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Abstract: 
The paper deals with the representation of bodies and corporeality in Hajdu Szabolcs’s film, Bibliothèque Pascal 

(2010). The film foregrounds the female body as a discursive, ideologically inscribed site of power relations, as a 
(biological) entity defined by social practices and by the ongoing negotiation of gendered, ethnic and cultural identities. 
In Hajdu’s film the female body is trapped within heterotopic spaces (Foucault)—the in-between zones, the “other 
spaces” (i. e. train, brothel, fair) of cultural and also medial differences. The brothel and the library are folded into 
an unsettling heterotopia in which the bodies—often imported from Eastern Europe—re-enact the canonical texts of 
European literature as living books and tableau vivants. In the hierarchical space of the brothel both corporeality and 
textuality are instrumentalized in the interest of sexual gratification and fantasies of dominance. Besides questioning the 
mechanisms of objectifying the body and subjectivity, and bringing up the problem of corporeality, gendered and ethnic 
otherness, or trafficking in human beings within a woman’s story, the film can also be addressed as the narrativization 
and the rethinking of the ideologically embedded relations between the East and the West. The paper examines the 
representation of the female body at the intersection of complex gendered, cultural and (inter)medial relations and the 
way this representation shapes the “body” of the film.

Keywords: Corporeality, heterotopia, cinematic tableau vivant, Szabolcs Hajdu, Bibliothèque Pascal.

Bibliothèque Pascal is the title of a 2010 fi lm 
directed by Szabolcs Hajdu and the name of an 
unsett ling place in the fi lm, a Liverpool brothel 
with bodies instrumentalized as living, carnal 
books, enacting the canonical texts of Western 
literature to satisfy or materialize the sexual 
fantasies of elite customers (actors, dignitaries, 
artists). The brothel-library is only one of the 
numerous heterotopic (social) spaces in which 
the characters of the fi lm are localized within 
the diegetic world. 

From the perspective of post-structuralist, 
post-semiotic or phenomenological theories of 
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the body, the concept of the brothel-library can be a most provoking fi eld of inquiry. 
One might refl ect on how the body never coincides with itself as a biological entity, 
“never achieves a stable identity, being continually shaped by historical and cultural 
systems” (Madison quoted in Sobchack 2004, 4) and by power relations that enable 
or provoke diff erent responses or modes of resistance. However, emphasizing the 
constructedness, the cultural-historical and discursive aspect of the body does not 
exhaust the question of corporeality or that of the embodied subject: there remains a 
kind of excess, something non-conceptual, non-discursive, disturbingly sensual, carnal, 
threatening or disrupting the very discourses that discipline, represent or theorize the 
body (cf. Kérchy 2009). Thus embodiment means a continual negotiation between the 
discursive, social and meaningful/interpretable body and the unruly, uncodable fl esh. 

In Hajdu’s fi lm the question of the fi lmic representation of the body is linked to the 
representation of in-between, heterotopic spaces in which these bodies appear in the 
diegetic world. In Foucault’s widely quoted short, sketchy text (“Of Other Spaces”) 
the heterotopic spaces (present in all societies) are defi ned as both localizable and 
placeless: “Places of this kind are outside of all places, even though it may be possible 
to indicate their location in reality.”1 (Foucault 1986, 24) Heterotopias are “in relation 
with all the other sites, but in such a way as to suspect, neutralize, or invert the set 
of relations that they happen to designate, mirror, or refl ect” (Foucault 1986, 24). 
As relational spaces, heterotopias are “capable of juxtaposing in a single real place 
several spaces, several sites that are in themselves incompatible” (Foucault 1986, 25) 
and “always presuppose a system of opening and closing that both isolates them and 
makes them penetrable” (Foucault 1986, 26). The heterogeneity of its constituents may 
turn heterotopia into an unstable, in-between space, leaving room for ambiguity within 
cultural, social, ideological relations or practices. Being aware of the criticism related 
to Foucault’s heterotopology,2 but also of some of the responses to this criticism,3 I 
consider the concept of heterotopia – with its limitations – a productive analytical tool 
for exposing the relational aspect, the discontinuity and heterogeneity of social space 
in which heterotopias – as “other spaces” – may refl ect on, disrupt or question the sites 
they relate to. 

