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Justification for the Choice of Topic, Research 
Objectives 

  

This doctoral dissertation focuses on eight performances by the Sfântu Gheorghe State 

Hungarian Theater. To date, no academically rigorous history of theater has been produced that 

examines the characteristics of director-driven theater during the Ceaușescu era. 

The research presented in this dissertation has three clearly defined objectives. To explore, 

document, and evaluate the performances selected using the Philther methodology.  

The exploration focuses on the mechanisms of influence that have operated in a given theater 

in the past, and on the trajectory of development or, potentially, decline that the history of a 

theater follows. Documentation serves a preservative purpose. Finally, the evaluation is 

conducted according to a system of criteria that seeks to situate the performance within the 

contemporary framework of history, providing a present-day perspective (view) and helping to 

understand the significance of the performance under examination today, as well as how it 

contributed to the processes that we now refer to as theater.  

This dissertation has two theses: the first is to chronicle the history of the State Hungarian 

Theater in Sfântu Gheorghe through eight productions. The second is to demonstrate in the 

dissertation that the roots of director-driven theater and certain elements of reteatralization were 

already present in the period between 1968 and 1988.  

  

Research Methods 
  

The core of my doctoral dissertation is a comprehensive Philther analysis of eight selected 

performances from Sfântu Gheorghe, in which a directorial stylistic language can be identified 

that may have had a formative impact on the artistic trajectory of the theater up to the present 
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day. The Philther methodology captures the analyzed productions based on six aspects: the 

production's theatrical-historical context, an examination of the dramatic text and dramaturgy, 

followed by an analysis of the directing and acting, then the visual and sound design, and finally 

the history of the impact of the performance.   

But where should a researcher begin when seeking to explore and document, for posterity, 

performances that are often more than fifty years old?  

Theoretically, theater history research typically follows a backward path, or, to use Grotowski's 

term, a “via negativa”; in other words, the researcher must travel in the opposite direction to 

reach the performance. In the beginning, there was a “via positiva,” meaning the performance 

took place, and various responses to it were generated. These are the primary aspects to be 

explored. Studying critical reviews can provide some insights into a theater performance. With 

few exceptions, these reviews contain only general assessments; they record the author's overall 

impressions after a particular performance. We do not get a wiew of the actors' performances 

or of their body positions in the scenic space, for example.  

A separate category is formed by published interviews with directors and actors, in which the 

creators may discuss aspects of the creative process that they consider important, with the 

undisguised intention of encouraging potential audiences to attend the performance in question. 

The Tamási Áron Theater's archive is relatively well-organized; photographs of certain 

performances can also be found, making it possible to reconstruct and describe the stage set for 

individual performances.  

For me, it was an exciting task to be able to visit the Covasna County Archives, to discover 

important documents, and to view and digitize, for example, the Screening Protocols that 

documented the approval process for the performances staged by the Sfântu Gheorghe company 

between 1983 and 1989. Unfortunately, no earlier Screening Reports can be found in the 

Covasna County Archives.  

For a comprehensive analysis of a theater production, Oral History—meaning interviews with 

living witnesses who still remember or used to remember details that proved to be of paramount 

importance for exploring the eight productions—is also essential. 

Unfortunately, during the seven years I spent writing my doctoral dissertation, a significant 

number of witnesses to the Sfântu Gheorghe theater passed away. This fact points to an 

important conclusion. In exploring the history of the Sfântu Gheorghe State Hungarian Theater, 
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we have reached the twenty-fourth hour. The deceased witnesses with whom the author of these 

lines worked personally deserve to be listed, without claiming exhaustiveness: László 

Csergőffy, László Darvas, Imre Dobos, Gizella Molnár, and Péter Tömöry. The primary 

objective of this dissertation is to serve as a starting point for further research. Therefore, it 

strives for accuracy but not for completeness.  

It is important to highlight the author's intention to document. Numerous oral histories, 

documentary testimonies, and personal accounts provide a comprehensive view of the history 

of the Sfântu Gheorghe Theater. However, in many respects, the interviews are inaccurate and 

require verification and corroboration.   

