
lection of etudes. It also happens that he develops his artistic statement 
much broadly. Then he brings in a director, a stage designer, a compos-
er – because a theatrical work is always an act of collective creation. It is 
difficult to be self-sufficient in the contemporary world, which offers such 
a choice of materials, technologies, specialised abilities. But it is the pup-
peteer / creator’s vision that characterises the microcosm, which is being 
developed. The invited director plays the role of an expert, a sensitive ob-
server, a specialist conversant with the art of theatre, which can point out 
where lies some dangerous ground and direct both the intellectual content 
and the theatrical composition of the statement. He is usually anonymous 
and, in many cases, we are surprised that some puppeteer / creator had 
actually availed himself of the services of a director. But this version of 
puppetry art is both little known and little respected in Poland. It is enough 
for us to recall the names of Paiva, Okamoto, Schuster, Tranter, Bertran, 
Burkett, Vogel or Soehnle; we sometimes express our admiration for their 
performances – and then we return to practices that are familiar to us. What 
does the audience expect? Does it really want a well-known tale once again 
told by an actor in a bizarre costume?

Conclusions. Of course, in theatre there is space for every kind of 
artistic statement, also that of a well-read director; even that of a director 
who writes his own scripts. Yet at the point when this becomes a standard 
practice used by nearly everybody, we enter a totally unprofessional area. 
Most of the “writing directors” are not dramatists, although they very much 
want to perceived as those. Most of them actually work marvellously well 
witch actors. But – they have no feeling for puppets whatsoever. Puppets 
simply stand in their way. In effect, we often see productions, which would 
be far more attractive if broadcast on the radio. This – when puppet theatre 
is, after all, a show; it is visual art in motion, not storytelling. In Polish pup-
pet theatre, the director is rarely a puppet theatre artist, and this is where 
the paradox lies.
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