In the fi lm, Mona Paparu, the female protagonist, trying to regain the custody of her 
daughter, Viorica tells her life-story to a state-offi  cial of a child protection institution 
suspending the boundary between the real and the unreal. Her narrative, which infuses 
the register of a harsh social actuality with the intimacy and the singularity of her 
own imagination, is incompatible with the institutional discourses of legislation, but 
still seems to win the male state offi  cial on Mona’s side: after a runaway (murderer?) 
takes her as a hostage and gets her pregnant, he is shot by the police, and Mona raises 
her daughter alone. On a new year’s eve Mona’s father asks her to accompany him 
to a surgery in Germany, but he actually sells her to a chain of human traffi  cking. 
Mona is transported to a Liverpool brothel and forced into prostitution. According 
to postcolonial interpretations, Mona’s transportation from the East to the West of 
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Europe can be considered a refl exive quotation of slave-narratives (Juhász 2012), a 
critical narrativization of the East and West relations haunted by colonizing and ”self-
colonizing” concepts (Dánél 2013). The narrative is embedded in the broader socio-
cultural context of migration and human traffi  cking mapping out economic and social, 
cultural inequalities within Europe. 

In Mona’s account, her journey leads through heterotopic spaces: the beach house 
of a vacation village, the nomadic space-time of a new year’s eve festival/fair, the train, 
the brothel-library or a large furniture store simulating human habitat. These unstable, 
relational heterotopias may juxtapose several otherwise incompatible sites, and thus can 
function as clusters where diff erent social, cultural and medial practices intersect. The 
concept of heterotopia is intertwined with questions of corporeality in many respects: 
several heterotopic spaces (in the Foucauldian sense) that appear in the fi lm, such 
as the fair/festival and the brothel, display discursive, cultural practices of defi ning, 
shaping, disciplining the body or contesting the normative concepts of corporeality. 

Moreover, the heterotopic spaces in the fi lm through staging bodies as “living 
pictures”, as tableau vivants, are also related to the elusive in-betweenness of intermedial 
folds. In a broader sense, in intermediality studies the notion of heterotopia has been 
used to thematize the indefi nable, placeless experience of the medial in-between, of 
medial heterogeneity and displacement. Ágnes Pethő argues that explicitly intermedial, 
self-refl exive fi lms often “prefer diegetic sett ings that can be directly associated with 
the principles of heterotopia described by Foucault (...) and such heterotopias also 
often serve as allegorical sites for intermedial relations” (Pethő 2011, 43). In the context 
of Bibliothèque Pascal the concept of heterotopia can be productive precisely to highlight 
that the questions related to intermedial and cultural in-betweenness or hybridity are 
not separable: in the brothel-library the expropriated image of the body or the body as 
image (on display) equally raises the question of corporeality, mediality, culturality 
and ideology. 

In the fi lm the heterotopic spaces are unsett lingly heterogeneous both from cultural 
and intermedial perspectives, being sites in which linguistic, cultural, ethnic, gendered, 
and medial relations are displaced or renegotiated. Tableau-like images evoking 
diff erent artistic practices are often staged in the fi lm within heterotopic sites such as 
the vacation house, the train, the brothel-library. The tableau vivant and the tableau-
composition in cinema can function as intermedial fi gures in which the fi lmic, the 
painterly, the theatrical and the corporeal fold into each other, mediating between 
stillness and movement, animate and inanimate, artifi ce and body. According to 
Joachim Paech, “[i]n a tableau vivant we only have the memory of a painting present 
and not the painting itself before the camera. The confrontation between cinema and 
painting unfolds on a third level: the level of the theatre. Such tableaux vivants are 
actually theatrical scenes, in which the penetration of the camera into the picture 
means an entrance into a stage-like sett ing” (Paech, quoted in Pethő 2011, 44). In 
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tableau vivants and tableau-like images that reenact pictorial conventions rather than 
particular paintings the folding between corporeality and imageness aff ects both sides. 
The body becomes the medium of images (or is mediated as an image): without losing 
its fl esh, its non-conceptual materiality, it becomes a quotation suspended between 
presence and absence. The corporeal, the material is displaced towards artifi ce and 
discursivity. On the other hand, the tableau-like images are enacted by bodies, folded 
into something more carnal, sensual, palpable4. According to Brigitt e Peucker “tableau 
vivant plays on two related uncanny eff ects: the arrested motion or ‘freezing’ of the 
body that renders it statue – and inanimate – and its opposite: the embodiment and 
hence fi gured ‘bringing to life’ of the image” (Peucker 2008, 292). The cinematic tableau 
vivant does not only re-fi gure the mediality of painting within the fi lmic medium, but 
also discloses the ungraspable, elusive stillness of the fi lmic image, halting cinematic 
time into a suspended, non-narrative temporality: the time of the image.

