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1. Rationale for the Choice of Topic and Research Objectives 

 

The present research – looking back from the 2020s to the nationalization of 

Romanian puppet theatres in 1949 – encompasses a temporal distance of more than seven 

decades. This significant leap in time is not merely a linear historical retrospective, but also 

the exploration of a densely layered memory space. By now, the history of the 

institutionalization (1949) and early decades of Transylvanian Hungarian puppetry has 

almost entirely slipped out of the realm of cross-generational, living, communicative 

memory. The research is not driven by immediate nostalgia or lived trauma; rather, it is 

shaped by the milieu that organically carries the imprints of the examined era. During this 

period, under the years of the dictatorship, state puppet theatres were established one after 

another. The regime provided them with complete infrastructure, which had a strict 

ideological and educational purpose. A paradoxical situation emerged: the institutional 

frameworks created by the state and censorial confinement still, in a certain sense, resulted 

in professional openness. 

This research prominently examines the phenomenon where political pressure and 

the institutional straitjacket do not necessarily wither creativity, but channel it into a specific, 

hidden conduit, thereby amplifying it. The puppet proved to be a perfect tool for systemic 

critique: what would have seemed like an open provocation coming from the mouth or 

gesture of a live actor appeared as a harmless fairy tale in the case of an inanimate object, a 

stylized puppet. 

Communist cultural policy strictly regarded the puppet theatre as a pedagogical, 

ideological educational tool. However, one of the companies' greatest chances of survival 

stemmed from this condescending attitude: since they were considered peripheral in the eyes 

of the authorities compared to prose repertory theatres, party functionaries scrutinized formal 

experimentations less rigorously. Isolation, or confinement, paradoxically created the 

conditions for inward-turning, profound professional experimentation, the refinement of 

puppetry techniques, and the formation of the master-apprentice relationship. 

This research originally started from the premise of mapping the specific master-

apprentice relationship within the institutions. The focus of the dissertation expanded, 

however, the moment it became clear that individual destinies and master-apprentice chains 

cannot be separated from institutional history. In my dissertation, I seek to answer what 

phases this profession went through from the 1950s to the 2000s, and what opportunities and 

adversities the artists faced. My goal is not merely the chronological recording of data, but 
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that this work actively contributes to shaping and preserving the cultural memory of 

Transylvanian puppetry. 

The research is based on the fundamental premise that Transylvanian professional 

puppetry is not the so-called little sibling of prose repertory theatres, but a creative sphere 

with its own specific formal language, developing parallel to them. The aesthetics of the 

puppet theatre cannot be subordinated to the dominance of the literary text. Therefore, the 

present research proceeds from the recognition that the organic unity of stage imagery, 

puppets, movements, and sound – sometimes transcending the text – is a fundamental formal 

characteristic of puppet theatre. This dissertation undertakes the presentation of those 

defining artists, creative workshops, and institutions, without the knowledge of whose 

integrative role the understanding and exploration of Transylvanian Hungarian theatre 

history would remain incomplete. While Romanian and Hungarian prose companies often 

operated isolated from one another within their own linguistic milieus, puppet theatres 

formed a much more open environment due to shared visual codes. 

The dissertation designates the year 1949 as its research origin. This is the year that, 

with the establishment of the first official, state-funded institutions, unequivocally marks the 

beginning of professional puppetry in Romania. The primary endpoint of the historical 

investigation is 2003, the launch of university-level puppet actor training in Târgu Mureș. 

The thesis, however, concludes with a 2010 case study, a kind of aesthetic 'deep dive'. 

Considering the entirety of the Romanian theatrical map, Transylvania was situated 

as a kind of geographical and cultural periphery compared to the centre of Bucharest. This 

distance from the centre, complemented by the specificities of minority existence, often 

granted greater artistic freedom and enabled the exploration of unique aesthetic paths. 

Stemming from this complex system of relations, a prominent research question of the 

dissertation is the internal dynamics of multilingual institutional structures and cross-cultural 

permeability. 

Finally, the thesis places special emphasis on the genre's specific socio-historical 

function for the minority. During the years of the communist dictatorship and in the shadow 

of assimilation pressure, for the Hungarian sections, the puppet theatre was much more than 

a mere aesthetic space: it served as one of the last legally and institutionally operating 

cultural bastions of native language education and the preservation of minority identity. 
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2. Research Methods 

 

The methodological basis of the present research consists of the triad of archival 

research, oral history, and reconstructive experiments. This complex approach is essential, 

as the examined period (1949–2003) is gradually transitioning from lived experience into 

the closed past. The aim of the dissertation is to organically integrate slowly fading personal 

memories into the historical narrative of Transylvanian puppetry, authentically preserving 

the artists’ former lived experiences. 

The backbone of the research is provided by the analysis of official records, 

institutional documents, and contemporary press materials. Within the context of 

Transylvanian Hungarian theatre historiography, a highly important fact for my research has 

also been formulated: paradoxically, the most telling part of theatre archives is the absence 

itself. The processing of archival data therefore required rigorous source-critical 

deconstruction, during which the juxtaposition of different source types yielded results. 

Since the founding generation of Transylvanian Hungarian puppetry is no longer 

alive, the chain of direct experience transmission has been broken. To capture this 

increasingly fading, fragmentary memory material, the research turns to the tool of oral 

history, relying on the narratives of second- or third-generation artists. Oral narratives 

provide a reading of the past that is crucial primarily for understanding the events. The 

methodology of the research consciously does not attempt to retroactively smooth out 

narrative contradictions emerging in the interviews but interprets them as an integral part of 

the creative process and the functioning of memory. The methodological goal was to create 

an egalitarian, informal dialogue in which artists could speak freely. 

While the method of oral history serves to record background processes and personal 

narratives, the reconstruction of stage reality itself requires a different, specific approach. 

The formal language of puppetry is difficult to describe purely through verbal reminiscences, 

since the primary effective elements of puppet theatre are visuality and action. During the 

reconstructive experiments, I also examine the interaction of movements, the script, music, 

and the visual arts. 

In defining the examined corpus of the research, the aim was to select focal points 

and representative case studies capable of most authentically illustrating the formal, 

institutional, and social transformations of Transylvanian Hungarian puppetry. The selected 

case studies are not merely representations of isolated artistic achievements, but mark 
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individual milestones in the developmental arc that Transylvanian Hungarian puppetry has 

traversed over the past decades: 

 

• Censorship and visual abstraction: Ildikó Kovács's 1958 production of 

Moment. 

• The dominance of visual arts on the puppet stage: Pál Fux's 1970 

production of Maros és Olt [Maros and Olt]. 

• The survival of tradition and strict formal language: Pál Antal's 1993 

production of Lúdas Matyi [Mattie the Goose-boy]. 

• The fulfilment of professionalization: Gavril Cadariu's 2010 production of 

Légzés [Respiration]. 

 

As a method of theatre historiography, I utilize the Philther model. In contrast to 

previous, purely institution- or drama-centric historiographical practices, the Philther model 

considers the concrete, singular theatrical performance as the main object of investigation. 