Changes to the dramatic text, as well as what was actually spoken in a performance, can 

generally only be inferred from the performance script. Where possible, I compared the script 

with the information available in periodicals or books. The scripts were generally found in the 

private homes of actors; to my knowledge, the theater did not preserve any scripts. For the eight 

performances I analyzed, none of the scripts could be found in the archives of the Sfântu 

Gheorghe Theater. An examination of the scripts that were found led me to an observation that 

is characteristic of the Sfântu Gheorghe theater. The term “localization” best describes this 

phenomenon. According to the surviving scripts, the literary secretaries and directors of the 

Sfântu Gheorghe Theater made an effort to use linguistic expressions familiar to the local 

Hungarian community and to replace commonly used terms with these expressions.  

For a researcher, it is essential to collect and select the written sources discovered. The latter is 

more difficult than the former. What makes a theater history source reliable? It is reliable if it 

has validity, that is, if it can be supported by other written sources, oral history, or bibliography.  

Over the twenty years between 1968 and 1988, I followed the reception of several performances 

based on the reviews published in the press, and from this, I attempted to draw conclusions 

about the characteristics of each period. A methodological difficulty arises in this regard. In one 

of his studies, Dániel Veress listed all the major writers and journalists who wrote theater 

reviews. Here  is the list Béla Bíró, László Bogdán, Mihai Crisan, Zsolt, Gálfalvi,  Anna Halász, 

György Jánosházy, Antal  K. Jakab,  Mária Kacsir, Lajos Kántor, László Lázár, Lajos Magyari, 

Pál Nagy, Tibor Oláh, Árpád Páll, Sipos András, István, István Szőcs Zsehránszky.  According 

to Levente Kovács, among Hungarian theater critics in Romania, only Anna Halász and Mária 

Kacsir were most receptive to retheatricalization. However, even they did not write a 

professional review that was flawless in every respect. I can support the above statement by 
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noting that these reviews mention theatrical elements and performance only in the rarest of 

cases. Often, the writer's personal preference shapes their assessment of the actors' performance. 

Furthermore, the reviews also serve an educational purpose. The authors often discuss the plot 

of the “reviewed” performance and describe their impressions. Therefore, researching these 

performances is extremely time-consuming and laborious. The reviews contain almost no 

information about the direction, the visual and sound design, or the casting.  

Another important source for the research was the Hungarian channel of Romanian television 

(1968–1984), which recorded a number of theater performances in Sfântu Gheorghe that were 

considered significant, but there is no precise public record of how many performances have 

been digitized. Some recordings have been shared digitally on major video-sharing platforms. 

Radio Târgu Mureș has also preserved some audio recordings from the repertoire of the Sfântu 

Gheorghe Theater. 

Main  Findings and Results 
 

This thesis consists of two parts: A Brief History of Theater in Sfântu Gheorghe and a Philther 

analysis of eight plays from the repertoire of the Sfântu Gheorghe State Hungarian Theater.In 

the reception of the theater repertoire of the period (1948–1968), the obligatory elements of the 

era—namely, the “worker” and the “working people of the villages”—are present. These 

audiences needed to be provided with spatial accessibility to the theatrical experience in order 

to find answers to the “social questions” posed by the communist regime.A notable achievement 

from the theater's first decade is the play “Hope,” written by the Dutch author Heijermanns and 

premiered in 1957. I attempted to research the significance of this play. From the manuscript 

of Károly László's forthcoming book, it is only revealed that the play won awards in both 

Oradea and Bucharest. It also mentions that in Bucharest, at the Jewish Theater, it was 

performed with ad-hoc simultaneous interpretation. The success of Hope may have been due, 

on the one hand, to the play's theme and, on the other hand, to the innovative staging of the 

production. In the play, the ship does not appear; there is only a reference to it setting sail and 

sinking. All of this may have provided an exciting opportunity for acting. A large part of the 

performance takes place in a fisherman's hut, where, on the director's instructions, the actors 

were not allowed to make sudden gestures in order to avoid loudness and emotional outbursts, 

because, according to the director, a Dutch fisherman cannot be loud. 
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The defining figure of the theater's second decade was Director Dezső Kováts, who set the 

theater on a path of development, established connections with other theaters, and brought guest 

directors and actors to Sfântu Gheorghe. The majority of the repertoire consisted of works by 

Romanian and Soviet playwrights, and the plays often addressed criticisms of civil society. A 

significant achievement of this period was the launch of the Shakespeare cycle, which continued 

over the following decades. Kováts is credited with a number of theater management initiatives, 

such as completing the construction of the theater building and designing the interiors. 