The fi lm constructs and frames Mona, the female protagonist as a picture, as a 
painterly portrait in a refl exive way. When her story begins, the camera lingers on her 
silent face for several seconds in a close-up of an almost photographic stillness, with-
holding the narrative fl ow and foregrounding the temporality and the imageness of 
the image.5 (Fig. 1.) The close-up can function as a haptic fi gure, a fi gure of touch, en-
abling a tactile way of seeing, of contemplating, palpating the image through the eye. 
In narrative cinema, as Laura Mulvey argues, the halted image or the close-up (of a fe-
male body) tends to work against narrative temporality or the fl ow of action, “the aes-
thetic of the fi lm begins to become 
‘feminized’, with the shift in spec-
tatorial power relations dwell-
ing on pose, stillness, lighting and 
the choreography of character and 
camera” (Mulvey 2006, 165). This 
enables the erotic contemplation 
of the image, a possessive or fe-
tishistic spectatorship. 

The direct look through which Mona faces the camera may disclose the presence of 
the apparatus and the constructedness, the fi ctionality of the image, but the function 
of this look or address is somewhat more ambiguous. The so-called direct look 
addressing the camera may not only disturb fi ctionality, but as Tom Brown writes, may 
also “intensify our relationship with the fi ction” (Brown 2013, x). In this case, in the 
halted moment of the narrative, the face does not simply become a fetishized image, 
but – through the penetrating, disturbing, un-framing look – resists being objectifi ed 
as an inert image, as mere “to-be-looked-at-ness” (as Mulvey would put it). This look 
might even acquire narratological relevance as a visual statement through which Mona 
positions herself as the narrator of her story.6 Mona may be an image, but an image 
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disquietingly looking back.7 Thus she is not only the object but also the subject of the 
look, as she is not only the character of a story but also a “professional” storyteller 
capable of deconstructing even a dishwashing sponge into a puppet show component. 

(Fig. 2.) Her story told within the 
discourse of the child-protection 
institution exposes the “making” 
of the self within a narrative that 
does not comply with institu-
tional forms of knowledge but 
rather with an idiosyncratic inter-
pretation of the world in which 
reality and magic are not mutually 
exclusive.8

In Mona’s narrative the heterotopic tranzit zone of the vacation village and the 
beach house where she and Viorel, the nomad and the wanted murderer (two non-
normative social roles) meet, turns into an oneiric space through Viorel’s unique 
capacity to externalize, to project his dreams. In the representation of the dream 
through CGI imagery, the diegetic space, the wallpaper of the room (and the dimension 
of the “real” within the fi ction) is literally torn apart, opened up: the oneiric fi lmic 
image becomes medially more opaque, utt erly sensual with painterly and theatrical 
qualities rather than realistic or photographic aspects. Thus, in this sequence Mona 
is both the viewer and the actor of a dream, of a staged oneiric image. The scene 
confronts her two ontologically diff ering bodies, the carnal body and the oneiric body 
whose (im)materiality are equally elusive for the viewer, exposing thus the projected 
cinematic image itself as oneiric, phantasmatic, simultaneously real and unreal within 
the heterotopic experience of the fi lm.

The staged tableau of the dream – combined with elements of refl exively used eclectic 
representations – mixes and displaces pictorial and cultural codes (the conventions 
of portraiture, the framing animated fl ower wreath, the abundantly ornamented 
Hungarian folk costume from Kalotaszeg, as a quasi Eastern European paraphrase 
of Frida Kahlo’s portraits, the traditional costume of the Spanish torero). (Figs. 3–4.) 
The projection of the dream, the uncanny in the animation of static pictures questions 

the delimitability of the living, the 
corporeal and the phantasmatically 
pictorial or oneiric, exposing 
Mona’s narrative in which the 
imaginary, the irreal infuse or 
disrupt the real in a peculiar mode 
of interpreting the world. 

