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Note from the Editors

After successfully guiding the first three inaugural issues, the founding editors of the Journal of Romanian Studies—Lavinia Stan, Jules Leger Research Chair and professor of comparative politics at St. Francis Xavier University, Canada; Margaret Hiebert Beissinger, Professor in the Department of Slavic Languages and Literatures at Princeton University, and Radu Cinpoeș, head of the Department of Politics and senior lecturer at Kingston University, London, England—have handed over the reins of the publication to us. 

Together with the Society for Romanian Studies and its members, we owe a tremendous debt of gratitude to Professors Stan, Beissinger and Cinpoeș for their vision, persistence, expertise and hard work in creating the JRS. By doing so, they forged a vehicle that enlarges the global scope and extent for scholarship on Romanian and Moldovan topics. 

A sincere thank you and “well done” to our three predecessors.

We take seriously our fiduciary responsibility to complete the vision of the founding editors and make the JRS the premier publication that disseminates notable, multi-disciplinary scholarship on Romanian and Moldovan topics. 

In the next three years, we aim to unrelentingly enhance the quality of JRS’s content, increase the number and disciplinary variety of submissions, persistently pursue top established and up-and-coming intellectuals/academics to contribute to the journal, and magnify the journal’s visibility and standing in and outside the academic community. 

The editorial team cannot do its work without the aid of the members of the Society of Romanian Studies and its Board, as well other subscribers. We fervently hope that you, our readers, will help us achieve the above-stated goals by submitting articles, identifying potential contributors, serving as reviewers and, when necessary, as translators. And of course, we urge you to spread the word that our journal is an exceptional reference for scholars, students, policy makers, the media, and all who have an interest in the myriad of topics related to Romania and Moldova.
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Peter Gross, Co-Editor

Professor Emeritus & former Director

School of Journalism & Electronic Media

The University of Tennessee

Knoxville, TN, U.S.A.

Diane Vancea, Co-Editor

Professor & Vice-rector

Ovidius University

Constanta, Romania

Iuliu Ratiu, Book Editor

Associate lecturer

Department of Modern Languages & Business Communication

The Faculty of Economics & Business Administration

Babeș‐Bolyai University

Cluj‐Napoca, Romania

Claudia Lonkin, Editorial Assistant

Graduate Student

Department of History & Classics

University of Alberta

Edmonton, AB, Canada


Ephemeral Modernisms, Transnational Lives: Reconstructing Avant-Garde Performance in Bucharest

Alexandra Chiriac

“Was there or wasn’t there a revolution in our town?”

12:08 East of Bucharest (2006, dir. Corneliu Porumboiu)

Abstract: During the mid-1920s Bucharest became home to the Vilna Troupe, an ensemble formed in Vilnius in 1915 and famed for its ground-breaking Yiddish-language productions that toured all over the world. Its collaborations with the Romanian artist M. H. Maxy are the subject of this essay, which demonstrates the experimental nature of several productions that took place in Bucharest during this period. New research material from sources on both sides of the Atlantic makes it possible to reconstruct the outputs of this richly innovative partnership to a much greater extent than before, demonstrating that the vitality of avant-garde theatre in Bucharest has been heretofore underestimated by scholars, its existence obscured by the ephemerality of the performative and by its unwieldy transnational trajectory. An earlier version of this essay won the Graduate Student Essay Prize offered in 2018 by the Society for Romanian Studies. 

Introduction

In 2006, the Romanian film A fost sau n-a fost? won the Caméra d’Or Prize at the Cannes Film Festival. During its subsequent international release the film was renamed 12:08 East of Bucharest, playing on that paradigm of liminality, something that is East of the East. The original Romanian title is different, but interrogates this same premise. Literally meaning “Was there or wasn’t there?” it refers to the characters’ quest to establish whether the 1989 Romanian revolution also took place in their provincial town, an impossible pursuit made into satire by the film’s director Corneliu Porumboiu. This central question—was there or was there not a revolution?—applies equally well to the status of avant-garde theatre in Romania during the interwar period. Among Romanian scholars, there seems to be a consensus that truly experimental theatre had no significant presence in Bucharest, or that, as Paul Cernat writes, “the attempts of the Romanian avant-gardes to revolutionise theatre in the 1920s remained only a good intention.”1