According to Kováts, during the tours, the artistic company maintained good relations with 

rural audiences, but no discussion forums were organized with them.The year 1968 marked a 

turning point in Romania in several aspects. The reform of the country's territorial and 

administrative division placed Sfântu Gheorghe in a more favorable position; it became a 

county seat.  That same year, the Council of Workers of Hungarian Ethnicity was established, 

and the requests of Hungarian leaders were granted. Hungarian-language television 

broadcasting began, and regional radio stations were also allowed to broadcast in 

Hungarian.   In the new county, relative to its size and population, there were numerous cultural 

institutions, with varying infrastructure in rural areas. In 1970, the county had 106 cultural 

centers, 5 community centers, 277 libraries, 80 cinemas, museums, and theaters, and 373 

amateur art groups.When describing the period from 1968 to 1989, a traditional three-part 

division is used. According to József Kötő, the first era, known as the “Genesis of the Myth” 

(1960–1971), was a controversial period that included Liviu Ciulei's “reteatralization revolution” 

of 1961. The next era is that of the “self-defense theater,” which began with the July Theses put 

forward by the Party's General Secretary, which proclaimed a “cultural revolution.” From then 

on, theater repertoires could feature primarily “militant revolutionary” plays by Romanian 

authors, and a selection process had to be applied for both modern and classical plays. This law 

also reinforced censorship in Romania. The period known as “The End of the Game” (1983–

1989) began with the Party General Secretary's so-called Mangalia speech, in connection with 

Dan Pița's film “Sand Cliffs” (Faleze de nisip), which was immediately banned because it did 

not portray youth in accordance with communist ideology.  During this period, the theater 

transitioned to self-sufficiency and was reduced to a division.To designate the above three eras, 

I would prefer to use the following three-era nomenclature: 1968–1973, the era of concessions; 

1973–1983, the era of bargains; and from 1983 onward, the era of survival in the theater. These 

designations also allude to the relationship between power and the theater. 



10 

 

Censorship was already present in Romanian Law before 1968, but its scope did not yet extend 

to the theater. After “nationalization,” in 1949, in the People's Republic of Romania, the Grand 

National Assembly, which held formal power, adopted Resolution No. 218 of 1949 on the 

establishment of the Press and Printing Committee. The objective of this committee was to 

establish total state control over various printed materials. Subsequently, Resolution No. 53 of 

1975 was centrally enacted, which legally expanded the operations and scope of the Press and 

Printing Committee. The Committee could authorize or prohibit the export and import of certain 

cultural products. Another new element compared to the previous resolution was that the 

committee's remit was extended to include theater performances. On December 26, 1977, 

another Resolution was issued, suspending the operations of the Press and Printing Committee. 

Censorship continued to operate tacitly, and its functioning became completely 

unpredictable.  According to Malița Liviu, the purpose of the censorship was to further 

intimidate, discourage, and wear down artists. In his study, Covaciu states that the aim of 

censorship was the complete eradication of minority theater, but the author also acknowledges 

that there is no evidence whatsoever to support this claim. Regarding the operational phases of 

censorship, eyewitness accounts and the relevant specialist literature are not consistent. What 

does seem certain is that the Workers' Council was established under Romanian Law No. 

11/1971 and took over the role of the Arts Council. According to further studies, theatrical 

censorship had two clearly distinguishable phases: one focused on the repertoire, and the other 

on the performance. There was internal and external control, as well as local and central control. 

This work employs the Philther method, which means that the focus is on the performance. It 

does not deny the intensity of the impact of the underlying political events. The performance 

establishes historical coordinates and functions as a cultural code for the community. This code 

manifests as a dual discourse that is easily decodable for the audience. According to István 

Nánay, this visual discourse emerges when open communication is not possible within a social 

system. In the second part of my thesis, I conducted a Philther analysis of eight performances 

in Sfântu Gheorghe.Between 1948 and 1988, Énekes madár (The Songbird) was performed 

twenty-six times in  various forms for audiences in Hungary and abroad. The Sfântu Gheorghe 

company's performance of The Songbird is the sixteenth in a row. Prior to this, there had been 

five performances in Transylvania: three in Cluj-Napoca (in 1936, 1942, and 1968) and two in 

Târgu Mureș (in 1958 and 1967).The Songbird was first performed in Odorheiu Secuiesc, at 

the Palace of Culture, on May 4, 1968, and the performance was repeated the following day, 

May 5, at the same venue.  Another source is uncertain about the date of the premiere.  What is 

certain is that the premiere in Sfântu Gheorghe took place on May 10, 1968. 
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With The Singing Bird, a process began at the Sfântu Gheorghe theater, and a collaboration was 

established between the seven Hungarian theaters in Romania. 

