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Abstract: This study deals with the production of the Slovak Marionette Theatre as an expres-
sion of post-traditional puppet theatre in Slovakia and with the Dezorz Puppet Theatre, an 
exceptional alternative puppet theatre in Slovakia intended mainly for young audiences. Its 
production is characteristic for bridging old traditional puppet aesthetics and post-modern and 
pop-cultural expressions. It is a generational authorial theatre which brings the entertainment 
of comedy genres to stages and public spaces. Their productions are inspired by popular and 
pulp literature, television, film and music. The members of this theatre grouping are connected 
with their audience through the same aesthetic feeling and agreement of opinion as well as 
a similar life style and image.
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The Dezorz Puppet Theatre represents an interesting generational grouping of 
young puppet makers on the contemporary Slovak theatre scene. It is the only pup-
pet theatre whose productions are dominantly based on performances of puppetry 
which are intended for adult audiences. Until recently all its members were young 
men, and they work under the Gejza Dezorz direction on the basis of unity, agree-
ment of opinion and a similar life style. What is more important is that they have laid 
the foundations of their own (different) generational artistic programme. The poetics 
of their authorial theatre finds its concrete form in the connection between the new 
and the old, which is visible in all the staging elements.

The theatre historian Ida Hledíková calls The Dezorz Puppet Theatre “post-tradi-
tional puppeteers”, whose production significantly adopts the techniques, elements 
and typical features of some types of traditional puppet theatre. However, this is 
a case of a new kind of puppeteering in which the most important aspect is not the 
use of the puppets themselves but rather the way in which they are handled, the dra-
maturgy they are used in, and the development of tradition and the influences drawn 
from it based on present needs.1

This is all certainly thanks to the Slovak Marionette Theatre project. The Slovak 
Marionette Theatre is a platform through which they resumed the tradition of the 
baroque (travelling) marionette theatre, its visual stylisation, formal procedures and 
the manner of staging traditional plays. This was an exceptional project of reconstruc-
tion, revival and clarification of the old puppet tradition for the contemporary Slovak 

1 HLEDÍKOVÁ, Ida. Pohľad na poetiku súčasného slovenského bábkového divadla. In Slovenské divadlo. Vol. 59, 
No. 4, 2011. pp. 395–396, ISSN 0037-699X.
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audience. The members of the Dezorz Puppet Theatre (as the Slovak Marionette The-
atre) made use of some hundred-year-old puppets and produced four plays: the me-
dieval legend Johanes doktor Faust (Johannes Dr Faust), the tragedy Trúchlohra o svätej 
Genovefe (The Tragedy of Saint Genevieve), the fairytale romantic comedy for children 
Gašparko putuje do Turecka (Caspar’s Pilgrimage to Turkey2) and the marionette comedy 
Don Juan alebo márnotratný syn (Don Juan or the Prodigal Son).

Their ambition was to perform these productions in the newly made replica of 
a baroque marionette theatre with painted backdrops – these mainly depicted some 
well-known places in Slovakia. The imitations of the original painted canvases de-
picting the interior and exterior settings of the plot were also a part of the scene. At 
first, in order to increase the attraction of their project, they played performances with 
the original historical wooden puppets from the estate of the well-known tradition-
al puppeteer Anton Anderle from Radvaň. Later on, they gradually made wooden 
painted replicas of some of the puppets dressed in the imitations of the original cos-
tumes. The overall visual image gave the impression of originality and historicity. 

The actors and the director attempted to play in a several-hundred-year-old pro-
duction style, which they intentionally did not want to innovate. On the contrary, 
they strictly followed it. They also strove to preserve the original technique of han-
dling and playing with the puppets.

2 Caspar (Gašparko) is the traditional puppet comic character, national invariant known f. e. as Mr. 
Punch (GB), Pulcinella (I), Petruška (RU). 