The research does not strive to outline a comprehensive historical linearity but approaches 

from the direction of microhistory: it creates case studies from the complex analysis of 

significant or canon-forming premieres, incorporating theatre-historical context, theatrical 

practice, and reception history. 

The present dissertation adapts the focus of the Philther method to the specificities 

of puppetry. During the puppetry case studies, the traditional toolkit of the Philther method, 

which focuses on dramatic theatres, is supplemented with a special set of criteria unique to 

the genre: the reconstruction of the animation mechanisms that lie behind the visuality and 

remain invisible to the spectator. The methodological innovation of the present research lies 

in the fact that the author – as a degree-holding puppet actor – is able to understand, decode, 

and record this hidden technical knowledge, filtered through their own internal, professional 

experience. 
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3. Main Findings and Results of the Dissertation 

 

3.1. Before Institutionalization: Romanian and Hungarian Puppetry Traditions 

 

To understand the examined period in its entirety, we must clarify the immediate 

antecedents of the institutionalization of puppet theatres. The establishment of puppetry in 

Hungary took place through two distinct channels. While the sacred strand was nurtured and 

passed down by the church, profane influences were integrated into Hungarian culture 

through the mediating role of itinerant companies. This early synthesis of sacred and profane 

elements, and their subsequent separation, is crucial for my research because we will later 

see how state cultural policy systematically attempted to eradicate the transcendent from 

puppetry in order to replace it with a material-pedagogical function. 

The puppetry past of the Romanian language area preserves richer layers of tradition. 

In the surviving folk customs, the traces of sacrificial, funerary, and initiation rites can be 

distinctively recognized. As a researcher, I consider it important to emphasize that although 

Transylvanian Hungarian puppeteers, in terms of their cultural identity, may have been 

familiar with the traditions from Hungary, in practice, they still drew upon the coexisting 

Romanian folk puppetry as their primary source. This direct Transylvanian context explains 

why, after the 1949 nationalization, the Romanian and Hungarian sections – despite the 

ideological constraints – were often able to respond to the challenges of the era with similar 

aesthetic and technical solutions. 

 

3.2. The Soviet Model 

 

The establishment of the professional puppet theatre network began in accordance 

with the Soviet example, in tandem with the transformation of the political system. The legal 

basis for this process was provided by Presidential Decree No. 121, issued in March 1949. 

The decree defined the mass education and ideological rearing of the youth as the primary 

function of puppet theatres. In exchange for undertaking this task, the state guaranteed full 

budgetary financing for the institutions. The Soviet model served as a direct template for 

institutionalization in Romania. This system was highly centralized and subordinated to 

pedagogical and ideological considerations; at the same time, it brought about the 

professionalization of the genre. 
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3.3. The Puppet Theatre as an Ideological Tool 

 

The 1949 nationalization process meant not merely a change in institutional 

maintenance in the history of Romanian puppetry, but also a radical paradigm shift regarding 

its function. The regime consciously used existential security to buy the loyalty of theatre 

artists. While this new status provided predictability to the profession, it simultaneously 

dismantled the nonconformist independence stemming from the itinerant puppeteer 

existence. In parallel, the genre became a prominent ideological tool of the party-state, one 

of the earliest arenas for cultivating the socialist human type. Although the scripts and the 

repertoire were subjected to strict censorship by the party-state, the formal language of the 

puppet theatre also provided a peculiar refuge for the artists. While the text proclaimed the 

mandatory socialist optimism and ideology, the design of the puppets, the grotesque quality 

of movement, or even the accompanying music could subtly counterbalance, and sometimes 

even place the official rhetoric into a directly ironic context. The puppet theatre, therefore, 

did not simply bypass censorship, but created a symbolic arena where the struggle for 

meaning took place on the plane of the puppet screen, utilizing the tools of visual 

dramaturgy. 

 

3.4. The Development of the Transylvanian Institutional Network (1949–1950) 

 

The history of the institutionalization of Eastern European puppetry is built upon a 

specific historical paradox, as the professionalization and development of the genre were 

made possible precisely by the emerging communist dictatorship. This sudden 

institutionalization took place in a kind of professional vacuum. Since there was no 

professional puppetry training, the technical subtleties of puppet manipulation were acquired 

through experimentation during the rehearsal processes. In the new institutions, the regime 

saw a tool for the ideological education of rising generations and the formation of the new, 

socialist human type. The system offered a bargain: in exchange for complete financial 

security, puppet theatres had to become mouthpieces for propaganda and popular education. 

Within this national structure, Hungarian-language puppetry also gained space in Târgu 

Mureș (1949), as well as in Cluj and Oradea (1950). For its own political goals, the regime 

created the physical and financial conditions for professional puppetry, but this stable 

infrastructure ultimately led to the genre being able to outgrow its mere ideological function 

in the long run and create genuine aesthetic values. 
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The historical antecedents of the Târgu Mureș puppet theatre begin in 1948. The 

members of the puppet group established at this time did not yet possess comprehensive 

professional knowledge of the genre, so the prose repertory theatre model became their 

primary point of reference. The most important step toward actual professional 

independence occurred in April 1951, when the puppet section received its own performance 

space. The building served as a kind of protected incubator where, even amidst the pressures 

of political and professional expectations, an independent puppetry formal language specific 

to Târgu Mureș could begin to take shape under the leadership of Pál Antal. 

In Cluj, the plan to launch the Romanian and Hungarian sections in parallel was not 

merely a cultural-political gesture, but also the beginning of a forced symbiosis. Here, it was 

not a grassroots artistic demand seeking its form, but trade union decision-making that 

designated the place of puppetry within the new social order. The turning point came in 

February 1950, when the institution officially opened its doors as a state-funded, 

professional puppet theatre. The fact that the staff of the Opera House assisted in equipping 

the theatre also initiated the theatricalization of the puppet theatre. The puppetry did not seek 

its own abstract language but strove to become a miniature replica of the prose repertory 

theatres. By 1951, the theatre was also experimenting with performances for adults, which 

can also be interpreted as reclaiming the status of puppetry art. This internal dissatisfaction 

was the engine of the process that later led Cluj puppetry out of the pigeonhole of didactic 

socialist realism and paved the way for Ildikó Kovács's subsequent reforms. 

Almost simultaneously with the institutional foundation in Cluj, at the end of 

February 1950, the Oradea State Puppet Theatre also began its operations, as a section of the 

prose repertory theatre. By categorizing puppeteers into the "little theatre" or "doll theatre" 

category, the regime simultaneously deprived the genre of participation in adult social 

dialogue. This artificially maintained infantilization was the first real straitjacket for the 

Oradea puppeteers. One of the most severe contradictions of institutionalization was that, in 

the very first period, the program was changed weekly; the emphasis was on quantitative 

output and continuous presence. In 1955, the puppet theatre was able to move into the Black 

Eagle Palace. Here, the visual artist vision of Pál Fux and the directorial vision of Ildikó 

Kovács established an experimental aesthetic capable of conveying a valid artistic message 

not only to children but also to an adult audience. 