The Songbird was completed in Farkaslaka in the fall of 1933. The Singing Bird was completed 

in Lupeni in the fall of 1933.  The monthly magazine published in Cluj-Napoca, Erdélyi Helikon, 

had already published a longer excerpt from the play. This excerpt, entitled “In the  Big Dipper,” 

contains the first part of the third act of The Songbird. Unfortunately, I have not been able to 

obtain the script, as it can no longer be found in the archives of the Sfântu Gheorghe Theater. 

However, from the three performance posters that have survived, we can infer the dramatic text, 

which shows some differences from the Tamási texts found in the books. Two lines from the 

role of the third lamenting woman in Act III were either removed from the script or divided 

between the other two, as only two lamenting women appear in the performance.  

When discussing Miklós Tompa's productions of Tamási, it is important not to overlook the 

fact that he knew the writer personally and was present at the first Budapest performance at the 

Új Thália Theater, which was staged under the direction of Andor Pünkösti on November 17, 

1935. 

The critical reviews of the performance that we were able to find, which also mentioned the 

actors' work, shared a common feature: they established a performance scale among the actors 

based on whose performance they considered positive. The reviews focused primarily on the 

actors' performances. Although one or two grotesque traits were noted in the performances of 

the actresses playing the spinster maidens, it appears that the critics focused on the actors' 

diction, and their assessment did not go beyond the level of indulgence accorded to novice 

actors. The reviews erred in focusing on which actor was able to portray the stereotypes of the 

Székely folk psyche more authentically (colorful speech, obstinacy, traditional male and female 

gender roles). In my opinion, Tamási's play is an absurd drama; it can in no way be a fairy tale, 

as it features protagonists who challenge social taboos. According to the play, under the 

influence of alcohol, they commit an attempted murder and are led astray into infidelity. This 

conscious subversion of traditional Székely (Szekler) stereotypes was not addressed by the 

critical reception of the time. I don't believe this is solely due to censorship. Rather, what can 

be observed is a complete shift in the critical focus away from the abstract.    

Some of the set pieces were moved mechanically. These structures made it possible for the 

“miracles” of the play to appear physically on stage. Examples include the movement of the 

house wall, the growth of the tree, or, in the final act, the bed into which the young people 
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disappear. Tompa himself found the technical execution of these effects challenging during the 

production of the play. 

The Death of the Poppies was Péter Tömöry's first play. In this performance, in a departure 

from the previous theatrical tradition, a new kind of directorial approach emerges, which differs 

radically from previous theatrical practice in that this production is characterized primarily by 

a quest for a directorial working method. The play features distinctive tools of directorial theater, 

such as lighting effects and shadow play, which serve as projections of the characters' emotions 

in the performance and enhance the dramatic text. This directorial approach is evident in the set 

design, the stage layout, the visual effects, and the direction of the actors. The experimental 

spirit was also supported by the performance space, which was enclosed by a black curtain and 

featured minimal set design. The actors' exaggerated gestures created a parallel performance 

structure. These staging choices were also noted by contemporary critics, but they focused 

primarily on the quality of the dramatic text. The strength and impact of the production lie in 

the mise en scène, which enables a reinterpretation of the dramatic text.   

The script of The Death of the Poppies was never published in print. According to the author, 

the play's title is metaphorical, symbolizing the fading of illusions. According to the script, the 

director retained the play's two-part structure, made few cuts to the text, and did not rearrange 

the eleven scenes. Throughout the play's action, the set does not change; in the script, the 

beginning and end of each scene are indicated by lighting effects and changes in the actors' 

spatial positioning. The dramaturgical interventions found in the discovered script copy, as well 

as the consistent adherence to the author's instructions, cannot be the result of censorship, as, 

according to the author's recollections, Attila Seprődi Kiss completely disregarded the author's 

instructions regarding the set, props, and actors' costumes, and transposed the play into a 

completely different theatrical context. 

