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I. Background of the Research and Justification of the Topic 

The audiovisual recording and television broadcasting of theatrical performances is one of the 

most complex intermedial phenomena in 20th-century media history. The subject of this 

research comprises Hungarian-language theatrical recordings, studio adaptations, and 

television plays recorded or produced by the Hungarian Department of Romanian Television 

(TVR) between 1969 and 1985. 

In my doctoral dissertation, I examine Hungarian television theatre recordings made in 

Romania between 1969 and 1985. The primary focus of the research is the analysis of the 

genre characteristics, audiovisual interpretation, and cultural context of these recordings. The 

paper presents the historical background of the creation and operation of Romanian 

Television, as well as the circumstances surrounding the founding of its Hungarian 

department, detailing the theoretical foundations of the relationship between theatre and 

television. Special attention has been devoted to the cultural-political environment of the era, 

including the role of censorship, and how these factors influenced the production and content 

of television theatre productions. 

In the research, I particularly aim to address the technical aspects of TV theatre recordings, 

such as image composition, classification of shot sizes, camera movements, and the 

application of various perspectives. I analyze the roles of the professionals involved in the 

process (sound engineer, head cinematographer, director) and the dynamics of cooperation 

between theatrical and television directors. Based on the surviving Hungarian-language 

theatrical recordings found in the archives of Romanian Television, my dissertation presents 

the directorial work of Levente Kovács, Miklós Tompa, Elemér Kincses, and György Harag, 

revealing through detailed audiovisual analysis the connections and differences between 

television theatre broadcasts, TV plays, and stage performances. 

Overall, the objective of the dissertation is to uncover and interpret the significance of 

Hungarian television theatre recordings in Romania, the interaction between the artistic 

medium and contemporary cultural policy, and to contribute to the understanding of this 

under-researched area of Hungarian theatre history and media studies. 
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What were the research methods in the paper? 

In the doctoral dissertation, I applied a multi-layered research methodology for the 

comprehensive analysis of Hungarian television theatre recordings in Romania. These 

methods are the following: 

 

1. Archival Research and Source Analysis: 

Archives of the Hungarian Department of Romanian Television: This is the 

cornerstone of the research. The paper relies heavily on the television theatre 

recordings found there (video copies, magnetic tapes), even though these are often 

incomplete or in poor technical condition. The available list (57 recordings) serves as 

a starting point for specific analyses. 

2. Written Documentation: 

Regarding missing or incomplete recordings and the context of the surviving ones, 

documents preserved in the internal archives of Romanian Television (resolutions, 

broadcast plans, transmission scripts, minutes), as well as reviews, notices, interviews, 

and reports from contemporary newspapers and periodicals (e.g., Új Élet, A 

Hét, Igazság, Film Színház Muzsika) serve as sources. These help reconstruct the 

circumstances of creation, reception, and cultural embeddedness of the recordings. 

3. Literature Review: 

The primary theoretical frameworks of the topic were drawn from Patrice Pavis’s 

methods of performance analysis, Erika Fischer-Lichte’s media theory perspectives, 

and were inspired by other scholarly works in media and theatre studies (e.g., books 

on film by Vilém Flusser, John Gardner, Gábor Szabó). 

4. Audiovisual Analysis (Medial Investigation): 

I look for cinematic formal language elements in contemporary television theatre 

recordings. In the dissertation, I place key emphasis on analyzing television 

recordings as "moving image works." I examine composition (e.g., golden ratio, 
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stability, instability), shot classification (long shot, medium long shot, medium shot, 

medium close-up, close-up, extreme close-up), as well as camera movements 

(panning, zoom, tracking shot, crane shot) and their combinations. 

5. Analysis of Perspectives: 

I examine in detail the application of objective, subjective, and over-the-shoulder 

perspectives, paying particular attention to how these adapt within a theatrical setting 

and what effect they have on viewer perception. 

6. Technical Execution: 

I evaluate the quality and methods of sound recording, the role of lighting (key light, 

fill light, rim light), set design (use of materials, illusion of spatiality), and the 

television adaptation of the work of makeup artists and prosthetics masters. 

7. Genre Classification: 

I systematically categorize the television theatre recordings in the archives of the 

Hungarian Department of Romanian Television and define the differences between 

live broadcasts, recorded on-site performances, studio recordings, and television 

plays, analyzing the directorial and technical approaches associated with each. 

8. Theatrum-Cultural Contextualization: 

I organize the television theatre recordings found in the archives and analyze specific 

recordings within the context of the works of directors (Levente Kovács, Miklós 

Tompa, Elemér Kincses, György Harag, Péter Tömöry, Ferenc Kovács, József 

Szabó), revealing their directorial styles, artistic aspirations, and relationship to 

television adaptations. 