Could it be that a revolution really did take place, yet its traces have become obscured? In the context of Eastern European history, there are good reasons for this omission beyond the essentially ephemeral nature of the performative arts. Firstly, Romania’s turbulent trajectory in the twentieth century has left its mark on local archives, libraries, and museums. Recovering visual evidence of performances has been a challenging process of trial and error for the author of this essay, with items erroneously catalogued or stored in unexpected locations as far afield as Boston or New York. Secondly, recent attempts to create a more inclusive account of modernism have understandably focused, as Polish scholar Piotr Piotrowski noted, on the “reconstruction of the national sources of avant-garde art.”2 However, as the extent of the avant-gardes’ mobility becomes increasingly evident, the construction of national and even regional histories may prove too timid a solution, stymied by the geopolitical changes of the twentieth century.

This is especially true in the case of the Vilna Troupe, an itinerant ensemble that brought a new vision of theatre through its radical productions during its time in Romania from 1923 to 1927. Formed in Vilnius in 1915, the group had rapidly forged an international reputation due to its innovative Yiddish-language productions. According to Debra Caplan: 

within a year, they [were] the most famous Jewish theatre company in Eastern Europe […]. [Within] five years, they [became] a global sensation, drawing the attention of prominent Jewish and non-Jewish theatre artists, politicians, and intellectuals from across Eastern and Western Europe, North and South America, and beyond. They [were] widely regarded as one of the foremost avant-garde theatre companies in the world.3

Amongst their audience they could count Sarah Bernhardt, Max Reinhardt, Augustus John, Walter Sickert, and Eugen Ionesco.4 The Vilna Troupe’s success benefited from its frequent collaborations with local artists and directors, helping to develop their wide-ranging repertoire and to foster visual experimentation. During 1925 and 1926, M. H. Maxy, a prominent member of the Romanian avant-garde, became one of their foremost collaborators, producing stage designs and promotional materials for the troupe. His work in the theatrical realm is closely interconnected with his other activities during this period, including his collaboration with an educational and commercial venture for modern applied arts and design, and the launch of his own avant-garde periodical, Integral. This essay examines Maxy’s collaborations with the Vilna Troupe in an attempt to reconstitute these theatrical productions. It is based on detailed searches through the period press and extensive archival research, bringing to light material located in the National Museum of Art of Romania, the Romanian Academy, Widener Library at Harvard University, and the YIVO Institute for Jewish Research in New York.

The Vilna Troupe in Romania

Few scholarly accounts exist of the Vilna Troupe’s time in Bucharest. One of the more comprehensive is the section dedicated to the troupe by Israel Bercovici in his history of Jewish theatre in Romania.5 According to Bercovici, the ensemble’s first two seasons in Bucharest drew large crowds, including actors from the local theatres and even members of the Romanian royal family, and received glowing reviews. The newspaper Adevărul considered its productions “worthy of being seen even by those who do not understand the language.”6 Its greatest Romanian success came in 1925 with a production of Osip Dymov’s The Singer of His Sorrow which was so popular that it ran for over 150 performances.7

Despite this great commercial and critical success, the Vilna Troupe has made few appearances in scholarly accounts on theatrical life in Romania. The existence of a certain narrative regarding the “acceptable” influence being that of West European culture, in particular that of France, means that certain theatrical visits have acquired a larger body of scholarship than others. The influence of French troupes, such as that of Georges Pitoëff, is the subject of a detailed article by Vera Molea, while the lasting impact of German director Karl Heinz Martin has been frequently discussed by Ion Cazaban, one of the foremost theatrical scholars in Romania.8 The legacy of such visiting theatrical luminaries is frequently acknowledged, whereas that of the Vilna Troupe’s productions rarely is, despite accounts that describe local cultural figures attending their performances with enthusiasm. Nonetheless, contemporary commentators recognised their value, acknowledging that the Vilna Troupe’s performances were “a revelation for our theatre” and “a school for the new generation of actors.”9 According to Joseph Buloff, one of the Troupe’s rising stars, these performances even inspired prominent modernist playwright Eugen Ionesco, who attended them as a young man. Years later, when Ionesco had made his name as a pioneer of the Theatre of the Absurd, Buloff recalled having received an enthusiastic phone call from the unknown young playwright some years before.10