Despite the different historical antecedents of the three cities, the lessons of the 

process can be brought to a common denominator, above all along the lines of the dominance 

of the prose repertory theatre aesthetics. Although this kind of guardianship provided 
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infrastructural security, aesthetically it hindered experimentation. This aesthetic dependence 

was further deepened by the industrial-scale artistic production characteristic of the era, in 

which the conflict between quality and quantity became almost irreconcilable. Another 

critical element of the process was the artificially maintained infantilization and social 

isolation of the genre. The history of institutionalization can also be described as a struggle 

for spaces, where spatial symbolism closely intertwined with creative freedom. The 

possession of a building made it possible for those protected workshops to emerge where the 

internal laws of material and movement could become primary. The period between 1949 

and 1955 was the era of the awakening of professional self-awareness. The founding years 

served as a foundation, because it was here that the vision was forged which ultimately 

transformed the compulsory structures into a tool of artistic self-expression. 

 

3.5. Festivals 

 
One of the fundamental objectives of this dissertation is to draw a coherent, linear 

arc in the institutional and aesthetic developmental history of Romanian puppetry. 

Inevitably, the question arises: what happened in the more than half-decade that passed 

between the institutional foundations of 1949–1950 and the first major festival in 1956? 

Following the rapid wave of foundations in 1949–1950, the Romanian puppetry 

profession soon faced a lack of qualitative and methodological uniformity. Although a 

certain degree of experience exchange existed between theatres, this was largely exhausted 

in the dramaturgical study of specific, mostly Soviet, plays. The research proves that the 

half-decade since the foundations was not spent with the workshops in isolated search of 

paths. By the time the first national Week of Puppet Theatres was organized in 1956, the 

profession already possessed a grassroots base built on active knowledge sharing. 

In the first week of October 1956, the Romanian Ministry of Culture organized the 

Week of Puppet Theatres in Bucharest, which was a review of local puppet theatres. The 

event was originally also a competition. Ostensibly, the event was intended to demonstrate 

the communist party's culture-supporting role; however, the timing of the festival – barely a 

few weeks before the outbreak of the Hungarian Revolution – places the event in a 

paradoxical historical context. From a researcher's perspective, it is noteworthy that the 

festival also functioned as a kind of safety valve. After the "grinder mode" of continuous 

production that had lasted since the foundations, this was the first occasion where the 

companies had to pause and present representative quality. This forced pause gave birth to 
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reflection, which initiated an internal professional discourse on the true, material-specific 

possibilities of the genre, as opposed to the imitation of the prose repertory theatre. The 

Week of Puppet Theatres not only demonstrated the successes of the regime but also 

unwittingly provided space for a professional awakening that was no longer satisfied with 

the designated educational role but strove to create its own aesthetic identity. 

All three Hungarian companies participated in the meeting. The Hungarian company 

of the Cluj State Puppet Theatre presented its production of Lúdas Matyi (Mattie the Goose-

boy), directed by András Hunyadi, which won first prize. The Târgu Mureș performance of 

A tenger őre [The Guardian of the Sea] directed by Pál Herskovits was also awarded; since 

the message of the work met the ideological expectations of the era, it enjoyed recognition. 

In contrast, the Hungarian company of the Oradea State Puppet Theatre merely received an 

honourable mention for its productions of Don Quijote [Don Quixote] and Szarvaskirály 

[The King Stag] directed by Ildikó Kovács, designed by Pál Fux. The choice of Don Quijote 

by the Oradea company can also be interpreted as a kind of intellectual breakout attempt. 

Here, the puppet is no longer the instrument of an instructive tale, but the carrier of 

philosophical abstraction. While the jury believed that the Oradea company did not respect 

the fundamental principles of the genre, what actually happened was that puppetry here left 

its designated didactic territory and strayed into realms where meaning could no longer be 

unequivocally controlled. In connection with the meeting, critics clearly identified two 

parallel trends in the artistic practice of local puppet companies. One, under the guise of 

realism, competes with the stage, and the puppets move like humans. The other trend 

approached a symbolic-stylized mode of performance to a greater or lesser extent. 

The goal of the First Bucharest International Puppet Festival, organized in 1958 (May 

15 – June 1, 1958), was for puppeteers from different countries to learn about each other's 

work and exchange experiences. During the same period, the sixth congress of UNIMA 

(International Union of Marionette) was also held in Bucharest. For the Romanian state 

party, hosting the festival primarily meant demonstrating socialist cultural superiority; 

however, the regime unwittingly allowed the influx of the Western avant-garde and rule-

breaking minimalism, thereby triggering a change in the mindset of local artists as well. 

Contemporary criticism (and the jury's decisions) unequivocally proclaimed the cultural and 

institutional superiority of the socialist bloc. Although the virtuosity of individual artists or 

small companies from Western countries was acknowledged, the most outstanding, 

complete, full-length productions – and thus the main prizes – came from the socialist 

countries. This was regarded as vindication of the effectiveness of state support and the 



 12 

possibilities offered by socialist realism. The jury also evaluated specific theatrical functions 

separately: it is important from the perspective of Transylvanian Hungarian puppetry that 

the award for best music was received by the Hungarian section of the Oradea State Puppet 

Theatre. 

The most exciting lesson of the festival was the emergence of the aesthetics of 

double-speak. The practical experience of the festival showed how the genre could step 

beyond the didactic children's theatre frameworks of previous decades and present 

autonomous artistic values even alongside the official expectations of socialist realism. For 

local artists, the most important aesthetic conclusion was the disintegration of the "miniature 

adult theatre" concept, as those productions that wanted to copy the realistic prose repertory 

theatre failed in the face of abstraction and visual metaphors. The Czechoslovaks, the Poles, 

the Japanese, and the West German Roser showed the puppeteer. The puppet screen, which 

until then had been a tool for concealing the puppeteer, collapsed. The festival also did away 

with the stereotype that the puppet is exclusively for entertaining children: it was proven that 

the puppet stage could be an excellent and effective terrain for political theatre, for sharp 

social critique aimed at adults. At the same time, the review clearly showed the shortcomings 

of puppet dramaturgy: a brilliant literary text or mere verbality does not help the puppet 

performance if it is not backed by appropriate animation. 

The 1958 festival was not merely an international meeting but an accelerated 

masterclass in Romanian puppetry. Within this festival environment, it is particularly 

important to examine the position of the Transylvanian Hungarian puppetry workshops. 

These artists moved in a specific, dual cultural and institutional space: on the one hand, they 

were bound by the central repertoire policy of the Romanian state institutional system; on 

the other hand, they maintained an intellectual connection with Hungarian literary processes. 

The Bucharest festival was the cultural intersection for them where, alongside Soviet 

methodology, they could directly encounter the Western avant-garde. 

From this perspective, the work of the Hungarian section of the Oradea State Puppet 

Theatre, director Ildikó Kovács, and designer Pál Fux stands out: Emberke, oh! [Oh, Little 

Man!] a play by Miklós Mészöly, which, after mutilation by censorship, was ultimately 

premiered under the title Moment. Moment was a peak achievement of visual minimalism 

and pure theatrical abstraction. This is not merely one production among many, but also the 

aesthetic pathfinding formulated in the title of my dissertation: in the Transylvanian story, it 

is the artwork through which it can be caught in the act that Transylvanian puppetry activity 

crossed the boundaries of mere ideological education and became ennobled into a 
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philosophical art without words. In this performance, technical innovation lies in the 

elevation of the bare hand into a dramatic tool and the dramaturgical application of light. 