Members of The Dezorz Puppet Theatre. In the photograph Gejza Dezorz, Andrej Kováč, Kamil Kol-
lárik, Marián Mitaš, Martin Dubravay, Alexander Maďar. Photograph: The archive of the Dezorz Puppet 
Theatre. 
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Gejza Dezorz, the director and owner of the group, commented on this as follows:

Because Mr Anderle is no longer with us, there are no traditional puppeteers in Slovakia. 
He did puppetry for twenty years, but the tradition was severed with his death. We strive to 
restore and continue this tradition with this project. We are convinced that it is needed and 
necessary for the puppet tradition not to disappear but be preserved for future generations. 
If we do not know our own history, we cannot grow, go on and build the present. [...] The 
texts, language, visuals and puppets, and the form and technique of playing are the same as 
in the days of the old puppeteers.3

However, we do encounter a certain change after all. Although they continue in 
the tradition of an illusive theatre (the actors are completely hidden behind the screen 
and like the old puppeteers they play on their own or in pairs using texts which are in 
archaic Slovak, which is, nevertheless, comprehensible to contemporary audiences), 
the shift concerns mainly the degree of naivety of the puppet performance as well as 
the musical element. Hledíková4 takes notice of similar shifts in her study “Pohľad 
na poetiku súčasného slovenského bábkového divadla” (“An Insight into the Poetics 
of Contemporary Slovak Puppet Theatre”), which she wrote as a contribution to the 
international conference Bábkové premeny (Puppet Changes). She focuses on the ar-
chitectonic, scenographic, formal and puppeteering aspect of the project and produc-
tions of the Slovak Marionette Theatre:

The director Dezorz returned to the tradition of the Anderle theatre in 2011 when he re-
hearsed three traditional puppetry texts in a more classical manner, with the original pup-
pets from the collection of Anton Anderle. [...] The productions are a reconstruction of the 
old marionette puppet theatre but in a professional stylised rendition by the Dezorz Puppet 
Theatre. It strikingly – in the positive sense of the word – differs from the original amateur 
performances of travelling comedians, who were not considered artists (they were consid-
ered craftsmen).5

In the case of the members of the Slovak Marionette Theatre, the original crafts-
manship and naive stylisation of the old puppeteers has moved towards a profes-
sional puppeteering performance and a more perfect puppet animation. It is just like 
music: even though it is in an arrangement reminiscent of the original melody of that 
time, it does not sound like it is from a barrel organ (as, for example, in the case of 
Anton Anderle) but from more modern reproduction equipment.

The mentioned performances were held in the garden of Grassalkovich Palace, 
but they did not take place in the open air. They were located under a tent. This can 
be considered a contemporary pendant to the model when, in addition to pubs, mar-
ketplaces, fairs and other public spaces in which the old puppeteers performed their 

3 TVRDOŇ, Dávid – DEZORZ, Gejza. An interview. Keď nepoznáme svoju vlastnú históriu, nemôžeme rásť. 
Available online at: <http://artblog.sk/2011-07-08/gejza-dezorz-%e2%80%9eked-nepozname-svoju-vlastnu-
-historiu-nemozeme-rast%e2%80%9c/ > [quoted 11. 06. 2011].

4 Ida Hledíková-Polívková is also the author of the publication Komedianti – kočovníci – bábkari. Bratis-
lava: The Theatre Institute; The Academy of Performing Acts, 2006, 195 p. ISBN 80-88987-77-6.

5 HLEDÍKOVÁ, Ida. Pohľad na poetiku súčasného slovenského bábkového divadla. In Slovenské divadlo. Vol. 
59, No. 4, 2011, p. 397.
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plays as a commercial product with undisputed artistic qualities, the nobility used 
to invite traditional puppeteers to their residences; puppeteers performed in their 
gardens for audiences who were willing to pay for entertainment. In the case of the 
Slovak Marionette Theatre, the commercial character of puppet theatre was further 
reinforced by contemporary advertising and promotion. The project was promoted 
by the members of the Slovak Marionette Theatre in the media: on social online net-
works, through posters, leaflets and information materials which the general public 
received when, for example, buying books in popular bookshop chains.