Saul: The Constructivist Experiment That Never Was

If theatrical initiatives of an experimental nature did take place in Bucharest, scholarly accounts of the subject have been few and far between.11 The ephemerality of the theatrical arts does explain such an absence. Productions were poorly documented, and the intervening years of communist dictatorship have further impeded the recuperation of memories, images, or documents relating to avant-garde artistic practices. Furthermore, Romanian scholarship on the avant-garde has been preoccupied with its literary output to the detriment of other disciplines and has fetishized in particular the avant-garde’s printed publications, such as Integral and Contimporanul.12 Whilst these are important sources of information, their frequency could be inconsistent and their rhetoric unreliable, and thus they cannot be relied upon to provide an accurate and coherent picture of the productions that made it to the stage. As a result of this approach, Maxy’s work in the theatre hardly makes an appearance in existing scholarship on the artist and when it does it is strewn with errors that have become self-perpetuating, as is the case with Maxy’s first foray into scenography. In March 1925, the first issue of Integral announced:

The group INTEGRAL, which does not have the means at present to manifest itself independently and on its own terrain, is undertaking its first [theatrical] experiment at the Central Theatre of the Vilna Troupe with a production of Saul by André Gide directed by I. M. Daniel, with decor and costumes by M. H. Maxy. The event must be emphasised: these are the first scenic constructions in our country.13

The following month, the second issue of the magazine printed three images relating to the play. These were Maxy’s designs for six costumes and for the set itself. Of the production itself there was no written account, however, and the images accompanied an article by Maxy on modernism in theatre in France, Germany, and Russia.14 French theatre was judged to be lacking in innovation in comparison to the experimental practices flourishing in Germany and Russia. According to the author, Germany had taken the lead in scenic inventions, bringing new technologies to the stage, as well as the concept of the “scenic cube,” which incorporated the actors and the décor into one “plastic image” that could be manipulated according to dramatic requirements. In Russia, by contrast, it was the actor who took primacy through Vsevolod Meyerhold’s biomechanics, and the stage environment was changing to accommodate the three-dimensionality of the new dynamic body.

Despite the lack of a textual link between these affirmations and the accompanying reproductions by Maxy, the idea of the “scenic cube” is translated literally into the stage design which is shaped like a cube, rather than the more usual oblong format. The set is fashioned from interconnected geometric elements grouped around a multi-level podium that may well form a mechanised assemblage. The geometric rigidity of the set is mirrored by the costume compositions for the characters of Saul, David, Jonathan and the three Devils, which reconfigure the same shapes into human form (see Figure 1). These do not appear to be practical designs—the figures lack sections of various limbs—but rather the pictorial representation of a mechanical union between actor and stage as well as a rejection of theatrical naturalism. The lack of concern for feasibility in these sketches and the lack of information about the production in the press of the period corroborate a later account that Saul never actually made it to the stage.15 This information is unclear in scholarly accounts of Maxy’s career and studies of avant-garde theatre in Romania, which frequently use Integral as their only printed source from the period.16 Furthermore, due to Integral’s prominence for scholars of the avant-garde, Maxy’s theatrical portfolio is often thought to consist only of the productions described within.
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Figure 1: M. H. Maxy. Costume designs for the Devils in Saul. Printed in Integral no. 2, April 1925.

Other than Integral, visual evidence of Maxy’s stage and costume designs for the Vilna Troupe are located in the graphic arts collections of the National Art Museum of Romania and the Romanian Academy.17 Prepared on the same type of paper and in the same style, these works are all signed and dated and contain information about the productions they represent. They are highly finished and do not appear to be working sketches. It is thus likely that they are later recreations of working designs, perhaps for an exhibition, despite being dated with the actual year of the individual productions. Such a possibility is all the more plausible since Irina Cărăbaș has found further instances of Maxy recreating earlier works, probably for his 1965 retrospective. Organised during a period of ideological thaw, the exhibition was an important moment of validation from the communist regime for Maxy’s entire artistic career, and thus the inclusion of avant-garde works was important. According to Cărăbaș, at least two paintings from the 1920s were recreated: a portrait of Tristan Tzara from 1923–1924 and another of actress Florentina Ciricleanu from 1926, and in both cases Maxy signed and dated the new works retrospectively.18 It seems likely that the stage designs were also recreated for this purpose, especially as they do not appear in other previous exhibition catalogues.19