9. Contemporary Reception: 

The analysis of reactions from theatre historians, critics, and the public is conducted 

based on contemporary newspaper articles and memoirs. I also explore aspects of 

performance style: examining the television adaptation of acting styles and the impact 

of the presence or absence of an audience on the production. 

10. Interviews and Memoirs: 

I conducted interviews with surviving creators (e.g., Elemér Kincses, Péter Tömöry, 

Zoltán Boros, Georgina Miklós Pataky); these individuals provided fundamental 

sources for insight into internal operations, decision-making mechanisms, and 

contemporary challenges. Interviews with directors Ádám Horváth and Cornel 

Mihalache offer a broader Hungarian and Romanian perspective on the development 

of television theatre. 
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11. Significance of Historical and Political Context: 

In the paper, I highlight that the examined television theatre recordings cannot be 

understood without the historical and political context that shaped their creation. An 

important part of this is socialist cultural policy and propaganda. Romanian 

Television, similarly to communist countries in Eastern Europe, was under party 

control. It was essential to examine how television became a tool for Communist 

Party propaganda and how this impacted artistic content. 

  

The dissertation focuses particularly on censorship mechanisms, including the "July 

Theses" (1971) and subsequent tightenings, which significantly influenced the 

selection and interpretation of works allowed to be presented. Within this, it also 

investigates the phenomenon of self-censorship and how creators attempted to find 

"loopholes" within the limitations of the system. In Romania, minority programming 

and the founding of the Hungarian Department in 1969 were political decisions 

themselves, which I analyze in light of the tension between internationalist communist 

cultural policy and the realization of national minority identity. This context explains 

the rationale behind Hungarian-language broadcasts and their eventual liquidation in 

1985. 

  

Financial and technical limitations also defined contemporary television theatre 

recordings. Technological lag during the Cold War era and economic factors (e.g., the 

price of TV sets, self-financing of theatres) fundamentally affected the quality and 

quantity of television productions. In my dissertation, I take these factors into account 

during the analysis. 

  

Another key aspect is the extent to which Nicolae Ceaușescu's cult of personality 

contributed to the decline and eventual liquidation of the Hungarian Department of 

Romanian Television. The personality cult that took hold by the late 1980s drastically 

restricted broadcast time and content, causing the artistic character to virtually 

disappear. This decline also forms part of the period under investigation. 
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Significance of the Field of Research 

Examining this field is paramount for several reasons: 

• Theatre History Significance: I aim to fill a scholarly gap. In Romanian Hungarian 

theatre historiography, television theatre has been a largely under-researched area. 

These recordings are irreplaceable documents of Transylvanian Hungarian theatre 

between 1969 and 1985, preserving performances of which we would otherwise have 

no moving image record. 

• Director Legacies: Examining existing television theatre recordings reveals important 

directorial oeuvres. Gaining a deeper understanding and analysis of the work of 

prominent directors such as György Harag, Miklós Tompa, or Levente Kovács—

including theatrical productions created specifically for television—was a central 

goal. 

• Preserving Acting Performances: Outstanding acting performances recorded on film 

and magnetic tapes help us understand the past. The research sheds light on 

contemporary actors' performances and artistic development, creating an opportunity 

for the visual documentation of legendary generations of actors. 

• Reconstruction of Repertoire: Reviewing these television theatre recordings allows us 

to reconstruct the contemporary theatrical repertoire, including adaptations of 

domestic and world literature, as well as the forced preference under party direction 

for mandatory Romanian authors and "domestic Hungarian authors." 

• Understanding Genre Evolution: The dissertation aims to contribute to understanding 

the evolution of TV theatre as a genre in socialist Romania, providing a comparative 

perspective with Hungarian and international trends. The reviewed period 

demonstrates the possibilities and limits of contemporary television technology, 

alongside the innovative solutions of creators within those bounds. 

• Media and Ideology Dynamics: The research illustrates the complex relationship 

between media and ideology in a totalitarian system, shedding light on the dynamics 

of propaganda, censorship, and artistic resistance. 

• Cultural Anthropology and Social History: The perspective of minority culture is 

vital. It is essential to address the characteristics, challenges, and strategies of 
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minority cultural representation (Hungarian in Romania) on television within the 

framework of a majority nation-state. 

• Social Reflection: The analyzed plays and their reception can be interpreted as 

holding a mirror to contemporary Hungarian society in Romania—its fears, hopes, 

and everyday life. 

• Archiving and Digitization: I also engaged in archiving and digitization activities: 

thanks to my colleagues in Bucharest, we brought back several almost-forgotten 

television theatre recordings, which were re-watched not only for the analyses in this 

dissertation, but also to make them publicly available. Thus, the research draws 

attention to the importance of preserving and digitizing archival materials (especially 

Hungarian archives in Romania), highlighting their incomplete state and the 

associated difficulties. Highlighting the reconstruction work performed by Emília 

Rostás serves this exact purpose. 