Nowadays, it is obviously naive to think that any artistic project could gain suf-
ficient support and an audience without advertising and promotion. As a result, tak-
ing into account that we are living in the 21st century, the authors used some of the 
communication strategies that are close and easily accessible to people nowadays 
to bring the project of the Slovak Marionette Theatre and its individual productions 
closer to the public. In this respect, it is also possible to find a similarity and a shift at 
the same time in the promotion and commercialisation (as a marketing strategy) of 
the traditional puppet art then and now.6 

Although the members of the Dezorz Puppet Theatre have a deep respect for the 
art and craft of the old travelling puppeteers, their main source of inspiration is pop 
culture. They call themselves “children of pop culture”, and they are interested al-
most in pulp literature and cult film and TV movies. The rejection of elitist attitudes 
is evident. They generally do not perceive theatre or art as an aristocratic pastime 

6 There was promotion and commercialisation in the past as well, but this was of a different type.

Johannes Dr Faust. Slovak Marionette Theatre, premiered on 4 July 2011, directed by Gejza Dezorz. Pho-
tograph: The archive of the Slovak Marionette Theatre.
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for a narrow intellectual elite that should restore the mythical beauty of the world 
or at least moralise about it in order to satisfy the tainted conscience of society. Their 
spheres of aesthetic and ethical perception are anchored in the contemporary world 
and pluralist culture. With their production, they simply want to please common 
people, those who, just like them, have been weaned on pop culture and like to enjoy 
its products. It may be stated that the productions of the The Dezorz Puppet Theatre 
are intended for certain subcultures formed by people with a certain taste and needs 
similar to the members of the theatre themselves. The productions seem to address 
the “tribe” (a specific group to which the authors themselves belong) in its own lan-
guage. They have a clear idea about their audience, and this is not only because they 
often record them on a video camera before and after the performance. In the words 
of the director Dezorz, it is “a young, educated city man who wants to have fun. 
People who can at least turn on the computer and through it communicate with the 
world. What the older generation refuses, what they close themselves from.”7 Being 
able to use the Internet is not a negligible matter because the The Dezorz Puppet The-
atre communicates with the public via its web page and social networks. It is cheap, 
fast and widespread. Moreover, photos, posters and video teasers can be put there, 
and even whole recordings of some performances can be found there. They are one of 
a small number of Slovak theatres who have their own manifesto posted (of course) 
on the theatre’s website:

7 DEZORZ, Gejza – LACKÓ, Lucia. 2010. Ľuďia-ľudkovia-lútky. In Notabene, January 2010, No. 103, p. 9.

The Tragedy of Saint Genevieve. Slovak Marionette Theatre, premiered on 5 July 2011, directed by Gejza 
Dezorz. Photograph: The archive of the Slovak Marionette Theatre.
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The Dezorz Puppet Theatre understands the puppet theatre form as a space for the realisa-
tion of the themes which do not fear to attack but also entertain an audience.
The production of the Dezorz Puppet Theatre does not only take inspiration from classical 
dramatic literature. It also develops the themes which directly or indirectly draw from the 
mainstream – comics, horror films, action films, thrillers, musicals, punk music [and] pulp 
literature.
The Dezorz Puppet Theatre is a puppet theatre!
The Dezorz Puppet Theatre introduces puppets as short people on strings that can live 
truly, love passionately and also suffer terribly.
The Dezorz Puppet Theatre is not only defiance.
The Dezorz Puppet Theatre is hardcore, fighting, humbleness and opinion.
The Dezorz Puppet Theatre is the only circus tent in the world where the puppets can let 
themselves go.8

The Dezorz Puppet Theatre likes to mystify and tease. Apart from the fact that its 
members perform under several stage names, the company also includes a living fer-
ret called Julius von Fontana de Hunyadi (an acrobatic skunk) with its own web page 
and biography. The Dezorz Puppet Theatre also continues teasing the public and 
cultivating their attractive image with released information about its productions.