The unreal within the real sig-
nals the tension, the collision of 
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diff ering cultural codes or situa-
tions (cf. Juhász 2012) by which 
Mona is trapped and which are 
unconceivable within the logic
of rationality. The magic realism 
of Mona’s story can function as 
a narrative modality/strategy to 
transfi gure incomprehensible, un-
representable traumatizing events 
and memories, as a self-defence or 
self-therapeutic mechanism of the subject facing the unthinkable. However, Éva Júlia 
Havas – acknowledging that Bibliothèque Pascal is among the few Hungarian movies
that validate the viewpoint of a central female character – considers that the magic-re-
alistic stylization of the fi lm may as well expropriate the sociological aspect of the 
theme for a politically less sharp purpose to celebrate creativity (2011, 37). 

In Viorel’s projected dream, 
Mona’s oneiric body is trapped 
within the “living picture”, her 
real body within the beachhouse: 
she is the captive of both her kid-
napper and the hypnotic eff ect of 
the image. The fi lm’s “body” also 
adopts the metamorphic quality of 
the image: similarly to the way the 
wallpaper of the beach house (and 
a so-called reality dimension) is 
opened up by the projection of the 
dream, the horizontal movement 
of the camera “seems” to open up 
the cinematic image, to enlarge the 
narrow gaps and disclose them as 
frames. (Figs. 5–6.)

The fi gures of framing and un-
framing defi ne the fi lm as a whole. 
The train, the mobile heterotopia mediating between geocultural spaces, is a series of 
ironically framed stories transported to the West: thus the train is a carrier of lives, par-
ticular stories, but also of frames, images. The moving seriality of the compartments 
and window frames may have a media-referential aspect refl ecting on the seriality of 
the fi lm strip. (Fig. 7.) As a mobile heterotopia, the train in the fi lm does not mean vol-
untary travelling, but entrapment, transportedness, objectifi cation: the train under the 
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sea in the English Channel trans-
porting Mona to Great Britain is, 
according to Juhász, reminiscent 
of slave ships from colonial times 
(Juhász 2012). In the tunnel un-
der the sea (a hybrid space, both 
maritime and terrestrial) the fe-
male bodies are condensed into a 
commodifi able mass in which ex-
treme bodily closeness means dis-
comforting, suff ocating proximi-
ty: bodies literally breathe in each 
other. (Fig. 8.)

The heterotopic space of the 
brothel reiterates the labyrinthic 
space of the train station (Figs. 
9–10.), as well as the image se-
quence displayed through the 
windows of the train. The way the 
bodies are exhibited in Pascal’s 
brothel is reminiscent of the win-
dow display of brothels. These 
frames are fi gured as tableaus, 
staged books, book illustrations, 
corporeal remediations of texts 
trapping the embodied subject. 
(Figs. 11–12., Lolita and Pinocchio) 
According to Peucker (who also re-
fers to Sontag in this case), tableau 
vivant as a form of “body art” with 
bodies performing works of art, 
can be historically linked to theat-
rical practices of mise-en-scène, but 
also to pornographic, sexual prac-
tices: “the best known tableaux of 
this genre may be those staged by 
an 18th-century London sex ther-
apist in which Emma Hart posed 

scantily clad as a ’nymph of health’, tableaux designed to inspire the performance of cli-
ents in a so-called ’Celestial Bed’” (Peucker 2008, 291). This practice in the heterotopia 
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of the brothel objectifi es the bodies 
overwritt en by the canonic texts of 
Western literature, enframes them 
as “living pictures” instrumenta-
lizing the textualized body and the 
embodied text as means of sexual 
and visual excitement. 

The brothel as a heterotopic
space of openings and closings 
has – according to Foucault – a 
refl exive function in relation to
other sites: “to create a space of 
illusion that exposes every real 
space, all the sites inside of which 
human life is partitioned, as still 
more illusory” (Foucault 1986, 27). 
In Bibliothèque Pascal the broth-
el-library is not only the deposi-
tory of textualized bodies but also 
of cultural, ethnic, gendered identities, and thus it may refl ect on larger social and 
cultural practices of expropriating or reifying social, gendered and ethnic diff erence. 
Moreover, the sexual role plays in the brothel might expose social life itself as being 
simulated and enacted in roles and power relations that often remain invisible, unre-
fl ected, taken for granted. The bodies framed and trapped within “living pictures”, 
texts and pre-formed roles raise not only the question of intermediality but also that 
of social, economic and cultural inequalities manifest in instrumentalizing the Other’s 
body (female, Eastern European, foreign, infant), and in depriving the subject of agen-
cy and voice by turning it into an echo-chamber of mechanically repeated texts. 