Attila Seprődi Kiss saw the play Rameau's Nephew, directed by Esrig, in Bucharest. In this 

production, the lead actor, Gheorghe Dinică, performed in a mirror, acting with his own 

reflection, and this gave Seprődi the idea. At the Sfântu Gheorghe performance, a movie screen 

was stretched across the stage, and the actors were illuminated from the front and back by a 

hundred spotlights, so that their shadows on the screen portrayed the relationship with the other 

woman, the “dream lady.” 

Critical reviews devote an undeservingly small amount of space to the direction. In terms of 

critical appraisal of the direction, two articles stand out, which discuss the directorial 
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experiment and the lighting effects used in the production. According to these reviews, on the 

one hand, the function of the shadows is to personify memories. 

 Six of plays of Aurel Baranga were performed in Sfântu Gheorghe Theater. As a character 

embedded in the communist regime, the author chose an unconventional approach to portraying 

the socialist system: satire. On February 25, 1954, Baranga's satire „Mielul turbat” (The Sheep 

Insane) was performed at the National Theater in Bucharest. „The Sheep Insane” is the 

protagonist himself, who, at a factory's patent licensing office, tries in vain to get an innovative 

technology patented, but is thwarted by corruption. 

The Baranga phenomenon can best be captured by the author's following statement: “The secret 

of my writing: I say out loud what my viewers secretly think.” He was able to do this as someone 

who was perfectly integrated into the power structures. Baranga was well versed in stage 

technique and dramaturgical twists; he invented situations that revealed the shortcomings of 

contemporary life and community life. He created a kind of pseudo-dual discourse on stage, 

which gave the audience the impression that, even in Romania in the 1970s, there was freedom 

of speech, that one could speak out against the system's shortcomings, and the audience would 

listen. This theatrical practice bears a resemblance to the practices of the commercial theaters 

in Pest between the two world wars, where exceptionally charming, quality plays were 

produced, which then, over time, disappeared into oblivion. 

The Hungarian translation of the play deprived it of a very important element. In the original 

Romanian text, the characters address each other using the formal or informal form of address, 

depending on whether they are in a subordinate or peer relationship with one another. Bosses 

address their subordinates informally, while subordinates address their bosses formally. In the 

Hungarian translation, this nuance is completely lost. The localization of the text is also evident, 

meaning that the translators adapted the text to the language usage and linguistic needs of the 

Hungarian audience in Romania. 

András Völgyesi created a new directorial formal language. He combined the realist acting 

tradition with the tools of cabaret. In the play, Völgyesi portrayed characters who are, at the 

same time, grotesque figures. 

The iconic moment of the performance is in the second act, as the review also notes, at the end 

of the “good-natured play,” the burlesque pantomime piece evoking silent films, which 

becomes the primary theatrical element in contrast to the dramatic text. The exaggerated, 

amplified movements, the telephone receivers snatched from one another's hands, and the 
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tangled telephone cords become projections, expressing the characters' heightened, near-death 

state of mind.  

Between 1945 and 1981, five Hungarian theaters in Romania staged productions of Bánk ban 

in Cluj-Napoca, Târgu Mureș, Oradea, Sfântu Gheorghe, and Timișoara. Prior to the Sfântu 

Gheorghe production, the most notable performances in the 1970s were the 1971 productions 

in Cluj-Napoca and Timișoara. Reviews by Anna Halász and István Szőcs emphasized that 

neither production was able to add anything of substance to the dramatic text. 

Based on the reviews I have found and examined, I can state that Illyés's intervention can in no 

way be considered an “adaptation”; rather, it is a version in which multifaceted dramaturgical 

interventions were made, paving the way for the director's theatrical toolkit. 

The 1977 Bánk bán premiere in Sfântu Gheorghe took place on the occasion of a triple 

anniversary. In addition to paying tribute with this performance to the twenty-fifth anniversary 

of András Völgyesi's directorial career, the premiere of the first adapted Bánk ban production 

in Romania/Transylvania was timed to coincide with Gyula Illyés's seventy-fifth birthday, and 

the performance was indeed held in the author's presence. 