There are six productions in the repertoire of this theatre: Desperanduľa, strašlivá 
dcára či spravodlivá spláta pýchy i márnivej nádharnosti (Desperanduľa the Terrible 

8 Available at: http://www.dezolutky.com/repertoaro/ [quoted 03. 06. 2011].

Caspar’s Pilgrimage to Turkey. Slovak Marionette Theatre, premiered on 6 July 2011, directed by Gejza 
Dezorz. Photograph: The archive of the Slovak Marionette Theatre.
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Daughter, or the Just Revenge for Pride and Vain Beauty), Perun, Hrom bezbožných abo 
Pogrom Slávia (Perun, the Thunder of the Godless, or the Pogrom in the Slavic Country), 
Gašparkove šibalstvá alebo erotic dobrodružstvá Bob De Nira (The Mischievous Ways of 
the Caspar, or the Erotic Adventures of Bob de Niro), Love story – Tragédia z Extazu (Love 
Story – A Tragedy from Ecstas), Sandokan – Tiger sa vracia (Sandokan – The Tiger Re-
turns), and Fantomas a Lovec zombíkov (Fantômas and the Zombie Hunter). In addition 
to a commercially well thought-out title, each of the productions has a clarifying 
subtitle, sometimes accompanied by a short attractive annotation, and a genre and 
form specification. This data is a postmodern play when seen from a theatrological 
perspective. However, it offers potential audiences instructions (a reception code) 
on how to interpret the plays. It gets into the audience’s consciousness and reliably 
configures it in order for them to know what to expect from the production because 
they are (with the exception of one text) new works. The reception code is also 
a part of the individual titles, and these tend to address only a certain target group, 
in which the production has a chance to become popular. This does not concern the 
number of audience members or reruns, but the audience’s relationship with the 
given cultural product and with theatre itself.

Desperanduľa, for instance, was described as a horror-like amusing morality play, 
the production as a marionette massacre (we can also encounter its classification as 
“hard spectacular total marionette of a comedy horror show”). They proceeded simi-
larly in other cases. They consider Perun to be a puppet comedy about the lives of 
ancient pagan gods and mythical Slavic superheroes, a cruel satire on contemporary 
ethnic and religious conflicts (it is also referred to as “an action godlike comedy from 

Perun, the Thunder of the Godless, or the Pogrom in the Slavic Country. Dezorz Puppet Theatre, premiered 
on 15 December 2008, directed by Gejza Dezorz. Photograph: The archive of the Dezorz Puppet Theatre. 
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the pagan world of the old Slavs”); the production was called a heroic adventure. 
The Mischievous Ways of the Caspar is an erotic puppet play – hand puppet porn; the 
production was labelled as an “erotic hand puppet show”. They called Love Story – 
A Tragedy from Ecstas a “gangsta bizarre-fiction comedy” and a “gangsta puppet-fic-
tion comedy”. Sandokan is simply a marionette musical and Fantômas is a marionette 
zombie horror.

It is evident that they focus on modern genres. These are, however, only enriched 
variations of the classical bastinado genre or “puppet opera” in the spirit of traditional 
baroque theatre, which formed part of the old puppeteers’ repertoire. While in the 
first half of the 20th century cinematography was a serious competitor to theatre, 
today theatre makers draw rich inspiration from it and from audiovisual works. To 
provide better illustration, I am going to describe the individual productions from the 
repertoire of the Dezorz Puppet Theatre in more detail.

Desperanduľa presents a connection between the adapted play by Czech play-
wright Hubert Krejčí, which is based on an old puppetry text, modern scenogra-
phy and dynamic puppeteering. The original play is about morality. Narcissistic 
Desperanduľa succumbs to a marriage proposal from the prince of the underworld. 
Following his instructions, she kills her suitors, severs their heads and then also stabs 
her parents to death with a knife. She ends up in hell for these deeds. The Dezorz 
Puppet Theatre sets this play in a three-storey hotel, which is elaborated to details 
and strikingly resembles the haunted house from the famous Hitchcock film Psycho. 
There is a shining neon sign “Hotel” over the house, a black rook with red shining 
eyes is sitting in a small window and a severed head falls out of a wardrobe. The 
puppets look like skeletons, whereas Desperanduľa, wearing a white dress, notably 
resembles Marilyn Monroe in the film The Seven Year Itch. There is no doubt that the 
morality has changed into a horror story, which, however, is neither fearsome nor 
terrifying. It is because the puppets are not realistic; therefore, the murders and the 
body parts falling off do not provoke indignation but laughter. The overall humorous 
impression was reinforced by the artificial language into which the play was rewrit-
ten. The language proceeds from the tradition of pimprláčtina – a corruption of the 
standard language which gives the impression of an archaic language.