In the brothel Mona, who is now addressing a diegetic camera (Pascal, the owner 
of the brothel takes photos of her) is pictured as a hybrid, exotic Joan of Arc. She has 
to perform the role of rejecting to take off  men’s clothes and withdraw her statements, 
being punished for her apparent “resistance” by rape. Her direct look into the camera 
is diff erent from the one at the beginning of the fi lm. This look is multiply mediated 
and “directed” towards the photo camera: she is forced into an image that later proves 
to be uncontainable, resisting the reifying, commodifying gaze. Her body is exoticized, 
“otherized” by the expropriation of the iconographic codes of icons or religious 
representations and the images of tribal cultures combined with contemporary military 
accessories. (Fig. 13.) The body is overwritt en by most heterogeneous cultural codes 
and fantasies of male sexuality and dominance. The image of this body discloses the 
way the racial, the ethnic and the gendered Other is represented and exoticized within 
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the broader context of certain 
Western patriarchal discourses 
and cultural practices: Mona is 
pictured as wild, tribal, foreign, 
both European and “other than 
European.” 

Mona, after trying to escape 
and after wounding Pascal (using 
her own mouth as a weapon), is 
transferred to Desdemona’s ster-

ile, empty room where she performs through her name, her words and body a role 
that will literally suff ocate her, annihilate her body. Her black plastic dress sticks to 
her body as an artifi cial skin, her mask being a familiar requisite of sado-masochis-
tic, dominant-submissive sexual plays. (Fig. 14.) Desdemona’s role frames Mona in 
the literal sense of the word: she is deprived of air, a plastic bag exposing her breath-
ing becomes the extension of her lungs and her body. Framed and put in a large plas-
tic bag, Mona’s inert body becomes its own plastic statue. Within the idiosyncratic 

“logic” of her own narrative, she 
is saved by her daughter’s project-
ed dream who inherits her father’s 
unique capacity. In the heterotopia 
of the dream that transfi gures the 
real into a fl uid space or process 
folding incongruous spaces unto 
each other, the diff erent roles are 
not fi xed or unambiguous: in his 

granddaughter’s redemptive dream the grandfather, who sold her own daughter, may 
return as her savior from the brothel.

After Mona regains the custody of her daughter, they are shown playing in an 
IKEA-like or KIKA-like store. The heterotopic space of the large furniture store with 
its pre-arranged rooms simulates the illusion of home, of a sterile domestic space, 
commodifi ed according to a somewhat normative concept of the family. Resembling 
the way she recycles the dishwashing sponge, the instrument of housework into a 
puppet-show component, Mona re-appropriates the sterility, the empty, standardizing 
patt ern and the commodifying logic of the furniture store through her acting, miming, 
storytelling, as well as through her non-standard social role as an ex-prostitute and 
a single mother. In this last scene Mona’s storytelling ability displays again the way 
the female subject’s reliance on fantasy may become a modality of facing (but not 
resolving) the unrepresentability of trauma, absence and void through narration, 
(trans)fi guration or distancing.9
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Mona domesticates, inhabits the empty sett ing of the store, but at the same 
time she draws the familiar / the familial out of itself, putt ing it between quotation 
marks: through acting and playing, she exposes the conventional, simulatable aspect 
of domestic rituals, facing the spectator with their familiar unfamiliarity. As Peter 
Johnson states, “heterotopias draw us out of ourselves in peculiar ways; they display 
and inaugurate a diff erence and challenge the space in which we may feel at home” 
(2006, 84). 

In this labyrinth of heterotopias how does the fi lm refl ect on or resist the objectifying 
mechanisms at work in the space of the brothel-library and in broader cultural 
contexts? According to Mónika Dánél, the fi lm is centered on the transportedness 
of women as a stigmatizing otherness but still deconstructs stereotypical Western 
cultural constructions (such as nature = woman, civilization = man): “In the depository 
of culture, that is, the library, female bodies function as surrogates of cultural references, 
intertexts, archetypes and literary heroes. In this way the fi lm questions the cultural 
superiority of the Western civilized man as well as the consciousness of superiority of 
the “users” of the masterpieces of Western literature.” (Dánél 2013, 267) 