Within this group of works on paper two are related to Saul and to the prints that appeared in Integral in 1925. The set design, which closely resembles the version printed in Integral, is dated 1924, although as shown above it may have been created at a later date (see Figure 2). Unlike the other drawings in the group, it is not annotated with the name of the director or the theatrical ensemble, thus confirming the fact that this production never took place. It reveals a constructivist stage with three distinguishable elements: a backdrop with a geometric composition dominated by a half-moon shape, the stage-side tormentors with jagged zig-zag designs, and a multi-level centrepiece topped by a rectangular contraption from which two beams reach out to the two sides of the stage. Perhaps Maxy envisioned the elements to be mechanised or to serve as acrobatic supports for a new breed of biomechanical actors. The actors themselves are imagined by Maxy in the second highly finished work on paper. This is another version of the print representing the three Devils in Integral, and the disjointed bodies, made up of primary-coloured geometric shapes and robotic elements, are even more evident in this drawing. One character is missing its arms, while another seems to have had them replaced by chevron-shaped springs. Like the set designs, the costumes are a futuristic flight of fancy that could not be realised and which may well have proven a step too far even for the ground-breaking Vilna Troupe. As shown later in this essay, these were by far Maxy’s most severely avant-garde designs, eschewing all naturalistic elements and fully embracing constructivist aesthetics on stage. Yet this particular vision remained only an imagined one.
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Figure 2: M. H. Maxy. Set design for Saul. Pencil, ink, watercolour, and gouache. 1960s (National Art Museum of Romania).

The fact that the “first scenic constructions” Maxy imagined for Saul failed to become reality was perhaps to be expected. In Romania, set design had been primarily developed by a number of Italian artists who worked in Bucharest during the second half of the nineteenth century. Elaborate, yet generic and interchangeable, painted décor was the norm. The 1889 obituary of Gaetano Labo, the most prominent of these artists, specifically referred to the complex skill required to obtain the correct perspective in painted backdrops.20 According to Ion Cazaban, the first truly modern stage design was seen in Bucharest only in 1922 when Karl Heinz Martin, a disciple of Max Reinhardt, came from Berlin to direct four plays at the Bulandra Theatre.21 His theatrical aesthetic was pared back, with monochrome backdrops and a limited number of essential props, relying on lighting to create the desired atmosphere.22 Although innovative in their sparseness, the sets still had some semblance to reality, with domestic objects used to suggest an interior. What had previously been a two-dimensional fantasy brought to life through the illusion of perspective could now be seen on stage, albeit in a more streamlined version. Maxy’s scenic constructions made the leap much further, to a stage that resembled nothing familiar, except perhaps an abstract painting. In his writings, Maxy mused on the need for removing painterly illusion in favour of the three-dimensionality of the “scenic cube” and increasingly strove to replace the pictorial with the spatial in his theatre designs, as this essay reveals.23 Another endeavour of avant-garde theatre practitioners was mechanisation. Their efforts surpassed Martin’s use of lighting technology, for example, by experimenting with multi-level platforms and moving elements on stage, as Meyerhold often did.24 Perhaps Maxy intended for his stage design to include such elements, especially when considering his robot-inspired vision for the actors’ costumes. However, this might have been challenging to achieve in reality, particularly given the Vilna Troupe’s demanding touring schedule and the attachment to traditional décor in contemporary Romanian theatre.

Shabbsai Tsvi: A Transnational Performance Retrieved

The very first production with designs by Maxy to reach the stage was Shabbsai Tsvi, which premiered almost a year later, in February 1926.25 The production was an amalgamation of dramas by Jewish writer Sholem Asch and Polish intellectual Jerzy Żuławski, and it recounted the downfall of the eponymous seventeenth century hero who abjured his faith in front of the Ottoman sultan Mehmet IV, thus proving to be a false messiah.26 The production enjoyed great success: the cultural daily Rampa quoted positive reviews from eight other publications. The reviewers were unanimous in their praise of the four scenes that made up the production which were “grandiose,” “breath-taking” and “a delight for the eye.” The design of the sets and costumes, “superbly coloured and harmonious, was proof they were arranged and executed by an artist,” forming “a true poem of light and colour.”27