In summary, in this doctoral dissertation, I present an in-depth, multidisciplinary study of a 

cultural phenomenon of outstanding relevance not only for art history, but also for social 

history and media studies. I hope to contribute to understanding the past, recognizing the 

value of archives, and providing inspiration for future research. 

 

Key Factors Justifying the Choice of Topic 

The choice of topic is justified by several essential factors: 

• Gap-Filling Dimension in Theatre History: In Transylvanian Hungarian theatre 

historiography, the systematic analysis of television presence and moving image 

documentation has remained a fundamental research gap until now. The recordings 

represent unique and irreplaceable moving image documents of Transylvanian 

Hungarian theatre of that era. 

• Minority Identity and Media Publicity: Under the totalitarian Ceaușescu regime, the 

Hungarian-language television broadcast launched in November 1969 operated as a 

dual institution: it served state-party propaganda while simultaneously becoming an 

institution for minority cultural self-preservation and the protection of linguistic and 

cultural identity. 
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• Intermedial Aesthetic Inquiry: Drawing on Patrice Pavis's performance analysis 

methodology, Erika Fischer-Lichte's media theory ("aesthetics of interruption"), 

Vilém Flusser's visual culture theory, and Gábor Szabó's cinematic formal theory, the 

research examines the aesthetic tension between the theatrical space and the screen 

(the two-dimensional frame). 

• Archival Reconstruction: A direct outcome of the research is the exploration of the 

archives of the Hungarian Department of Romanian Television and the central archive 

in Jilava, as well as the systematic identification, organization, and facilitation of the 

digitization process for surviving media formats (celluloid film, wide magnetic tapes, 

Beta cassettes). 

 

 

II. Objectives and Methodology of the Research 

1. Main Objectives 

• Comprehensive Cultural and Media History Exploration: Investigating the theatrical 

activities of the Hungarian Department of Romanian Television between 1969 and 

1985. 

• Analysis of Surviving Works: Conducting genre, formal language, and audiovisual 

analyses of the 57 surviving television theatre recordings and TV plays. 

• Director Adaptation Strategies: Clarifying the television adaptation strategies and 

formal innovations of key directors of the era—particularly György Harag, Miklós 

Tompa, Levente Kovács, Elemér Kincses, József „Ódzsa” Szabó, Ferenc Kovács, and 

Péter Tömöry. 

• Impact of Censorship Mechanisms: Demonstrating the impact of censorship 

mechanisms (the "July Theses" [1971], party directives, press directorship preview 

screenings, and self-censorship) on repertoire selection and chances of broadcast. 

• Collaborative Dynamics: Exploring the creative dynamics between the theatre 

director and the television director/crew (lead cinematographer, editor, sound 

engineer). 

2. Applied Research Methods 
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• Archival Research and Source Analysis: Processing broadcast documents, broadcast 

logs, program schedules, and minutes of the TVR Hungarian Department and the 

central archives in Jilava, as well as reviews from the contemporary press (A Hét, 

Igazság, Utunk, Megyei Tükör, Előre, Igaz Szó, Film Színház Muzsika). 

• Audiovisual and Medial Analysis: Systematic examination of cinematic formal 

language elements—image composition (golden ratio, static/dynamic balance), shot 

sizes (extreme long shot, long shot, medium long shot, cowboy shot, medium shot, 

close-up, extreme close-up), camera movements (panning, tracking shot/travelling, 

crane shot, zoom), camera angles, and lighting solutions—in the recorded materials. 

• Perspective Analysis (POV): Examining the adaptation role of objective, subjective, 

and over-the-shoulder (OTS) perspectives in mapping theatrical space onto screen 

media. 

• Oral History / In-Depth Interviews: Conducting interviews with surviving creators, 

editors, and directors (Elemér Kincses, Péter Tömöry, Zoltán Boros, Georgina Miklós 

Pataky, Mária Tomcsányi, Ádám Horváth, Cornel Mihalache), providing insight into 

internal decision-making and production processes. 

III. Deductive Chapters and Content Summary of the Dissertation 

1. Theoretical Foundations of the Relationship Between Theatre and Television 

The first section of the dissertation clarifies the phenomenological differences between the 

theatrical experience and television reception. While theatre is based on the simultaneity of 

action and reception—the presence of actor and spectator in the exact same physical space 

and time—television works with electronic images, wedging itself between spectator and 

artist. 

Drawing on Erika Fischer-Lichte's theory, the dissertation highlights that the emergence of 

mass media triggered a reaction in experimental theatre toward returning to theatre's 

immediacy on the one hand, and incorporating media elements into theatre on the other. 

Building on Patrice Pavis's theory, television recording (captation) creates tension between 

the live memory of theatrical representation and a new, autonomous moving-image discourse. 