 

3.6. Case Study: Ildikó Kovács, Moment, 1958 

 

The reason for the creation of the production was that the Oradea State Puppet 

Theatre received an invitation to the First Bucharest International Puppet Festival organized 

in 1958. Together with her creative partner, Pál Fux, Ildikó Kovács renewed and gave an 

experimental character to Oradea puppetry. The duo created a theatre with a completely new 

approach, which elevated the discourse about the genre of the puppet to a social level. The 

choice of the non-verbal formal language can also be interpreted as a strategic decision. 

Abandoning verbality not only increased accessibility for the international audience but 

simultaneously created a kind of semantic openness in which associative, ambiguous images 

dominated instead of concrete ideological statements. This ambiguity could reduce the direct 

political readability of the production, while providing an opportunity for the spectator to 

interpret what they saw along the lines of their own experiences. 

Although the company believed that the most suitable production to participate in 

the festival would be Emberke, oh! (Oh, Little Man!) written by Miklós Mészöly, it could 

not be presented in its entirety. Margareta Niculescu, who acted as a one-person jury and 

censor, had the sections formulating social critique deleted, thus only about half of the 

production was presented to the audience at the puppet festival, together with Antonin Wolf's 

horror parody Kecafán és Hacafán, which had premiered a year earlier, under the title 

Moment. 

In this case, the dramatic text functioned not as a closed literary work but as an open 

score. During the stage realization, the role of the text was gradually pushed to the 

background, while the musical and visual elements took over the primary function of 

meaning creation. The form applied in the first act of Moment, where the bare hand and a 

sphere placed on the index and middle fingers constitute the figure itself, deviates from 

classical glove puppet technique. On the bare hand, every tiny muscle tremor, and thus the 

movement of the fingers, becomes a carrier of meaning. For the little man to appear not 

merely as a hand holding a sphere, but as a living, independent entity, the puppet actor must 

consciously transpose their own breathing into the tiny, rhythmic rising and falling of the 

hand. 
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In the first act, music played a defining role, because the soundscape was not 

supposed to fulfil a background role, but to emphasize the accentuated moments of the 

action. The minimalist, stylized, and abstracted visual design conceived by Pál Fux was 

considered a form of experimentation. Ildikó Kovács recognized that this extremely 

abstracted puppet form is excellently suited for conveying deeper philosophical thoughts. 

The set design did not depict a concrete location or time, but created a universal, stylized 

space in which the stages of birth, awakening of consciousness, and social integration could 

become independent of the aesthetic expectations of 1950s realism. 

The production Moment was awarded a music prize at the First Bucharest 

International Puppet Festival. There is no information indicating that, despite the achieved 

successes, the Kovács-Fux duo's production was presented to the public in any form outside 

of its festival appearance. The non-verbal, abstract, and symbolic formal language of 

Moment – as evidenced by the previous three-week debate with the censorship committee – 

was far too risky to become part of the everyday repertoire of the Oradea puppet theatre. The 

archival absence surrounding the afterlife of the production is therefore not merely data loss 

in this case. Rather, it may be the imprint of an institutional self-defence reaction and silent 

censorship: to avoid conflicts, the theatre simply did not keep the production on its program, 

so the documents related to it could not even be created. 

 

3.7. The Designer as Director: Pál Fux’s Oeuvre in Oradea 

 

To understand Pál Fux's artistic vision and later theatrical formal language, we must 

reach back to his student years in Budapest, when he learned the rules of image composition 

and colour usage from Sándor Bortnyik, a prominent figure of the Hungarian avant-garde 

and constructivism. This refined, geometric, and stylized visual world defined his entire 

oeuvre. Geometric abstraction inherently precludes that didactic, illustrative realism which 

the party-state's cultural policy expected of him. In this visual austerity, the puppet is not a 

human imitation, but a compressed symbol, which, precisely through its stylization, is 

capable of slipping through the cracks of censorship: what could not be named in the 

language of realism, Fux's abstract forms could state with impunity. 

Ildikó Kovács and Pál Fux consciously broke with the mandatory realistic method of 

puppet depiction of the era and introduced a radically new formal language. This 

experimental workshop practice proves my thesis most strongly: the peripheral position of 
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the puppet stage enabled the kind of profound immersion that would have been unimaginable 

in the mainstream. 

The regime viewed puppeteers merely as ideological kindergarten teachers and 

mobile agitators, while they were already probing the deepest philosophical questions of the 

world literature canon. Following his 1971 Asian tour, Nicolae Ceaușescu issued the so-

called "July Theses," which put an end to the previous cultural thaw and demanded the total 

domination of the Party, as well as aggressive socialist education from the theatres. In this 

new, oppressive environment, Fux's formal language was no longer tolerable for the regime. 

Fleeing the threat of the dictatorship, Pál Fux emigrated to Israel in 1972, thereby closing 

one of the most innovative eras of Oradea puppetry. The balance of Pál Fux's Oradea period 

proves that the puppet theatre was capable of the synthesis of artistic branches during this 

period: avant-garde fine arts, music, and stage acting had already become equal elements 

here. 

 

3.8. Case Study: Pál Fux, Maros és Olt [Maros and Olt], 1970 

 

The premiere of Maros és Olt took place at the 1970 Week of Puppet Theatres in 

Constanța. Director Anna Benedek's rhetoric and the strategy underlying the choice of the 

play excellently exemplify the dual pressure on institutional leaders of the era. Putting a folk 

ballad of Romanian origin on the program and framing it as sincere patriotism was clearly a 

gesture towards the regime. At the same time, Pál Fux's formal language was able to preserve 

its artistic integrity even within this mandatory ideological framework: he staged the 

patriotic narrative not with the illustrative pathos expected by the party-state, but with a 

refined visual harmony balancing on the border of folk art and abstraction. This aesthetic 

compromise allowed the production to conform to official cultural policy while continuing 

to operate the experimental spirit represented by Fux. 

Pál Fux opposed playing without a puppet screen. For Fux, strict adherence to the 

screen was much more than a tradition-preserving gesture; it constituted the fundamental 

pillar of his directorial and visual arts concept. As he also formulated in his own artistic 

credo, for him, puppetry is a graphic coming alive in space and time. The frame (the screen) 

was essential for the puppet to maintain its compressed, autonomous character and not 

become a mere prop of the actor standing next to it, animating it. 