Until recently, it might have been difficult to imagine what this performance actually looked like. The surviving designs by Maxy, located in the collections of the Romanian Academy, have not been very widely discussed or reproduced, compared to Saul, for example.28 Shabbsai Tsvi was not mentioned in Integral (which only had one issue printed in 1926) and has thus escaped the attention of scholars of the Romanian avant-garde. The three designs are part of the same group of highly-finished works on paper discussed earlier and are thus more likely to date from the 1960s than 1926 when the productions took place. Nonetheless, they provide an important visual clue to what Shabbsai Tsvi looked like on stage, especially when examined alongside a group of period photographs that have emerged during my research for this project. Unconnected to Maxy’s name, the images have been part of the Joseph Buloff Jewish Theater Archive housed by the Judaica Division at Harvard’s Widener Library since 1987, when they were bequeathed by his wife Luba Kadison and their daughter Barbara.29 The collection documents the international career of actors Buloff and Kadison, who were part of the original nucleus of the Vilna Troupe and who settled in the United States in the late 1920s. The images of Shabbsai Tsvi in the collection were dated 1924 and were catalogued without reference to the play’s designer, which explains their absence from any studies of Maxy’s work, despite the fact that he appears in one of the photographs together with Buloff.30 According to Luba Kadison, “the sets were designed by Maxim [sic], a renowned Rumanian painter, who brought the leading personalities of Bucharest to see this highly stylized, surreal production that took the Vilna Troupe still further away from its earlier realistic style. The response was overwhelming.”31

The photographs and the designs can now present a much more accurate account of the production than what had been previously thought possible. The surviving visual material reveals three very different scenes that hover between the abstract and the figurative. A photograph from Act I with Buloff in the title role was printed in Rampa shortly after the premiere.32 It shows the hero standing on a pedestal outside the gates of a city, as his followers prostrate themselves.33 The cubo-futurist outlines of the metropolis rise up behind him, juxtaposing historicist and contemporary architectural forms. The stylised turrets of a tower can be distinguished in the centre of the composition, alongside a shape resembling a multi-storey modernist apartment block with a flat roof and fashionable ocean-liner styling, including a wave motif. Its porthole-shaped windows contrast with the latticed shapes above and below that evoke medieval portcullises. Although the staging still follows the theatrical convention of the painted backdrop, it has renounced all attempts at an illusionistic effect. Maxy’s sketch for Act I emphasises the three-dimensional quality of the theatrical stage itself: the space in front of the backdrop is clearly delineated by a striped border, and the prompt box is visible at the front edge of the stage, whilst the upper edges of the city seep out from the pictorial space culminating in a puff of chimney smoke that escapes the confines of the drawing’s edge. The set’s flatly sparse yet monumental quality serves to re-enforce the action taking place on the stage in front of it. Reflecting the tenets of modern theatrical innovation, in particular those of Meyerhold, it is the actors that provide the set with contrast, structure, and volume through collective movements and configurations, emphasised by their costumes.
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Figure 3: M. H. Maxy. Set design for Shabbsai Tsvi, Act II. Pencil, ink, and gouache, 1960s (Romanian Academy Library).

In Act II, Maxy’s sketch displays a riot of primary colours that suggest the sumptuous setting of the Sultan’s court, yet they are tempered by geometrical shapes and patterns, rejecting the fashion for unbridled theatrical orientalism exemplified by ensembles such as the Ballet Russes (Figure 3). Even the Sultan and his two attendants form a symmetrical group wearing lavish, yet crisply abstract, garments. The potentiality of the stage space is once again carefully considered: there are curtains, steps, and multi-level platforms in Maxy’s sketch drawn according to perspectival conventions, in contrast to the flat background. Several photographs show how the design was used in practice during different scenes in the play’s narrative. In one image Shabbsai Tsvi can be seen in combat with the Sultan’s Janissaries, wearing his messianic crown (Figure 4), while two other photographs show him being captured and paying obeisance to the Ottoman ruler. All of these scenes make full use of the set’s structure: Shabbsai Tsvi’s downfall is mirrored by this descent from the pyramidal podium to its base, and the Sultan’s underlings gather in compact formations, using the stepped platforms to create diagonal lines that frame the action. Maxy’s costume designs are equally stylised. The striped garments of the guards alternate with patches of plain colour, whilst Shabbsai Tsvi is set apart by his white robes. The Sultan’s costume is the most elaborate, consisting of a robe with an abstract asymmetrical composition and a turban topped with geometric patterns. The Sultan’s oversized headgear and his bulging belly turn him into an antagonist that is perhaps too comical to be effective—a critique brought also by the Romanian press, yet Żuławski did mean to portray him as a weak and ineffectual ruler.34
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Figure 4: The Vilna Troupe in Shabbsai Tsvi, Act II, 1926 (Harvard Library, Joseph Buloff Jewish Theater Archive).