This was elaborated to perfection in Perun, which is a production about what hap-
pens with a nation when it surrenders its ancient gods and history; it is an adventure 
turning everything inside out. Slávo, the ruler of Great Slávia, is fighting with a shep-
herd’s axe against the Atrostles Kiril and Megor (the Apostles Cyril and Methodius), 
who have a secret weapon – a script sharper than a sword and faster than a thought. 
He asks the ancient gods for help. They dwell on the highest mountain of the High 
Tatras, which looks like the logo of Paramount Pictures. Perun, the god of thunder, 
looks like the action hero Conan the Barbarian, whose deeds are accompanied by 
rough music by a musician from the cult Slovak punk band Zóna A. The princess of 
Slávia, Morena (a burning effigy of Morena was thrown into the water in popular 
traditions at the end of winter), has the figure of a Moravian Venus, so it is no wonder 
that Perun marries her. An important comic character is Genghis Khas, Slávo’s ser-
vant who speaks a Germanic tongue. Only through this one character do we find 
references to the great Mongol Empire and its later subjection to China as well as to 
the Frankish Empire. However, the people of Great Slávia betray their gods, embrace 
the faith of the “Pan-Slavs from far Grácia” (Greece), Kiril and Megor. That is why 
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at the end of their fierce battle against their former “pagan superheroes”, the Nordic 
god Fitch (an association with the word “fitchew”9) brings a disaster upon them – 
a massive fart. The production plays with historical context and facts; it ironises the 
symbols of Slovakness from the viewpoint of the ancient culture of the Slavs. The act-
ing is disclosed, a secret is revealed and a new type of theatre is offered. It suggests 
films about the origin of films, where, in addition to the film heroes, we can also look 
closely at new objects of interest: the actors and the whole backstage area, which is 
usually hidden from sight.

The Mischievous Ways of the Caspar is a considerably contemporised erotic bastinado 
based on the Mephistophelian motif. Bob de Niro is a comic figure with a punkish 
appearance who has an erection problem. He signs a deal with the devil, who endows 
him with a big flashing vibrator called Erika (an allusion to a Slovak TV presenter as 
a sex symbol created by commercial media). However, he must never pronounce the 
Lord’s name. He sets out into the world and during his pilgrimage many explicit and 
piquant erotic scenes happen. The last adventure with the nurse Izabela, who agrees 
to sex only after marriage, ends his pilgrimage with the cry “Oh God!”10 The play 
includes references to the media world and show business. Elvis shoots gay porn, 
an angel seduces the devil with flashing playboy rabbit ears, the devil sings Michael 
Jackson’s “Bad”, and the wedding of Bob de Niro and Izabela takes place as a reality 

9 In the production, this character is performed by the living ferret Július von Fontana.
10 For more details, see DZADÍKOVÁ, Lenka. Prieniky bábkového divadla a popkultúry: dizertačná práca. 

Bratislava: Academy of Performing Acts, 2006, pp. 100–102.

Love Story – A Tragedy from Ecstas. Dezorz Puppet Theatre, premiered on 26 May 2011, directed by Gejza 
Dezorz. Photograph: The archive of the Dezorz Puppet Theatre. 



34 ELENA KNOPOVÁ

show. Izabela also uses a musical motif to refer to the popular Czechoslovak TV series 
Nemocnica na okraji mesta (The Hospital at the Edge of the City).

In Love Story the Dezorz Puppet Theatre played with the sci-fi genre. The sto-
ry is set on the planet Ecstas inhabited by the population of the Žožón nationality. 
The planet is a bastion of a religious movement led by the preacher Godzilla, who 
preaches the religion of global happiness. He rules over the population with his de-
mented astral eye. Fighting against him are Bunny M and Klát Killer (an allusion to 
real American criminals and the film Bonnie and Clyde), who are the most famous pair 
of lovers in the whole universe and fly around on toy rockets. They are joined by the 
confused robot GáPéRKO, who records the puppets’ emotions for other generations 
by shooting a viral documentary. Like their role models, the pair meet a tragic end. In 
addition to the production’s story line, intertextuality is notably present in the visual 
aspect. The hand puppets are inspired by films about space travel and comic books. 
Klát Killer wears a spacesuit with a glass globe, Bunny M wears a gas mask and Gá-
PéRKO looks like the robot from very popular animated film Futurama.