The archive of the Szigligeti Theatre in Oradea preserves two photographs in the 

documentation of the production; however, the two different types of puppets did not feature 
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in the same production, either from a manipulatory or an aesthetic point of view. On 

September 6, 1970, another production titled Maros és Olt was presented at the Romanian 

section of the Oradea puppet theatre, for which Pál Fux was the visual designer, but the 

director was Eugen Țugulea. Institutional memory and official archival systematization were 

haphazard, even explicitly misleading: based on the title of the production, it filed two 

visually and technically markedly different formal languages into one folder. It was here, 

during the researcher's search for connections, that the indispensability of involving practical 

professional knowledge manifested itself most clearly. Merely through the static analysis of 

theatre-historical photographs, this error would have remained hidden, because the 

contradiction could only be resolved by animation experience capable of decoding the 

hidden mechanics of the puppets. 

In the production of Maros és Olt, eleven actors worked on portraying fourteen 

characters. Fux demanded maximum discipline and millimetre-precise movement from the 

actors. Behind a narrow puppet screen, the manipulator's task inevitably became dominant 

over the perfection of speech technique. The actor's body and concentration primarily served 

the creation of the image, thus beautiful speech in the traditional sense was pushed to the 

background. The fallibility of the spoken text was actually the dark side of visual discipline. 

In this altered, increasingly strict cultural-political atmosphere, Pál Fux's refined, 

abstract formal language found its place in the system of official expectations with growing 

difficulty. Thus, Maros és Olt became one of the works that represented the fine arts-focused 

experimentation before Fux's emigration in 1972 and the closing of this era of the Oradea 

puppet theatre. 

 

3.9. Pál Antal’s Five Decades on the Târgu Mureș Puppet Stage (1949–1999) 

 

Pál Antal came into contact with the Târgu Mureș puppet theatre as a medical 

student. Since he did not graduate from a specialized university, he acquired the tricks of the 

puppetry profession in a self-taught manner. His working method was characterized by rigor, 

authoritarianism, and precision taken to the extreme. He created in an explicitly dictatorial 

style, according to the principles of director's theatre. In contrast to Ildikó Kovács's more 

liberal approach, Pál Antal demanded meticulously calculated, clean, and tight forms from 

the actors. Following the traditions of the Russian Obraztsov school, he expected the actors 

to master perfect and hair-splittingly precise puppet manipulation techniques, which became 

one of the trademarks of the Târgu Mureș puppet theatre. This hair-splittingly precise 
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technical expectation and tightness was Pál Antal's answer to the uncertainty of peripheral 

existence. For him, the perfect and disciplined manipulation of the puppet made the 

production professionally unassailable. His directorial career started in the so-called 

naturalistic period, when the puppet theatre still tried to copy the tools and forms of live 

theatre in miniature. Later, however, he realized that puppetry art has its own unique laws, 

and one must seek visual, stage solutions that live actors cannot realize on the main stage. 

The magnitude of his legacy is proven by the fact that the theatrical machinery and 

repertoire he built was so stable that it kept the theatre running smoothly even after his death, 

and during later changes of directors and crises. These plays were not simply old 

productions, but rituals of institutional continuity. This stability provided the minority 

community with the experience of cultural permanence. Pál Antal's machinery thus became 

one of the most enduring constructions of Transylvanian Hungarian puppetry. Pál Antal, 

therefore, did not only produce artistic products but also preserved a kind of collective 

memory. 

 

3.10. Case Study: Pál Antal, Lúdas Matyi [Mattie the Goose-boy], 1993 

 

The years after the regime change resulted in a critical period at the Ariel Youth and 

Children's Theatre: from 1989, within four years, nine of the twelve actors left; therefore, 

out of the twenty-two plays in the repertoire at the time, the number of old productions that 

could be performed was reduced to five. The director of the theatre, Pál Antal, reorganized 

the puppet theatre with young puppet actors learning the profession. 

The crisis period actually meant a very intensive and very beautiful creative process, 

which in fact served as a school for the youth: in the old, renewed productions already 

recorded on magnetic tape, they were given manipulation tasks that they had to perform 

following the model of the actors who had left the company. In practice, this meant they had 

to manipulate the puppets to the voice of the old actor. This method of learning the roles, 

born as a makeshift solution, substituted for the official training of Transylvanian Hungarian 

puppet actors and functioned as a kind of practical curriculum. Since in the early nineties, 

higher education, academy-level puppet actor training was still yet to come, the members of 

the newly arriving generation acquired the basics of the profession in a traditional master-

apprentice relationship. The magnetic tape, therefore, conserved not only the text but also 

that imperishable discipline which made this era of Târgu Mureș puppetry a point of 

reference. 
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Lúdas Matyi premiered in September 1993; decades later, the Hungarian company 

of Ariel still performs the production. In 1993, Pál Antal only made minor modifications to 

the script of Lúdas Matyi adapted for the puppet stage by András Hunyadi in 1958. Over the 

decades, official institutional memory and printed playbills recorded a simplified narrative 

adjusted to the respective present, thereby casting the true dramaturgical development of the 

script into oblivion. During the researcher's exploratory work, the recorded audio material 

proved to be the only authentic document resistant to institutional forgetting. 

In Pál Antal's direction, the most striking form of the conflict between power and the 

average person is the appearance of the puppets. The director worked with a stopwatch: for 

him, technical perfection accurate to the second meant not the stifling of creativity, but the 

guarantee of a professionalism equal to that of prose repertory theatres. With the cessation 

of directorial authority, the production did not fall apart but became the collective property 

of the company. Pál Antal created and left behind a self-operating theatrical machinery 

which, even without the physical presence of its creator, keeps the production alive through 

internal solidarity and fixed motor memory. 

 

From the perspective of the puppets, interesting solutions were born: the puppets in 

the main roles were made using the wayang technique; the supporting characters, the 

fairgoers, and the villagers are stick puppets, with a single rod, suitable only for being held 

up and for a few simple movements. This duality in puppet technique is actually a pinpoint 

accurate metaphor of the social order locked into material: the main characters possess an 

independent, articulated gesture system, while the field of movement for the puppets 

depicting the people is reduced; they are the passive sufferers of history. The structural build 

of the puppets thus becomes invisible social critique on Pál Antal's stage. 

While in the experimental production of Ildikó Kovács and Pál Fux (Moment) music 

stepped forward as an autonomous dramaturgical force, for Pál Antal music remains a 

strictly functional, illustrative tool. In the case of Lúdas Matyi, the folk song inserts do not 

override the directorial vision but fit into that mechanism, calculated accurately to the 

second, which characterized Antal's work. Here, the music reinforces the realistic mode of 

depiction and the clean, narrative theatrical form. The two different uses of music perfectly 

map the two directorial attitudes: interdisciplinary, open experimentation versus closed, 

classic form creation controlled in every element. 
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3.11. Ildikó Kovács and the Aesthetic Turn of the Cluj Puppet Stage (1959–1984) 

 

Ildikó Kovács's oeuvre as a puppet director is one of the most exciting and 

progressive chapters in the history of 20th-century Transylvanian Hungarian theatre, which 

combined groundbreaking visuality with deep human content on the puppet stage. She 

founded her movement culture with Valéria Dienes, an outstanding figure of the art of 

movement. In addition, she received crucial visual education in the free school of the Brașov 

avant-garde visual artist, János Mattis Teutsch. The puppeteer must first neutralize and 

master their own body so that they can then project their energies into an inanimate object. 