Ultimately, Shabbsai Tsvi’s battle is with his own self, as the production’s concluding act suggests. The design for this scene makes its visual impact though arresting simplicity, with an elongated pentagon shape emerging out of the darkness of the stage to enclose a step pyramid on which the protagonist stands, a barely human figure composed of interlocking geometric shapes. Shabbsai Tsvi, having lost his white messianic robes, is juxtaposed on stage with his temptress Sarah, his position uncertain, hovering somewhere between heaven and earth. As Luba Kadison later revealed, Sarah’s white dress was Buloff’s means of signalling that she “symbolized the false messiah’s alter-ego” and thus his struggle with his own nature rather than a physical being. For one reviewer, this last scene was truly memorable and offered “a majestic simplicity in its decorative concept.”35

Shabbsai Tsvi was one of the Vilna Troupe’s most notable successes in Bucharest. The mise-en-scène was reputedly the most sumptuous the Central Theatre had ever seen,36 weaving together “decor, lights, apparitions, tempo, [and] acting” into one inspired performance, akin to the experiments of Max Reinhardt whom the Vilna Troupe had met in Berlin.37 Maxy’s work had “great artistic value,” and “Romanian theatre [could] count on him as a craftsman of admirable talent.”38 One month after the premiere, an article celebrated the play’s 25th performance and several newspapers ran serialised accounts of Shabbsai Tsvi’s life.39

The play had also propelled Buloff to critical and popular acclaim in Romania, and perhaps contributed to his decision to advance his career in the United States. This, however, was not the end of Shabbsai Tsvi, which enjoyed its own transnational afterlife. Buloff’s revival on the stage of the Jewish People’s Institute in Chicago in the autumn on 1927 preserved Maxy’s scenography, crediting its maker in the play’s programme.40 This programme, located in two similar versions in both the YIVO Institute and the Harvard University archives, has not been previously identified by scholars of Maxy’s work, and thus the transatlantic reach of this scenography has never been explored.41 The archives also contain detailed scrapbooks with press reviews, assembled by Buloff. Chicago critics lauded the production as “an artistic triumph of the first order […] upon a stage lit up with scenic wonder” and “a revelation” with “enchanting music and […] fantastic, almost bizarre, scenery.”42 According to reporter Meyer Levin, “the play was staged in the “modern way.” The scenery was in sections and parcels of color that suggested the forms of actual things. There were platforms and steps for the actors to group upon; there were costumes that moved as part of the scenery.”43

Levin reported in detail about the drama unfolding on stage, providing some additional clues which render the performance even more innovative. The Sultan’s dais for example was multi-functional, turning to reveal the staircase that prefaces Shabbsai Tsvi’s downfall. Furthermore, Levin makes explicit the symbolic implications of the sets and costumes which signal the characters’ paths, such as the use of black and white ensembles for Shabbsai Tsvi or the multi-level platforms that allow the hero and his antagonists, the Sultan and Sarah, to switch places both physically and metaphorically.

Comparing the physical manifestations of Shabbsai Tsvi with the prototypes for Saul, it becomes clear that although the strict, strongly utopian constructivism of the latter was unrealisable, aspects of it did inform the former. The mask-like make-up, the multi-functional set with its ramps and stairs, the flatness of the backdrops infused with cubist shapes, and echoes of modernist architecture all echoed contemporary developments in stage design and performance. If some conventions were preserved, such as the backcloth, illusionistic effects were discarded as were any aspirations of mimicking reality. The play’s success may have stemmed from its conciliation of the traditional and the avant-garde, which is also visible in an intriguing photograph of the play’s lead actor and designer standing in front of the Act I backdrop. Buloff, in full costume and makeup, strikes a pose next to Maxy, tall and elegantly dressed. Although their trajectories converged for only a short period on the stage of Bucharest’s Central Theatre, what emerged from this encounter was a transportable and transmutable vision of modern performance that found success in a transnational context.
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