The fi lm also undermines the concept of Europeanness as a self-evident cultural 
reference point or as an unproblematic prerequisite of cultural self-defi nition or 
superiority, as in the following – rather ironic – dialogue in which Mona, speaking a 
fl uent English, tells Pascal that he reminds her of someone: Mona: “One of those failed 
artists who think they can do anything. Play the piano, write poems and dramas… one 
of those who direct fi lms. One who was lying on a sofa when he was a kid dreaming 
about being famous. And now he does the same thing: he lies on a couch and dreams… 
one of those typical, rich Western Europeans.” Pascal: “I’m not European.” Mona: 
“Not European, right. No off ence.” Pascal: “None taken.” Here Mona also reiterates 
an abstraction, a reifying concept of Western Europeanness, but in the context of the 
fi lm the dialogue as a whole de-familiarizes and interrogates the very notion of the 
(Western or Eastern) European related to cultural identity.

The fi lm un-frames the tableaus and questions the expropriating representations 
through endowing Mona with agency, irony, a particular mode of creativity and 
an ineff aceable capacity of storytelling, of narrating and continually re-telling, re-
thinking her “self.” The fi lmic representation of Mona’s fi gure unmasks mechanisms 
of objectifi cation and otherizing, and re-constructs Mona’s image asserting cultural, 
ethnic hybridity, undermining homogenizing constructions of identity, ethnicity and 
gender. (The fi lm “allows” Mona to narrate herself as a caring daughter, a devoted 
single mother, a rebelling and punished ex-prostitute, a nomadic storyteller, some 
of which are rather non-normative gender roles.) Although in the brothel Pascal 
labels her by the reductive “either/or” logic of ethnic identity (calling her Albanian 
or Romanian, but defi nitely not French), Mona defi nes herself as “jumi-juma” (“fi fty-
fi fty”) as Romanian-Hungarian, her identity being negotiated in-between languages, 
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cultures, ethnicities. The ethnic-linguistic hybridity is not only manifest in a discursive-
conceptual but also in a corporeal way, and not so much in the colour of the skin as 
Juhász argues (2012), but rather in Mona’s accent: while being completely fl uent in 
Romanian, her body, the organs of speech remember and reproduce the sonorous 
memory of another language. 

In Bibliothèque Pascal, through tableau-like images staged in heterotopic spaces, the 
fi lm brings up the question of the discursivity of the body and that of the sensuality 
of the image, addressing at the same time questions related to the visual, spatial, ideo-
logical enframing of gendered and ethnic otherness. In Pascal’s brothel-library Joan 
of Arc’s room is connected to Desdemona’s room by a single tube enabling only the 
other’s partial visibility, a mute, distorted communication or even a voyeuristic att i-
tude, as if the tube was the visual translation of the concept of tubular or tunnel vi-

sion (a medical term widely used 
also in a metaphoric sense). (Fig. 
15.) If Pascal’s brothel is based on 
the logic of tubular vision, then 
the fi lm att empts to re-att ach – to 
some extent – peripheral vision or 
multiple perspectives and modes 
of narration to tubular vision. 
Hajdu’s fi lm discloses certain con-

cepts that frame the gendered and ethnic Other legitimizing the exploitation of his or 
her body. Though it focuses on a disquieting social actuality, the fi lm with its social 
sensitivity and critical potential does not situate itself within the (more realistic) tradi-
tion of sociographic fi lms, but rather within a more aestheticizing, stylizing tendency 
characteristic of a part of contemporary Hungarian auteur cinema. 

The fi lm also implicitly encourages the rethinking of the ideologically-culturally 
burdened conceptualizations related to Eastern and Western Europe. It does so not 
only by the narrativization of the East and West relationship in a woman’s story10, but 
also by anchoring – with subtle irony – the narrated time and the time of passage (New 
Year’s Eve) into historical temporality and socio-political reference: Romania’s entrance 
into the European Union. This entrance is announced in the fi lm within the transient 
spatio-temporal heterotopia/heterochronia of the New Year’s Eve festival, through the 
“medium” of the carnivalesque that dislocates offi  cial, hegemonic cultural and political 
discourses. Within the carnivalesque diff erent unacknowledged forms of knowledge 
may intersect: the voices of traffi  cked women, prostitutes, human traffi  ckers, nomadic 
storytellers, festival people. One of them, a nameless character, is voiced in/by the fi lm 
to perform and at the same time subvert a somewhat ambiguous exclamation: “Intrăm 
în Europa!” (“We are entering Europe!”) 
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Notes:
1 E. g. the cemetery, the theatre, the garden, the museum, the library, the fairground, the 