Abstracting from realistic forms enabled Ildikó Kovács to preserve the puppet stage as a 

terrain of intellectual freedom: while in the language of realism every spoken word could be 

held accountable, in the abstracted visual world, meaning could remain multi-layered. Due 

to an escalating political and professional conflict, she was forced to leave Cluj in 1955, 

which created an opportunity for her to co-create in Oradea with Pál Fux, whom she had met 

earlier. During their joint work, in contrast to text-centricity, they elevated fine arts, music, 

and movement into storytelling elements of equal rank with the text. 

In 1959, the Cluj company called Ildikó Kovács back. At this time, she established 

her own experimental studio for the continuous training of the company. The pantomime 

group called MIM7 grew out of this studio work. MIM7 was not merely a pantomime group 

but also a tool for counterbalancing censorship: in wordless acting, the regime hardly had a 

grip on meaning, thus the company could dissect the deepest human and social questions 

with impunity. 

Ildikó Kovács's directorial method was democratic, as in her working method the 

encounter between the puppet and the actor is an organic process, where knowledge is not 

dictated from above but is born during experimentation, during the rehearsal process. This 

approach made the Cluj company a true intellectual workshop, where the puppet actor is not 

merely an executor but a co-creator. This profound laboratory work truly came to fruition in 

the adult productions of the 1960s. It was in the production of Szentivánéji álom [A 

Midsummer Night's Dream] that she definitively dismantled the frameworks of the closed, 

screen-based illusion theatre. By dismantling the frames of the puppet screen and making 

the actor's body, the mask, and the black light theatre equal signs, she proved that the puppet 

stage is not a miniature replica of reality, but its compressed, highly stylized form. For her 

students, this meant the true school, which bridged the lack of official academic training and 

ensured the aesthetic continuity of puppetry. 
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3.12. New Structures After the Regime Change 

 

One of the most striking structural characteristics of the history of Transylvanian 

Hungarian puppetry is the nearly half-century of institutional immobility that stretches 

between the nationalization wave of 1949 and the foundation in Sfântu Gheorghe in 1998. 

This long vacuum did not indicate a lack of professional demand but was a direct 

consequence of total party-state centralization. Puppetry operated as a so-called state 

monopoly, but the 1989 regime change brought a radical turn: the establishment of the three 

new institutions examined represents a fundamental paradigm shift: decentralization. The 

examples of Sfântu Gheorghe (1998), Timișoara (2001), and Satu Mare (2003) prove that 

the puppet theatre was no longer merely a pedagogical auxiliary tool but had become one of 

the most important bastions of regional identity and linguistic survival. During the period of 

decentralization, the relationship between puppet sections and the hosting prose repertory 

theatres fundamentally transformed: the aesthetic guardianship characteristic of previous 

decades was replaced by a modern system of administrative and infrastructural dependence. 

This situation gave rise to a peculiar paradox: although puppeteers aesthetically stepped out 

of the shadow of the prose repertory theatre, institutionally they were established as its 

sections. 

The appearance of Sfântu Gheorghe on the puppetry map meant the end of the 

artificial rigidity that had lasted for decades. The infrastructure was provided by the local 

prose repertory theatre. At this point, the modern version of the previously analysed prose 

repertory theatre guardianship can be detected. While in the fifties the prose repertory theatre 

also meant a forced aesthetic trajectory, by 1998 this gesture offered a kind of infrastructural 

protective umbrella. By the large institution taking over the economic and logistical burdens, 

the forming puppetry team was exempted from the immediate compulsion of market survival 

and could devote all its energy to developing its own identity. This symbiosis, therefore – 

despite administrative dependence – gave birth to aesthetic and experimental freedom. 

Kálmán Nagy Kopeczky was invited to professionally direct the initiative. He is the artist 

who combined the spirit of the self-taught great generation with the international 

methodologies that became available after the regime change. 

In Timișoara, the puppet section was established in 2001 not as an independent entity, 

but as a hybrid unit integrated into the prose repertory theatre organization. Although the 

theatre hires puppet actors, to this day they do not form a separate company but become 
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members of the large company. This solution maintains the dominance of the prose repertory 

theatre. Amidst the demographic conditions of the Banat region, the function of the puppet 

theatre appreciated: it became an important tool in the struggle against mother-tongue 

assimilation. Here, the children's theatre framework does not mean infantilization, but 

represents a bastion for linguistic foundation. The Timișoara model represents a specific, 

intermediate phase of professionalization, where professional development and institutional 

embeddedness are in constant tension with each other. While in Sfântu Gheorghe, existing 

as a section brought aesthetic sovereignty, in Timișoara, organic assimilation into the prose 

repertory theatre structure also resulted in a kind of invisibility. The Timișoara example thus 

highlights that this hybrid existence, although providing economic stability, hinders the 

formation of an independent aesthetic workshop. 

The history of the institutionalization of the Satu Mare puppet theatre carries the 

paradox of vulnerability and creative freedom: they were stranded outside the official 

structure, but precisely this outsider status created the space to launch genuine, grassroots 

workshop activity. At the launch of Brighella, Ildikó Kovács's presence served as a bridge 

of professional continuity between the great predecessors and the new, path-seeking 

generation. For years, the fate of the company depended on the momentary priorities of 

political decision-makers and the prose repertory theatre bureaucracy. In Satu Mare, the civil 

sphere (a foundation) became the sustainer of professionalism during the crisis, which proves 

that community demand was by then stronger than the receptive capacity of the official 

institutional system. The final institutionalization in 2003 was not a favour, but a success 

forced by the professional results demonstrated by Brighella and community pressure. The 

example of Satu Mare proves that on the path of professionalization, integration into the 

prose repertory theatre is a double-edged sword: it provides the necessary stability and legal 

status, but in the meantime leaves the puppetry profession vulnerable to the economic and 

political environment of the parent institution. Although in all three cases a modern form of 

prose repertory theatre guardianship ensured the professional frameworks, the results and 

the degree of professional independence show a different picture from city to city. The most 

important lesson of the examined period is the tension between aesthetic freedom and 

infrastructural vulnerability. The example of Sfântu Gheorghe proved that the prose 

repertory theatre background can also mean genuine support. In contrast, the case of 

Timișoara warns of the dangers of assimilation, while the history of Satu Mare is the 

convergence of existential uncertainty and civil initiatives. 
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The post-regime change period also altered the role of the puppet actor: puppeteers 

now had to be manager-artists as well. Dependence on prose repertory theatres, whether 

aesthetic or administrative, remained a fundamental experience. This process prepared the 

ground for the final step of professionalization: the launch of university-level puppet actor 

training in Târgu Mureș. 

 

3.13. The Institutionalization of Education in Târgu Mureș 

 

In Transylvania, institutionalized higher education in Hungarian-language puppet 

actor training was considered an unresolved deficiency for decades. In the absence of an 

appropriate institutional background and a diploma, the professional classification, prestige, 

and financial recognition of puppeteers consistently lagged behind those of traditional actors 

of prose repertory theatres. After a long search for solutions, puppet actor training was 

launched at the University of Arts in Târgu Mureș within the Hungarian section in 2003. 