Eclectic revisions were made that disregarded the modern state of the language and also failed 

to take into account the twentieth-century textual context. A good example of this is the phrase 

“simple-minded Melinda,” which Illyés, for unknown reasons, did not change, disregarding the 

change in meaning that had occurred in the phrase over time. 

The 1977 performance in Sfântu Gheorghe was based on Illyés's version. Although the 

performance's poster lists only Illyés's “adaptation” as the sole source of the dramaturgical text, 

my research has revealed that director András Völgyesi also used József Katona's original text 

in the Sfântu Gheorghe performance, occasionally reinserting sections omitted from Illyés's text. 

The Sfântu Gheorghe production was the last Gyula Illyés production until the change of regime, 

as from the end of 1977, the distribution and performance of Gyula Illyés's works were banned 

in Romania.  

Robert Thomas's play, Trap for a Lonely Man is a story of guilt triggered by the deliberately 

distorted reality surrounding the protagonist. The protagonist alone knows the full truth, and 

therefore cannot bear the onslaught of falsehood that is presented to him as truth. This 

realization slowly depletes his emotional reserves. Therefore, the Sfântu Gheorghe production 

of the French playwright Robert Thomas's play, Trap for a Lonely Man, became the focus of 
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my research because, in addition to the crime story, its main element is the lie—more precisely, 

the mechanism of its impact—which is portrayed on stage and may give the audience the 

impression that the lies of the contrived political and economic system surrounding them could 

also be exposed, thereby allowing control to slip out of the hands of those in power, despite all 

their efforts. 

József Czímer not only translated Poor Daniel (this translation was used in the Sfântu Gheorghe 

production) but also made various dramaturgical changes to the translation. He changed the 

name of the missing wife, Élisabeth, to Jeanette, likely due to the latter name's prevalence.   

Vögyesi made minor changes to the dramatic text. He omitted passages where Daniel criticizes 

the police or where Daniel pushes his fake wife. 

When comparing the translations by József Czímer and János Lackfi, it can be observed that 

the latter is more refined and adheres more closely to the original French text. Czímer also made 

dramaturgical additions to his translation. In the final act, when the story is summarized, the 

text allows for interaction; the audience member can address the stage, intervening in the plot. 

This was not present in the original text; thus, Czímer made the text interactive. 

The performance of Feydeau's play Monsieur chasse! in Sfântu Gheorghe was watched by 

Authorization Committee several times; the reasons for this ban remain unclear, but it is known 

that the play could not be performed under its original title (Monsieur chasse!) because this title 

alludes to the frequent activities of the party's general secretary.  

Two Hungarian translations of Georges Feydeau's 1892 play Monsieur chasse! are known: A 

férj vadászni jár (The Husband Goes Hunting), translated by József Mihály for the Vígszínház 

in Budapest, and József Vinkó's adaptation, which was published in the Színház's drama 

supplement in November 1983. 

The theater's management was looking for a play that would be “consumable” for the audience, 

and it immediately became clear to Levente Nemes, the performance's director, that the genre 

represented by the playwright, vaudeville, was the forerunner of the absurd, and that this was 

already modern theater, because it did not require the actors to experience the play or to act 

realistically; although the relationships had to be psychologically justified, the actors could still 

view their roles from the outside, with a certain detachment.  

According to Levente Nemes, the most important elements of a director's work are putting 

together the cast and, if he has a vision, being able to communicate it to the actors. 
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In Monsieur chasse!, beneath the superficial layer of comedy, an absurd drama unfolded, which 

can be compared to the directorial stylistic language employed in Ionescu's absurd drama The 

Bald Soprano. The puppet-like acting employed in Feydeau's play highlights the absurd and 

grotesque nature of the comedic situations. Reviews of the production focused solely on its 

overtly comedic aspect, often overlooking the comedy's absurd nature and the director's stylistic 

language. According to a reviewer from Brașov, Feydeau's plot is banal and childish, and his 

dramaturgical solutions are naive, making it a waste of time, energy, and money. Apart from 

keeping the comedy flowing, the direction did not add much to the production.  

Mrožek conceived the script of The Emigrants as a one-act play. However, this is technically 

difficult to achieve; the play lasts over two hours, and its dramatic text challenges both the 

performer and the audience. Despite this, for the most part, the various companies perform 

Emigrants in a single, uninterrupted run. In a two-actor production like The Emigrants, which 

is structured around the dramatic text, there are no spectacular directorial interventions or ideas. 