2. Historical and Political Context of Romanian Television and the Hungarian 

Department 
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From its launch on December 31, 1956, Romanian Television (TVR) served as a strategically 

vital propaganda tool for the state party. Although in the initial period (until the late 1960s) 

TVR's aesthetic-artistic profile was prominent, after Ceaușescu came to power (1965) and 

especially following the 1971 "July Theses," the institution gradually turned into an 

instrument of aggressive party propaganda and personality cult. 

The Hungarian Department was established in November 1969 within the framework of a 

top-down political compromise. Under the leadership of Editor-in-Chief Pál Bodor (1970–

1979), the department formulated a broadcasting policy that integrated Transylvanian 

Hungarian intellectual life. The weekly broadcast time (initially Sunday morning, then from 

1974 Monday afternoon between 16:00 and 19:00) allowed for the broadcast of full-length 

theatrical recordings, concerts, and studio plays. Frida Labancz, Teodor Sugár, and Mária 

Tomcsányi were successively responsible for the theatre section and recordings. The process 

was brought to an end by the peak of state nationalism: in January 1985, the Hungarian and 

German departments were liquidated, and television broadcasting time was restricted to two 

hours per day. 

3. Formal Language and Creative Roles in Television Theatre Recordings 

The dissertation categorizes in detail the technical and creative toolbox for producing 

television theatre recordings: 

• Composition and Direction of Gaze: Rules of the golden ratio, two-person and multi-

character compositions (linear, diagonal, triangular), application of closed and open 

compositions, and directing the viewer's gaze using rack focusing, movement, and 

lighting techniques. 

• Classification of Shot Sizes: Extreme long shot, long shot, medium long shot, cowboy 

shot (American shot), medium shot (wide medium and tight medium), close-up, 

extreme close-up, and macro. 

• Camera Movements:  

o Two-dimensional: panning/tilting (pan/tilt), zoom (focal length adjustment). 

o Three-dimensional: tracking shot/travelling (dolly or rubber-wheeled 

tracking), crane shot, steadicam, and foot tracking. 

o By function: tracking/following, transition (whip pan), and descriptive camera 

movements. 
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• Camera Angles: Eye-level (normal), high angle (oversight, objectivity/isolation), low 

angle (under-view, monumentality/heroism). 

• Perspectives: Objective (external, impersonal observer), subjective (character POV), 

and over-the-shoulder (OTS) perspectives. 

• Crew Roles: Collaborative dynamics of the chief cinematographer, sound engineer 

(miking techniques: suspended ambient mics vs. lapel wireless mics), set and 

makeup/prosthetics designers, and the theatre vs. television director. 

4. Types of Television Theatre Recordings 

The dissertation distinguishes four fundamental production and genre categories: 

1. Live Broadcast from the Original Location: The most complex task, requiring 

complete preparation and exact knowledge of the camera score (e.g., Szeged Faust 

broadcast / TVR live broadcasts). 

2. Recorded On-Site Performance (with or without an audience): The most common 

procedure; recording using a multi-camera OB van, where the presence of the 

audience ensures theatrical acoustics and atmosphere, while supplementary pick-up 

shots without an audience serve to insert close-ups and corrections. 

3. Studio Recording (Television Adaptation of a Stage Performance): Performances 

recorded within sets constructed in the TVR studio under controlled lighting and 

sound conditions. 

4. Television Play / TV Film: Works written specifically for the screen or radically re-

composed, leaving behind theatrical constraints to use exterior locations and a 

cinematic formal language. 

 

IV. Analysis of the Researched Archive and Featured Directors' Oeuvres 

In the uncovered archives of the Hungarian Department of TVR, 57 surviving theatrical 

recordings can be identified (out of the approximately 100–150 originally produced). The 

remaining collection encompasses representative performances from Transylvanian 

Hungarian theatres of the era (Marosvásárhely, Kolozsvár, Sepsiszentgyörgy, Szatmárnémeti, 

Nagyvárad, Timișoara). 
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1. Directorial Works of Levente Kovács 

• Pillangók a bőröndben (Butterflies in the Suitcase, 1976, written by Iosif Naghiu): A 

chamber crime/psychodrama recorded at the National Theatre of Marosvásárhely 

(Târgu Mureș). Levente Kovács created an oppressive space of denunciation, 

blackmail, and estrangement using a 37-meter-long, winding sofa that filled the main 

stage, combined with monochromatic lighting. Moving directly on stage, the cameras 

broke open the traditional proscenium ("peek-hole") theatre framework. 