Since the great founding generation of Romanian puppetry could not integrate into 

the system as full-fledged, permanent instructors due to strict university accreditation rules, 

the visiting teacher structure functioned as a lifeline: it bridged the broken master-apprentice 

chain. Thus, the first years of university training formed a specific, organic transition 

between the closed transfer of experience taking place in traditional theatrical workshops 

and modern, formalized higher education. The university management made a strategic 

decision at the launch: the first class, admitted in 2003, exclusively consisted of young 

people who had already been actively working in the field for years. The goal was for them 

to gain official status after obtaining their diploma and, in the long term, to become the 

practical instructors of the profession in Transylvania. The task of the university training, 

therefore, was not to create puppeteers out of nothing, but to elevate the already existing, yet 

largely instinctive puppet manipulation practice into a conscious puppet actor quality that 

understands the materiality of the puppet and the body awareness of the manipulator. 

In contrast to the premiere-oriented hamster wheel of the theatres, the university gave 

students the luxury of time dedicated to experimentation. Here, the students were not cogs 

in an assembly line to be trained but could research the fundamental nature of the puppet 

and the material; thereby, the university space also functioned as a kind of aesthetic refuge. 

By starting the training not with the manipulation of traditional, anthropomorphic, ready-

made figures, but with bringing raw, unformed material (sponge, cloth) to life, the Târgu 
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Mureș school consciously stepped off the path of socialist realism that had dominated for 

decades. 

The initial successes were overshadowed by the composition of the second class 

admitted in 2004. By this time, hardly any active students consciously choosing the genre of 

puppetry applied. The vast majority of the applicants had never seen a puppet performance, 

originally intended to be actors, and indicated the puppetry major merely as a Plan B, a safety 

net. This attitude was a perfect imprint of the decades-long lack of prestige that Romanian 

puppet theatres suffered compared to prose repertory theatres. The university's greatest 

challenge was precisely to make these young people, who felt forced onto this path, realize: 

puppet theatre is not a reduced-value substitute activity for prose acting, but an equal branch 

of art. The class that graduated in 2008 ultimately proved the initial concerns wrong. 

With the introduction of the Bologna system, the higher education arc also became 

complete: starting from the 2008/2009 academic year, the master's program (MA) in 

puppetry arts was launched. The launch of the master's program was not merely an 

administrative stepping stone, but the intellectual space that provided complete freedom for 

aesthetic experimentation, free from the traditions of the prose repertory theatre. And 

possessing their own specific space (Studio 2.1) symbolized complete equality within the 

university structure. 

One of the most important strategic objectives of the training launched in 2003 was 

the creation of a professional new generation and an instructional base. If we examine the 

later composition of the teaching staff, we can see that this institution-building strategy was 

fulfilled. Today, puppetry training at the Hungarian Faculty of Arts is directed by Ildikó 

Novák, Rozália Máthé, and Dezső Bonczidai. It is a particularly telling theatre-historical 

connection that both Ildikó Novák and Rozália Máthé joined the Târgu Mureș puppet theatre 

in the early nineties, under the directorship of Pál Antal. Although Pál Antal could no longer 

physically participate in the development of university education, the artists socialized in the 

workshop he led became the ones who carry on his professional spirit today within the 

frameworks of higher education. The master-apprentice chain of Târgu Mureș not only 

became institutionalized but continues uninterrupted to this day through the newest 

generations of artists. While the first class ensured pedagogical continuity, the second class, 

launched in 2004, brought a breakthrough in terms of labour market and aesthetic 

integration. Attila Balázs, director of the Csiky Gergely Hungarian State Theatre in 

Timișoara, contracted five members of the newly graduated team at once to renew the 

theatre’s puppet section. In my own research narrative, this decision is nothing less than an 
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attempt at creating a workshop. According to my thesis, this act was a conscious attempt to 

create an autonomous puppetry group within classical prose repertory theatre dependency. 

The first plays presented in Timișoara, and especially the formal language of Limonádé Joe 

[Lemonade Joe], map the direction into which existence as a section within the prose 

repertory theatre was shaped. Since the puppeteers became members of the same company 

as the prose actors – and of the same institutional hierarchy – the resulting productions also 

had to build upon the blurring of genre boundaries. 

Although the concept of creating a closed, local workshop built upon a single 

graduating class could not take root in Timișoara in the long run, this rapid process of 

dispersal, when viewed from a broader perspective, nevertheless proves the success of the 

training: it proves that the artists emerging from the university in Târgu Mureș quickly 

became mobile, sought-after, and integrable professionals across the entire network of 

Transylvanian Hungarian prose repertory theatres – from Timișoara through Oradea all the 

way to Szeklerland. 

 

3.14. Case Study: Gavril Cadariu, Légzés [Respiration], 2010 

 

In 2003, puppet actor training was launched, which is an important step in the history 

of Hungarian-language puppet actor training in Romania. The first obstacle in the process 

was that the artists who played a defining role in the development of Transylvanian 

Hungarian puppetry did not possess the degrees that would have allowed them to fill 

university teaching positions. The training could be established because two directing 

students, Gavril Cadariu and Olga Barabás, undertook the task, and their degrees also made 

it possible to build the major upon them. Gavril Cadariu is, therefore, a key figure in the 

process of launching puppet actor training in Târgu Mureș. 

In 1998, he became the director of the Ariel Youth and Children's Theatre. During 

his directorship, not only did the repertoire expand, but the number of collaborations 

established with theatres, cultural institutions, and civil organizations also increased 

significantly. The premiere of Légzés took place in April as a joint production of the Ariel 

Youth and Children's Theatre and the University of Arts; Gavril Cadariu directed it for the 

first-year master's students in puppet acting. 

In Légzés, there is no text; the production consists of a series of images and 

deliberately rejects the excessive production of meaning and stimuli. It does not explain, it 

does not tell a clear story, it does not want to say everything. Frame by frame, we can see 
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identical or very similar objects, but in most cases, the emphasis is actually not on what these 

objects mean, but on how they are organized by rhythm, form, repetition, duration, and 

spatial arrangement. Often, we can see the same movements, sounds, and images, which 

does not serve to provide new information, but forces the viewer to linger on the same, 

already seen elements. Légzés offers an open form in which the spectator can actively select, 

focus, and create meaningful structures themselves. 

According to Éva Halmágyi, one of the actors in the production, the director, Gavril 

Cadariu, fundamentally worked with a creative method that gave the actors great freedom: 

he allowed space for the actors to contribute to shaping the production with their own ideas 

and solutions. This attitude prevails particularly well in the case of experimental, non-verbal 

productions, which were closer to the director's creative world. The biggest technical and 

organizational challenges during the rehearsal process were posed by operating the 

production's nylon line system. They exploited the characteristics of the nylon line: that it is 

made of plastic and retains its coiled shape, so if it is unrolled during the performance, it 

springs back like a spring. These lines were weighted down in the wings, attached to small 

wooden sticks. The movement was strictly divided into lanes; Halmágyi compared the 

system to a multi-lane highway. In the production, the actor's work was primarily not 

expressive, but operative in nature. The actors functioned as active participants in a complex 

technical system in which the basic condition for presence was not emotional identification 

or characterization, but continuous concentration, body awareness, and precise cooperation. 