Sandokan brings to the stage probably the first Slovak puppet musical. The plot 
resembles a soap opera, again making use of many visual and intertextual references 
to television, film or literary work. The media slaveholder Exterminátor owns the 
state-owned Ganež TV, thanks to which he has created the myth of Sandokan, which 
he uses to be able to commit terror on the innocent people of Singapore. His daughter 
Lady Marianna revolts against this and runs away from the palace. She meets Kabir 
Bedi, who suffers an accident and loses his memory while shooting a film for Bol-
lywood. Kabir falls in love with Marianna, comes to believe guerrilla fighters who 

The Mischievous Ways of the Caspar, or the Erotic Adventures of Bob de Niro. Dezorz Puppet Theatre, pre-
miered on 31 May 2010, directed by Gejza Dezorz. Photograph: The archive of the Dezorz Puppet Theatre. 
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tell him that he is Sandokan and becomes the leader of their uprising. The story has 
an ending like a soap opera or a never-ending TV series: the protagonists die and are 
brought back to life. The music for the musical was composed by the very popular 
Slovak singer, musician and comedian Marián Čekovský. He owes his popularity 
mainly to a radio show and lending his voice to a funny cartoon commercial for a mo-
bile phone operator which later on even became a night-time cartoon series.

Fantômas and the Zombie Hunter is so far the latest production. Here the authors of 
The Dezorz Puppet Theatre combined the character of Fantômas from the French TV 
series with elements of action gunfight and zombie horror. The plot is based on apoc-
alyptic films. The earth is struck by a global pandemic of zombies against whom Fan-
dorka and Žúv are fighting. Besides this, Fantômas holds Professor Sergej Leninovič 
Lemm prisoner in a secret cave under the Tatras. The professor is supposed to make 
neurotoxin TXT for him to produce controllable zombies. The epidemic spreads fast, 
and states and countries fall. The American and Russian presidents deal with the 
situation on the phone. Fandorka and Žúv obtain an antidote in the end and save 
mankind. But Fantômas returns, just like in the Fantômas films, and the neurotoxin 
is released into the water supply. Also in this case, the stage directors worked with 
a whole range of paraphrases and intentionally used popular media visual clichés. 
Fantômas has a grey mask on his head and gives his famous slow laugh; the Rus-
sian president has a Cossack hat on and a bottle of vodka in his hand. The American 
president is a black man with a cowboy hat on his head wearing a suit sewn in the 
colours of the American flag. They both speak with accents. Fandorka is a sexy Bond 
girl in black suspender underwear with a gun in her hand and Žúv is an old veteran 
(a social wreck and alcoholic) who shoots from his leg prosthesis.

The Dezorz Puppet Theatre obviously draws from a wide range of popular culture 
products (pulp literature, film and TV works, computer games, the articles and ser-
vices of normal consumption and show business). They like to quote and paraphrase 
their plots (story narrations and clichés) and visuality (resemblance to action, comics 
and sci-fi heroes, stereotypical and gaudy images, media icons and celebrities) so 
that they can hyperbolise, ironise, parody, caricature and include different subversive 
meanings. Sometimes they only use a well-known name, hint or appellation which 
when taken out of the original contexts do not lose their original qualities but keep 
them, and even help construct new contexts and plots. The majority of pop culture 
products are like ready-made food in terms of reception. The Dezorz Puppet Theatre 
further elaborates this, which results in productions as meta-semantic puzzles which 
the audiences themselves have to put together in their mind, complete and mutually 
connect based on their own experience. Therefore, what is important is culture cod-
ing as an intentional and creative use of meanings, procedures, styles and references, 
about which the authors know or at least suppose the audiences may be familiar with 
from the sphere of everyday life or their affiliation to a certain subcultural group. 
They try to be user-friendly so as not to unnecessarily burden but rather entertain and 
play with the audience. In this way, passive reception is changed into an active one.