• Egy fő az egy fő (A Man's a Man, 1976, written by B. Brecht): A performance 

recorded with a live audience in Szászrégen (Reghin), performed by graduating acting 

students from Marosvásárhely. The recording sparked a political storm (following a 

denunciation by Győző Hajdú), but through the steadfast support of Pál Bodor and 

György Harag, TVR allowed it to broadcast, preserving the debut of a legendary 

generation of actors (Zsuzsa Daróczi, István Bicskei, Ferenc Szélyes, László 

Hunyadi). 

• Akácfa út 92 (92 Acacia Street, 1981, written by Sándor Szígyártó): A TV play re-

composed from a theatrical production. By combining realistic sets built in the 

Bucharest studio with exterior locations in Marosvásárhely (such as the Aranykakas / 

Golden Rooster restaurant), Levente Kovács transcended theatrical boundaries to 

create an autonomous moving-image genre. 

2. Directorial Works of Miklós Tompa 

• Csalóka szivárvány (Deceptive Rainbow, 1972, written by Áron Tamási): Recording 

of a performance in Sepsiszentgyörgy (Sfântu Gheorghe). This Székely "Faustian 

tragedy" presents the role swap and loss of identity of Bálint Czintos (Csongor 

Ferenczy) within Sándor Plugor's distorted-perspective set design. The television 

recording emphasized the drama's grotesque-existential depths through opening and 

closing camera movements, shadow plays, and close-ups. 

• Hullámzó vőlegény (Fluctuating Groom, 1978/1979, written by Áron Tamási): A rare 

comparative opportunity in theatrical and media history: Miklós Tompa directed the 

work as a television play for Hungarian Television (MTV) in 1978 (starring Antal 

Páger, Gábor Harsányi, and Ildikó Hűvösvölgyi), and subsequently staged it in 

Sepsiszentgyörgy in 1979, which was recorded by TVR. Comparative analysis 
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showed that the MTV play was cinematic, enclosed, and sterile, whereas the theatrical 

performance recorded by TVR—with live audience reactions and acting infused with 

Székely humor—provided a more organic and atmospheric spectator experience. 

3. Directorial Works of Elemér Kincses 

• Don Carlos (1977/1979, written by F. Schiller): Bucharest studio adaptation of the 

Marosvásárhely theatre production (TV director: Leonard Popovici). Kincses 

condensed Schiller's voluminous text into a tight drama of freedom. Anna Tamás's 

striking set—twelve motionless, column-like knight suits of armor standing on a 

reflective black floor—became a visual metaphor for the informant network and 

oppression of the Ceaușescu dictatorship. 

• Ég a nap Seneca felett (The Sun Is Burning Over Seneca, 1980, written and directed 

by Elemér Kincses): TVR studio recording of the Szatmárnémeti (Satu Mare) theatre 

production. The drama dissecting the relationship between the Nero dictatorship and 

Seneca contained direct allegorical references to the Ceaușescu regime. Although the 

recording was completed and edited for broadcast, censorship banned it 30 minutes 

before airing on October 27, 1980, removing it from the schedule under the pretext of 

"technical reasons." The dissertation documents the mechanism of this ban in detail. 

4. Directorial Works of György Harag 

György Harag's television work represents the highest artistic standard of the period. His 

directorial style achieved a seamless synthesis of theatrical space and television imagery. 

• Özönvíz előtt (Before the Deluge, 1971, written by István Nagy): A milestone of 

renewing Transylvanian Hungarian theatre. Harag stripped the work of proletkult 

clichés, creating instead a psychological drama with a Kafkaesque atmosphere 

(starring Lóránd Lohinszky, Ferenc Bács, Bella Tanai). The recording achieved a 

technical tour de force by deliberately placing one of the cameras directly inside the 

set design, breaking down the fourth wall. 

• Szerelem (Love, 1973, written by Lajos Barta): The "Hungarian Three Sisters." In 

Florica Mălureanu's stripped-down set, Harag created an atmosphere of decline and 

confinement. In the recording, the fever-dream of Komoróczy (Lohinszky) was 

emphasized using early video effects (cross-fades/dissolves). 
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• Egy lócsiszár virágvasárnapja (Palm Sunday of a Horse Dealer, 1975) and Csillag a 

máglyán (Star at the Stake, 1977) (written by András Sütő): Two surviving plays from 

the Sütő trilogy. In Lócsiszár, the struggle between authority and an individual 

seeking justice, and in Csillag a máglyán, the ideological clash between Calvin 

(Lohinszky) and Servetus (Sándor Héjja) become deeply moving. The TVR 

recordings—utilizing the visual metaphor of a space boarded up on three sides (set 

design by László Tóth) and subjective high camera angles—became documents of 

symbolic protest against state-socialist oppression. (The recording of the third part of 

the trilogy, Káin és Ábel [Cain and Abel], was erased between 1985 and 1989 after 

the ban on Hungarian broadcasts). 