The director discreetly steps into the background, allowing the two actors to shine, noted a critic 

after the Oradea performance of Emigrants. However, Attila Seprődi Kiss significantly 

intervened in the creative process of Emigrants in Sfântu Gheorghe, for example in the casting, 

by occasionally omitting the author's instructions and set elements or relocating them to take 

advantage of the studio space's characteristics, aiming for a holographic effect and thus “making 

the performance more multidimensional.” 

In the 1960s, a paradigm shift took place in Romanian theatrical art. In 1961, Liviu Ciulei 

directed a production of Shakespeare's As You Like It at the Bulandra Theater in Bucharest, 

which can be considered the first attempt at reteatralization in Romania.  In Transylvanian 

Hungarian theater, György Harag and János Taub were most receptive to these efforts at 

reteatralization.  According to director Levente Kovács's own account, it was at which he was 

captivated by these reteatralization efforts, and his attention shifted to student theater. Under 

Kovács's direction, a thematic shift took place, bringing the relationship between power and 

youth to the forefront. As a result, the production became part of a group of productions that 

can be considered precursors to the directorial theater that would later become dominant at the 

Tamási Áron Theater in Sfântu Gheorghe by the mid-1990s.Four partial and two complete 

Shakespeare sonnets, set to music, were incorporated into the performance of A Midsummer 

Night's Dream as song interludes linked to dramatic situations and organically woven into the 

plot. One additional change to the dramatic text was initiated by the director himself: the order 

of two scenes in Act I was reversed, with the performance beginning with the scene of the 
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craftsmen, followed by the scene in Athens. The director also borrowed certain elements from 

Peter Brook's world-famous production of A Midsummer Night's Dream, expanding and 

developing them further. Levente Kovács also works with a minimalist set design, which mostly 

evokes a big-top circus environment. The setting does not change significantly; acrobats and 

aerial dancers come and go, performing various numbers. The sonnets and sonnet excerpts set 

to music also serve to bring the young audience closer, through the language of music, to issues 

that are fundamentally theirs, and this theme runs throughout the entire performance: they 

confront their parents, face isolation, escape, and then fall victim to something that the director 

has identified as drugs, where they are manipulated; after experiencing this, they return and 

come to terms with power, ultimately becoming loyal servants of the system. 

  

 

 

 

 

Final Conclusions of the Doctoral Dissertation 
 

In my thesis, I consider the following statements to be substantiated. 

Despite increasingly stringent state regulations, the Hungarian State Theater in Sfântu 

Gheorghe has strived not only to survive, but also to support itself and meet the needs of its 

audience. Going beyond its role as a cultural institution, the theater sought to bring together and 

enrich a community in Sfântu Gheorghe. The Sfântu Gheorghe theater became integrated into 

Romanian and international theatrical life. Within the framework of the dictatorship, it served 

as a bridge between the minority and the majority nations. Very early on (as early as 1969), 

elements characteristic of director-led theater began to appear in the theater's repertoire. As the 

Communist regime increasingly restricted the theater's scope of action due to the constantly 

changing socio-economic and political processes, hindering its purpose and making it 

financially unviable, satirical, absurd, and burlesque elements began to appear in the theater's 

productions. The theater directors (Anna Dukász and later Lajos Sylvester) managed the theater 

through a network of personal connections, and local external oversight was also often shaped 
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to serve the theater's interests. In the performances of the Sfântu Gheorghe State Hungarian 

Theater, one can find the roots of contemporary directorial theater. Elements of 

retheatricalization are present in varying proportions at the levels of the dramatic text, the 

direction, the acting, the visuals, and the sound. In conclusion, I consider it a great merit of my 

thesis that I managed to document and save eight theater performances from oblivion. These 

performances will remain here for posterity, as a testament to the fact that a stifling communist 

dictatorship could not eradicate or assimilate our community, because the Sfântu Gheorghe 

Theater, like a fortress church (it turns out, then, that there are at least two fortress churches in 

Sfântu Gheorghe), protected and defended our community, even as it grappled with the world. 

It has preserved our community. And it will continue to do so in the future. 
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