vacation village, the prison, the brothel, the ship etc. – as mentioned by Foucault. 
2 E. g. Foucault’s text is incomplete and incoherent, it was not intended for publication, 

and, according to Saldanha, the concept of heterotopia is too much bound to structuralism 
since it “needs to present ‘society’ as a totality in which some spaces relate to it in terms 
of inversion, novelty, and neutralization” (Saldanha 2008, 2093). Saldanha also argues that 
“While of course not everyone using the concept now implies the structuralism it was 
originally conceived through, its precision in delineating spatial diff erence is actually lost if 
the structuralism is not followed” (2008, 2093)

3 Peter Johnson reacts to Saldanha’s criticism (that often de-contextualizes phrases and “tends 
to seize upon” them) in the following way: With heterotopias “[t]he link with the remaining 
space produces many variances or contradictions, a dynamic changing relationship that is 
almost the opposite of Saldanda’s concept of a static totality.” Johnson considers that “[h]
eterotopia is above all a relational conception that certainly shares some structuralist features, 
but it does not imply a closed or complete system, or hidden structures that designate 
absolute diff erence” (Johnson 2012).

4 This does not imply that otherwise paintings lack corporeality or bodies are not discursively 
shaped. 

5 Her father ironically calls her Mona Lisa.
6 See a similar approach in Judit Pieldner’s study: “Mona Paparu, though being thrown into 

most humiliating conditions, drifting along passively according to the whims of fate, is active 
in an implied narratorial position: she interprets herself out of her conditions, thus she is in 
a way, through the activation of her imagination, the creator of her own image.” (Pieldner 
2013, 103)

7 Cf. Žižek’s psychoanalytic interpretation: “It is by means of the ‘phallic’ spot that the 
observed picture is subjectivized: this paradoxical point undermines our position as ‘neutral’, 
‘objective’ observer, pinning us to the observed object” (Žižek quoted by Peucker 2007, 87–88).

8 The state offi  cial asks Mona to tell another (more realistic) story compatible with the 
discourses of legislation, but the fi lm does not sett le the question which of the two stories is 
the real one, or which managed to convince the offi  cial. Thus the fi lm exposes the way the 
more rigid, regulative, discursive patt erns of (East-European, Romanian) institutions are 
fl uidifi ed or dislocated by human presence, which, in this case, enables solidarity (and not 
corruption).

9 In the heterotopia of the furniture store the director of the fi lm himself appears sharing 
the same space with Mona and her daughter. Mona is narrating her daughter the story of 
her captivity transfi gured into a “fairy tale” about the hundred rooms of a king’s palace 
imprisoning the heroes of well-known tales. The many simulated rooms of the furniture 
store, commodifying a concept of “home,” may be an ambivalent spatial echo of the trauma-
narrative, with one room housing the director himself. In this metaleptic gesture several 
questions of representation and narrative construction intersect: the director watching the 
kitschy sunset in a television disrupts and at the same time shares the diegetic space with 
his characters. This self-refl exive move might displace his position of directing the fi lmed 
world from the “outside” and expropriating a sociologically signifi cant, sensitive, gendered 
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theme from women’s stories. What further interfuses this metaleptic gesture is the fact that 
the director, the protagonist (played by Orsolya Török-Illyés) and the daughter are actually 
a family “outside” the fi lm (the very concept of the fi ctional, the diegetic and the “outside” 
being disrupted by metalepsis). The metalepsis and the heterotopic furniture store may point 
to the heterotopic quality of cinema itself as an interim space between the real and the unreal. 

10 Cf. Andrea Virginás in her inspiring study Female trauma in the fi lms of Szabolcs Hajdu, David 
Lynch, Cristian Mungiu and Peter Strickland writes that “the repeated instances of telling private 
stories of female bodily traumas can be seen as ‘unconsciously allegorizing’ the various 
collectivities of the region where they are set: Eastern Europe. Features such as ‘feminine’, 
‘deeply and bodily traumatized’, ‘powerless’, ‘compelled to remain in the traumatic cycle’ 
(think of Tamara, Katalin, Nikki, Otilia or Mona), by virtue of conceiving allegory in the 
mentioned terms, may be referred back to the unmistakable ‘Eastern Europe’ in the various 
fi lms.” (Virginás 2014, 166)
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