• Vidám sirató egy bolygó porszemért (Merry Lament for a Wandering Speck of Dust, 

1980, written by András Sütő, directed by György Harag and András Hunyadi): A 

synthesis of folk play and surreal grotesque. The set featuring a hill and a house built 

on a revolving stage was recorded using camera dolly movements and masked ritual 

scenes. 

• Az álmok háza (House of Dreams, 1974, written by Petru Vintilă): A Harag 

production re-identified during research, previously believed lost. In Zsolt Kölönte's 

cluttered, Biedermeier-style set, through the performances of Kinga Illyés, Csongor 

Ferenczy, and István Ferenczy, the television camera scanned petty-bourgeois decline 

with deep psychological close-ups. 

• Medve (The Bear, 1975, by A. P. Chekhov) and Egy rettenetes vasárnap délután (A 

Terrible Sunday Afternoon, 1977, by Sándor Tomcsa): Independent television plays 

directed by Harag specifically for the TV studio. Medve (starring Anna Széles, András 

Csorba, László Tarr) and the Tomcsa adaptation (starring György Barkó, Lujza Orosz, 

Ilona Toszó) testify to a masterful application of cinematic formal language (in-

camera editing, double exposures, symbolic use of space). 

5. Directorial Works of József „Ódzsa” Szabó and Ferenc Kovács 

• A sánta angyalok utcája (Street of Lame Angels, 1972, written by Tibor Bálint): 

Television recording of the Kolozsvár (Cluj-Napoca) stage adaptation of the novel 

Zokogó majom (The Weeping Monkey). József Szabó elevated the world of 

marginalized lower-class lives in the Hóstát district to lyrical-grotesque heights. The 

recording's frame story—in which journalist Kálmán Vincze (Sándor Héjja) conjures 
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up and orchestrates the past—provided an ideal narrative structure for the television 

camera. 

• Az ifjú W. újabb szenvedései (The New Sufferings of Young W., 1973, written by U. 

Plenzdorf): A pioneering beat-oratorio by the Nagyvárad (Oradea) theatre, in which 

József Szabó brought the renowned Metropol Group rock band to the stage. TV editor 

Péter Tömöry captured the sentiment of rebellious, long-haired youth in denim; due to 

censorship, only music-video-like excerpts of the songs survived instead of the 

complete performance. 

• Magellán (Magellan, 1974/1981, written by István Kocsis, directed by Ferenc 

Kovács): Performance by the Szatmárnémeti (Satu Mare) theatre portraying the 

conflict between Magellan (Ferenc Boér), circumnavigating the globe, and the 

machinery of power. The minimalist set (stretched ropes, barrel, crate) provided 

excellent diagonal image compositions for the television cameras. 

 

V. Theses / Key Scientific Findings of the Doctoral Dissertation 

• Intermedial Autonomy of Television Theatre: The research proved that the theatrical 

recordings made by the Hungarian Department of Romanian Television cannot be 

considered mere passive, mechanical copies of stage performances. Through multi-

camera recording, deliberate shot classification, recomposed lighting, camera 

movements, and post-production (editing), a distinct intermedial genre emerged—a 

synthesis of theatre and moving-image aesthetics. 

• Minority Cultural Self-Preservation and Public Sphere Building: The dissertation 

revealed that during periods of totalitarian oppression and Ceaușescu’s homogenizing 

nation-state policies, the Hungarian Department's theatrical broadcasts functioned as a 

kind of "virtual national theatre." On a weekly basis, they connected Transylvanian 

Hungarian theatres with Hungarians living in diaspora and compact communities, 

fostering a sense of linguistic and cultural togetherness. 

• Systematic Reconstruction of the Archive: The research successfully identified and 

analyzed 57 surviving theatrical recordings from the TVR Hungarian Department, 

clarifying their precise production circumstances, credits, and production data. A 

direct outcome of this research was the re-identification and preservation of György 
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Harag’s production Az álmok háza (House of Dreams, 1974), which was previously 

believed to be lost. 

• György Harag’s Innovations in Television Formal Language: The dissertation 

demonstrated that György Harag was not only an innovator of theatrical space, but 

also a master of television moving-image formal language. In his television 

productions (Özönvíz előtt, Szerelem, Medve, Egy rettenetes vasárnap délután), he 

applied in-camera editing, camera strategies built into the set, extreme close-ups, and 

double exposures that place his work at the forefront of contemporary European 

television broadcasting. 

• Dual Nature of Censorship Mechanisms: The research highlighted operational 

anomalies in state-party censorship regarding television. I proved that while theatrical 

productions could be staged after passing local (county-level) censorship, television 

recordings were subjected to a stricter screening by central party censorship in 

Bucharest. The most striking proof of this was the pre-broadcast ban and erasure of 

Elemér Kincses’s recording Ég a nap Seneca felett (1980), as well as the post-facto 

destruction of András Sütő’s Káin és Ábel. 