Intertextuality, syncretism and contextuality offer mutual delight (both to audi-
ences and authors) from “new reading” and the strengthening of the legitimacy of 
their experience up to now.

It is naturally applicable also in this case that the utility values of a theatrical arte-
fact (value and meaning) are sometimes in contrast to its marketing functions (attrac-
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tion of the artefact, emotionality moving from fascination to disgustingness). There 
is a “shift from the inside to the surface,”11 where the emphasis is moved towards 
the external appearance and attractiveness of the production as the cultural. This is 
a natural way to appeal to young audiences who are primarily used to consuming 
images or faultless design and technology. The design, surface and style as well as 
playfulness and wit are relevant to them and even prevail to a considerable extent 
over the plot, substance and meaning. The visual and musical language of the Dezorz 
Puppet Theatre is based on this. Punk and rock music by famous musicians, popu-
lar melodies and theme songs suit the audiences’ demand. In the case of the pup-
pets and scenography, it is important for pop culture prototypes and the extent of 
caricature to be recognisable, but above all it should be funny, varied, colourful and 
kinetic because this is what people like; these are the aesthetic norms disseminated 
to the utmost among the audiences of the Dezorz Puppet Theatre. Yet, in addition to 
the classical wooden carved marionettes and fabric hand puppets, this concerns the 
use and combination of cheap, accessible material – parts of toys, dolls, toy cars and 
constructions from Chinese manufacturers – which in the upshot captures the audi-
ences’ attention much more because of their visual and technical invention. This sort 
of thing attracted the attention of the audiences of folk puppeteers, travellers and 
carnies in the past and it attracts attention even today.

Moreover, thanks to this, the authors of the Dezorz Puppet Theatre can employ 

11 STRINATI, Dominic. An Introduction to Theories of Popular Culture. Second edition. London, New York: 
Routledge, 2006, pp. 206–207. ISBN 0-415-23500-6.

Sandokan – The Tiger Returns. Dezorz Puppet Theatre, premiered on 12 December 2012, directed by Gej
za Dezorz. Photograph: The archive of the Dezorz Puppet Theatre. 
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production codes which do not bring real life or clearly articulated values and les-
sons to the stage, but which enable the audience by means of identification of the 
content elements and units (or “identification with the material) they are looking at 
to absorb as a by-product also different positive and negative messages, prescriptions 
and taboos.”12

In the plays and productions of the Dezorz Puppet Theatre there are almost al-
ways elements of roughness, violence, eroticism and lasciviousness as well as of ro-
manticism and tenderness. They employ vulgarisms and puns, but the productions 
rarely lack humour. Evil is punished for appearance’s sake, and love and positive he-
roes (confused and quite tragicomic as they may seem) win in the end – not because 
it is like that in real life but because convention requires it. After a tragic or happy 
ending there usually comes a second ending in which the authors deny, turn upside 
down and ironise the convention. In most cases, this is done through the characters 
of the fool and his modern variants or the devil as commentators on the story which 
has just taken place. The fool as an archetype has several variants in the productions 
of the Dezorz Puppet Theatre. We basically encounter a new parallel of the archetype 
of the classical comic puppet character of the Caspar – a mischievous servant of small 
stature with jingling bells who helps his master, but who because of his own laziness 
and for his own benefit brings the master into quite a few complicated situations. 
At the same time, he humorously comments on the action all along. In the Dezorz 

12 ADORNO, Theodor. The Culture Industry. London, New York : Routledge, 2007, p. 173. ISBN 978-0-
415-25380-2.

Fantômas and the Zombie Hunter. Dezorz Puppet Theatre, premiered on 12 December 2013, directed by 
Gejza Dezorz. Photograph: The archive of the Dezorz Puppet Theatre. 
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Puppet Theatre performances this character becomes, for example, a small, clumsy, 
mongoloid servant of the Slavic god Perun (Genghis Khas), who manipulates situa-
tions for his own benefit and fathers a new “Slavic generation” with his wife, or an 
adventurer and seducer who due to his impotence signs a deal with the devil (Bob de 
Niro). We also encounter similar features in a glossarist – the good-natured, confused 
robot GáPéRKO who wants to help in the name of love. He records the puppets’ 
emotions for other generations by shooting a viral documentary, but because he is 
a trusting and loyal form of artificial intelligence the environment manipulates him 
more than he manipulates the environment.