Working behind the puppet screen is always a challenge when multiple actors are working 

at the same time. In this case, the actors' task was also made more difficult by the fact that 

the screen was waist-high, so they had to perform the necessary movements kneeling. From 

the perspective of acting, the condition for the successful operation of the production is trust, 

as well as precise spatial and temporal orientation. The visual world of Légzés was designed 

by Ildikó Lukácsy, a university student studying set design, who created not concrete puppet 

figures, but abstract, non-figurative elements. In this approach, the basis of stage work is the 

plastic quality of the non-figurative elements: form, material, weight, texture, and the 

possibilities of movement. 

An object that provides a handhold for analysing the production is the mask, quite 

specifically the neutral mask. The neutral mask is not a character mask, that is, it does not 

show a character, does not express emotions, and does not tell a story. Its uniqueness lies in 

the fact that it does not add, but takes away, as it eliminates the individual mimicry of the 

face; as a result, the actor plays not with their face, but with their body. In the first scene of 
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Légzés as well, the body becomes the carrier of expression, and thereby every movement 

and posture become much more emphasized. The role of music is also worth emphasizing, 

because it is not merely an accompanying element, but often takes on a dramaturgical, 

structuring role. It not only provides a background but designates the length of the 

movements, segments the scenes, and determines the tempo. In Légzés, the movement is 

composed to the music, which also helps the form to appear alive and to receive an emotional 

arc.  

The production received numerous accolades: in 2010, it won the directing award at 

the International Atelier Festival in Baia Mare; in the same year, it was awarded the prize 

for best ex aequo production at the Studio Festival of the University of Arts in Târgu Mureș. 

In 2011, they participated in the KultProjekt program held in Sochi, Russia. This invitation 

was considered a huge recognition in the life of the company. In 2012, the production was 

revived with a new cast; at this time, it was already staged by the Ariel company, and only 

Éva Halmágyi remained from the original cast. 

 

3.15. Integration into the Prose Repertory Theatre and Workshop Creation 

(Udvarhely Bábműhely) 

 

Following the establishment of the section in Satu Mare in 2003, the era of classical 

institution and section building concluded in the history of Transylvanian Hungarian puppet 

theatres. After the 2000s, with the stalling of the institutionalization momentum and 

shrinking financial resources, a new, post-institutionalization state emerged, in which, 

instead of establishing independent structures, a new survival strategy appeared: puppetry 

attempts to gain ground embedded in an existing prose repertory theatre, as a more flexible 

but more vulnerable workshop rather than a formal section. The unique contemporary 

workshop of this post-institutionalization era is the puppetry endeavour of the Tomcsa 

Sándor Theatre in Odorheiu Secuiesc. The foundation of the workshop served the social goal 

that the local children's audience should not merely encounter occasional guest performances 

but could join the theatrical bloodstream through continuously present productions born in 

their own environment. 

In the spring of 2019, the activity took the name Udvarhely Bábműhely (Udvarhely 

Puppet Workshop), the leadership of which was undertaken by puppet actor Emőke Lukács. 

Her stepping onto the scene in Odorheiu Secuiesc proves how the pedagogical goals laid 
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down at the university when the major was launched – that is, cultivating a creative identity 

proficient in every sub-process – become the engine of workshop creation in practice. 

The designation "workshop" accurately reflects the institutional status: it is not a 

separate company, but an internal creative group operating within a prose repertory theatre. 

The absence of a separate company existence means an infrastructural and economic forced 

trajectory. The Odorheiu Secuiesc model is thus a specific form of operation where the 

artistic director must, in many cases, also perform as a cultural manager to sustain the work. 

Lacking its own permanent rehearsal and performance space, the formation also operates as 

a kind of modern itinerant theatre. This occasional itinerant actor existence can be a direct 

consequence and vindication of that university socialization in Târgu Mureș, in which 

students had to solve everything themselves, from manipulation to set building, during their 

independent exam productions. 

The operating principle of the Udvarhely Bábműhely is reminiscent of the model of 

the Csiky Gergely Hungarian State Theatre in Timișoara, since in both cases it is a structure 

integrated into the prose repertory theatre machinery. However, the Odorheiu Secuiesc 

example shows an even more radical structural vulnerability than the Timișoara situation. 

While the Timișoara model was able to maintain a kind of internal professional discourse 

through its multi-person staff, in Odorheiu Secuiesc, the workshop status literally means the 

smallest organizational unit. Here, the transmission of professional knowledge is not a 

collective development within a section, but the result of the joint work of the workshop 

leader and the prose actors, limited to individual rehearsal processes. While the Timișoara 

model retained degree-holding puppet actors despite personnel turnovers, in Odorheiu 

Secuiesc, the survival of the workshop existence is a continuous struggle against becoming 

professionally invisible. In summary, it can be established that the case of the Udvarhely 

Bábműhely is a specific but guiding hybrid milestone of Transylvanian Hungarian puppet 

theatre history after the conclusion of the institution-building era. This workshop could not 

have been established without the emergence of a generation of puppet actors trained at the 

university level and educated for autonomous thinking. 
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3.16. Summary 

 

In summary: the dissertation outlines the more than seven-decade history of 

Transylvanian Hungarian puppetry as a continuous arc of professionalization. Stepping out 

of the forced safe captivity and the shadow of ideological censorship, the great artists of the 

1950s (Kovács, Fux, Antal) laid the professional foundations of the genre amidst the 

conditions of the protected periphery. The multi-centred professional development following 

the regime change, and subsequently the university training in 2003, elevated this closed, 

self-taught knowledge to an academic level in sync with contemporary European trends. And 

by today – as evidenced by the hybrid prose repertory theatre model of the Udvarhely 

Bábműhely – the pledge for the survival and development of Transylvanian Hungarian 

puppetry is no longer exclusively institutional independence, but experimentation based on 

professional dedication and academic knowledge, integrating flexibly into changing 

theatrical structures. 

Concluding the dissertation, it can be established that the multi-year research work 

yielded results not merely at the level of the uncovered data, but also shed light on the 

contradictions in the scientific and social perception of the puppetry profession. In many 

cases, the genre still struggles today with prejudices stemming from its marginal position, 

even though the aesthetic and formal richness of Transylvanian puppetry history does not 

justify this. The next logical step in expanding this discourse is the spatial and temporal 

broadening of the research. First, it is justified to extend the focus on Ildikó Kovács's oeuvre 

to the territory of Hungary. On the other hand, during the future continuation of the research, 

professional reviews must also receive a prominent role. A gap-filling objective of future 

research could be the systematic processing of later puppetry meetings, with a focus on 

examining the Fux Festival in Oradea, which most defines the contemporary era. Together, 

these festival case studies would ensure that scientific investigation not only records the 

closed past, but also provides a highly accurate and nuanced diagnosis of where 

Transylvanian Hungarian puppetry stands today. 
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