• Demonstrating Genre Boundary Shifts: A key novelty of the paper is the 

categorization of transitions between theatrical recordings and TV plays/TV films. I 

demonstrated that experimental productions by Levente Kovács (Akácfa út 92), 

György Harag (Egy rettenetes vasárnap délután), and Péter Tömöry (Egynapi 

királyság, Szélhámosok a szabadban) stepped outside the theatrical frame, 

incorporating exterior locations and studio builds to create an autonomous moving-

image genre. 

• Comparative Theatre and Media History Results: Through a comparative analysis of 

the Sepsiszentgyörgy Theatre and Hungarian Television (MTV) productions of 

Hullámzó vőlegény (1978/1979, dir.: Miklós Tompa), I proved that while the 

Budapest M1 studio version functioned as a closed, sterile TV play, the Transylvanian 

theatrical performance recorded by TVR with a live audience provided a more 

impactful communal experience through direct spectator interaction and folk humor. 

• Symbiosis of Allied Theatre and Television Professions: The research uncovered the 

decisive role of lead cinematographers (Constantin Lungu, Emil Lungu, József 

Lenke), television editors (Emília Andreescu, Judit Petruka), editors (Teodor Sugár, 

Mária Tomcsányi, Péter Tömöry), and set designers (Florica Mălureanu, Sándor 

Plugor, Anna Tamás, Zsolt Kölönte) in establishing television theatre aesthetics. 
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VI. Practical Applications and Future Perspectives of the Research 

• Digital Archiving and Restoration: The research findings can be directly utilized in 

further digitization, restoration, and cataloging work within the archives of the 

Hungarian Department of Romanian Television. 

• Educational Applicability: The dissertation materials, formal analyses, and uncovered 

video documents can be integrated into theatre history, television, directing, and 

dramaturgy courses at Arts Universities (Târgu Mureș, Cluj-Napoca, Budapest). 

• Scholarly Publications and Databases: The data and directorial analyses of the 57 

uncovered recordings can serve as the foundation for an online, accessible 

Transylvanian Hungarian theatrical moving-image archive and specialized catalog. 

VII. Conclusions 

The research presented in my doctoral dissertation draws several major conclusions regarding 

Hungarian television theatre recordings in Romania between 1969 and 1985: 

1. Cultural Significance and Intermedial Space: Television theatre recordings were not 

simple adaptations, but marked the emergence of a new, intermedial space combining 

the characteristics of theatre and television. Patrice Pavis’s concept of captation 

represented not "captivity" for these recordings, but a creative process of 

reinterpretation, opening up new artistic possibilities. The most successful recordings 

(e.g., the works of György Harag) preserved the atmosphere of the stage 

performances while utilizing moving-image technical capabilities (close-ups, multi-

camera setups, editing). 

2. Technical Development and Aesthetic Quality: Technical progress at Romanian 

Television coincided with improvements in the artistic quality of recordings. There 

was significant advancement from early experimental works (e.g., Özönvíz előtt) to a 

mature television language (e.g., Ég a nap Seneca felett). Video effects, dissolves, and 

rack-focusing techniques elevated TV theatre into an independent visual medium. 

3. The Dual Role of Censorship: Television censorship was stricter than theatrical 

censorship, but paradoxically, this sometimes offered protection for certain works. 

Plays that were banned or pulled from the stage could survive in television format. 

The ban of Ég a nap Seneca felett highlights the regime's double standards and its 

awareness of the differences between media. 
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4. Directorial Personalities and Styles: The research uncovered the television oeuvre of 

György Harag, Miklós Tompa, Levente Kovács, and Elemér Kincses. Harag’s works 

made specifically for television (e.g., Medve, Egy rettenetes vasárnap délután) 

showed proximity to cinematic language, hinting at potential filmmaking talent. 

Miklós Tompa’s adaptations (e.g., Hullámzó vőlegény) highlight his genre 

differentiation between Hungarian TV plays and Romanian theatrical adaptations. 

Levente Kovács’s work in Akácfa út 92 pushed the genre boundaries of the TV play. 

5. Preservation of Cultural Memory: These recordings are invaluable documents of the 

golden age of Transylvanian Hungarian theatre in the 1970s. They preserve the work 

of generations of actors (Lóránd Lohinszky, Kinga Illyés, Ferenc Bács, Bella Tanai) 

whose stage performances would otherwise be lost to posterity, offering authentic 

insights into the working methods and stylistic hallmarks of prominent directors. 

6. Cultural Mission of the Hungarian Department: The Hungarian Department of 

Romanian Television fulfilled an exceptional cultural mission as a "professional 

television channel satisfying all-national needs." Theatrical recordings played a 

central role in strengthening the cultural identity and cohesion of Hungarian 

communities in Romania. 