Besides mystification, the Dezorz Puppet Theatre likes to provoke and shock, al-
though this is not the primary intention of the authors. They test the limits of what 
can be portrayed and said on stage and how this is done. They oscillate between the 
allowed and the forbidden; they eliminate boundaries of taboo because they are well 
aware that puppet theatre, unlike, for example, drama or film, enables them to do 
this. However, this does not mean that they are a theatre of the underground. They 
are not an illegal theatre either; in the Slovak context they can be rather considered as 
an alternative theatre with a unique style and a sense of using modern communica-
tion and production strategies. The label “underground” is metaphorical and is con-
nected to their beginning and initial stage of operation.

Until recently, the Dezorz Puppet Theatre did not have its own premises. After 
a negative experience of giving guest performances in other theatres and the mistakes 
that their operators made, for example, by inviting children to see a performance 
meant for adults because it was, after all, a “puppet theatre”, they followed the ex-
ample of the old travelling puppeteers. They moved their productions to non-theatre 
buildings such as clubs and pubs, where the audiences were close to them and the 
atmosphere was unrestrained. By coincidence, both their “domestic” clubs (Randal 
Club, a meeting place mainly for fans of metal, rock and punk music, as well as the 
Nu Spirit music and dance club) are located in underground spaces. This is the rea-
son behind the label “underground”, thanks to which their audiences have found 
them. Moreover, during the summer season, when most theatres have a holiday, they 
regularly set out to meet the members of “their tribe” and perform at music festivals. 
Today they have their own premises at the Department of Puppet Art, which they 
have reconstructed themselves. They are located right next to Randal Club in the 
building housing a contemporary centre of independent culture, which is perhaps 
symptomatic.

Translated by Michaela Poláčeková

This work was supported by the Slovak Research and Development Agency under the 
contract APVV-0619-10.



39POST-TRADITIONAL PUPPETEERS, OR FROM UNDER THE TENT TO THE UNDERGROUND

SUMMARY

The Dezorz Puppet Theatre represents an interesting generational grouping of 
young puppet makers on the contemporary Slovak theatre scene. It is the only pup-
pet theatre whose productions are dominantly based on performances of puppetry 
which are intended for adult audiences. The poetics of their authorial theatre finds its 
concrete form in the connection between the new and the old, which is visible in all 
the staging elements.

The implementation of the Slovak Marionette Theatre project by the members of 
the Dezorz Puppet Theatre caused them to be called “post-traditional puppeteers” 
by the Slovak theatre and expert communities. The Like their role models, the pair 
meet a tragic end is a platform through which they resumed the tradition of the ba-
roque (travelling) marionette theatre, its visual stylisation, formal procedures and the 
manner of staging traditional plays. This was an exceptional project of reconstruc-
tion, revival and clarification of the old puppet tradition for the contemporary Slovak 
audience.

Although the members of the Dezorz Puppet Theatre have a deep respect for the 
art and craft of the old travelling puppeteers, their main source of inspiration is pop 
culture. They call themselves “children of pop culture”, and they are interested al-
most in pulp literature and cult film and TV movies. The rejection of elitist attitudes 
is evident. They generally do not perceive theatre or art as an aristocratic pastime 
for a narrow intellectual elite that should restore the mythical beauty of the world 
or at least moralise about it in order to satisfy the tainted conscience of society. Their 
spheres of aesthetic and ethical perception are anchored in the contemporary world 
and pluralist culture. With their production they simply want to please common peo-
ple, those who, just like them, have been weaned on pop culture and like to enjoy its 
products. It may be stated that the productions of the Dezorz Puppet Theatre are in-
tended for certain subcultures formed by people with a certain taste and needs simi-
lar to the members of the theatre themselves. The productions seem to address the 
“tribe” (a specific group to which the authors themselves belong) in its own language.