7. Blurring of Genre Boundaries: The line between TV theatre recordings and TV plays 

often blurred, particularly in studio-recorded adaptations that displayed characteristics 

distinct from both theatrical and cinematic dramaturgical laws. 

8. International Perspective and Comparison: Comparison with Hungarian Television 

(the work of Ádám Horváth) highlighted similarities in artistic aspirations across 

socialist countries and underscored the importance of program exchanges in 

promoting awareness of Transylvanian Hungarian culture in Hungary. 

9. Ambivalence of Socialist Broadcasting Policy: The research demonstrates how the 

regime simultaneously supported "domestic authors" and "folk traditions" while 

tightening censorship. This ambivalence allowed covert social critique to emerge, as 

seen in András Sütő’s dramatic trilogy. 

10. Significance of Language Switch: Hungarian-language television theatre contributed 

to the cultural self-definition of Hungarians in Romania, creating a shared space for 

cultural experience among geographically dispersed communities. 

11. Losses and Deficiencies: The loss of a significant portion of the archive (only 57 out 

of 100–150 recordings survived) is a severe loss. This underscores the urgency of 
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digitizing and making the remaining material accessible to researchers and the wider 

public. 

In summary, the theatrical recordings of the Hungarian Department of Romanian Television 

between 1969 and 1985 bear witness to a closed era and represent invaluable cultural, artistic, 

and social-historical value. These recordings were not merely "television versions" of theatre, 

but autonomous artistic creations that enriched both theatrical and television culture. This 

research aims to contribute to preserving these precious memories and encouraging further 

academic investigation. 
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APPENDICES 

YouTube links for some of the television theatre recordings studied in the dissertation: 

Productions directed by György Harag: 

István Nagy: Before the Deluge (Parts 1–2) – Târgu Mureș [Marosvásárhely] 1971 

https://www.youtube.com/watch?v=TUNmjV1xg70 

https://www.youtube.com/watch?v=QZnJTkUWnI8 

Petru Vintilă: House of Dreams – Târgu Mureș [Marosvásárhely] 

1972https://www.youtube.com/watch?v=GipXNbCA2CQ 

 

A. P. Chekhov: The Bear – Târgu Mureș [Marosvásárhely] – Bucharest 1975   

https://studio.youtube.com/video/copXN8CeBsc/edit  

 

Sándor Tomcsa: A Terrible Sunday Afternoon – 1976 

https://www.youtube.com/watch?v=vRYVdGCp-AM&t=2679s 

András Sütő: Star on the Stake – Cluj-Napoca [Kolozsvár] 

1976https://www.youtube.com/watch?v=vTNKJt-Nckw 

 

Productions directed by Levente Kovács: 

http://www.tvr.ro/despre-casa-de-productie_4891.html#view-
https://www.jatekter.ro/?p=4178
https://www.facebook.com/tompamiklos/photos/a.232808430122848/3697852130285110/?type=3&theater
https://www.youtube.com/watch?v=2Me6WYQFzw8&feature=youtu.be&fbclid=IwAR0SbbYKNKOeHFsOcQEQ9su68nR5ZX_enTRbVf1-X-4-FGU8HaYxRL_sZhg
http://www.mure.ro/
http://www.tvr.ro/
http://www.jatekter.ro/
http://www.filmtett.ro/
https://www.youtube.com/watch?v=TUNmjV1xg70
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Bertolt Brecht: A Man's a Man – Târgu Mureș [Marosvásárhely] 

1971https://www.youtube.com/watch?v=3vh_smGRCw4 

 

Iosif Naghiu: Butterflies in the Suitcase – Târgu Mureș [Marosvásárhely] 

1975https://www.youtube.com/watch?v=P-RHHpS7FP0 

Szigyártó Sándor:  Akácfa utca 92 – Marosvásárhely 1981, Sándor Szigyártó: 92 Akácfa 

Street – Târgu Mureș [Marosvásárhely] 

1981https://studio.youtube.com/video/OX0QrKGfdCA/edit 

 

Productions directed by Miklós Tompa: 

Petru Vintilă: Who Dares to Kill Love? – Târgu Mureș [Marosvásárhely] 1973 

https://www.youtube.com/watch?v=JTVF5DnlmNc 

Lajos Szabó: Loyalty – Târgu Mureș [Marosvásárhely] 

1977https://studio.youtube.com/video/MYFApFVyNJc/edit 

Áron Tamási: Wavering Groom – Sfântu Gheorghe [Sepsiszentgyörgy] 

1978https://www.youtube.com/watch?v=06e3JwI9wxc 

 

Production directed by Ferenc Kovács: 

 

István Kocsis: Magellan – Satu Mare [Szatmárnémeti] 

19751975https://www.youtube.com/watch?v=9b0N24AOdIo 
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