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Introduction

The analysis begins by questioning 
the Romanian main stages of the process 
of constructing a post-communist identi-
ty by taking into account the constant re-
ference to the Western European model. 
Therefore, comparing the consolidation 
of the European consciousness and its 
chronological transformations from 1914 
until now, one might observe even more 
similarities than expected concerning 
the aims and the features Romania and 
other post-revolutionary East-European 
countries had in common.

Except for a short period of direct in-
teractions with the European mentalities 
(one might say synchronicities) short-
ly before and after the First World War, 
Romania lasted in the European memo-
ry especially as one of the Ex-Communist 
countries which always felt an impe-
tuous need to define itself by glancing in 
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the Western’s deep and troubled waters. 
Highly motivated by a constant wish to 
step-up, Romanians soon began to dream 
of a communion of thoughts, of attitudes, 
of images, as it is reflected mainly in the 
cultural field and also in the impatient at-
titude concerning the EU integration in 
2007.

In order to analyse the Romanian 
identity and its structure we will have to 
take into account “performance” as a me-
taphor and key term in our approach. We 
are especially interested in how this iden-
tity is disseminated, how it is reproduced, 
and how all this performed process can 
guide the mentalities of the masses. Even 
if the world “integration” is firstly asso-
ciated to an economical attitude and only 
secondly with a psychological, sociologi-
cal or cultural one, this last feature—the 
cultural one—interests us the most for 
being the only one that interacts with the 
other terms in an equally and objective 
manner. By interacting with all the other 
spheres, this cultural feature is by far the 
most powerful because it interacts and re-
gisters them and their process1. 

From 1989 onward, the cultural, social 
and political landscape is diverse, ever-
changing and more often fragmented. We 
will classify these heterogeneous contexts 
and we will analyse this period according 
to the major stages identified in contem-
porary films, theatre and media dis-
course. We will also investigate the cultu-
ral patterns concerning the social status, 
gender and ethnic differences as imprin-
ted in the mentality and in the “common 
sense” (in Bourdieu’s terms). Therefore, 

we are able to discuss about a historical 
perspective built by questioning the bor-
ders, the migrations but also the economi-
cal or the cultural fields such as cinemato-
graphy and institutions, as well as the po-
litical sensitivity.

II. “The Impossible Love” (1990-2007)

The first period, lasting from the fall 
of communism, in 1989, until 2007 when 
Romania became officially part of UE, 
can be roughly characterized by the ma-
nifestation of both an “impossible love” 
for Europe and an ironic criticism or a 
sharp sarcasm oriented toward the short-
comings of living, and toward an endless 
transition from communism to demo-
cracy, from capitalism to consumerism. 
But none of these trends were vigorous 
enough in order to generate stability and 
an accustomed social order.

It is also a period of confused and 
contradictory expectations with hopes 
for the democratic freedom and mate-
rialistic abundance, but without any is-
sues of a “risk society” as Slavoj Žižek 
has observed in Living in The End Times 
(Žižek VIII). The present deadlock of the 
Western world deepens the ever-present 
crisis of the post-communist societies 
in a time when the capitalist system suf-
fers deep challenges (of legitimacy, of so-
cial unresolved problems etc). Therefore, 
the European integration functioned as 
a complex political and economical pro-
cess, which can be divided in several his-
torical stages, also visible in the history of 
Romanian post-communist film. This bit-
ter criticism and bleak outlook on every 
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aspect of post-communist realities were 
also fuelled by another unimaginable 
phenomenon: the ex-communist leaders 
taking power through democratic free-
elections. 

In 1990 the European Community was 
forced to rethink its political relations to 
Romania and five years later, in June 1995 
in Paris, is signed the official Integration 
Request of Romania to the European 
Union. The document speaks about the 
need to continue and accomplish (with 
Community’s aid) the transitional pro-
cess of an ex-communist country and its 
way toward a new economical and poli-
tical system ready to preserve the human 
rights, the rights of minorities with free 
democratic elections and free-market li-
beral economy.

The period between 1995 and 2000 
begins with the negotiations associated 
with the first changes in the social, po-
litical, economical and cultural context 
according to a democratic European pat-
tern. The year 1999 marks the official 
date when Europe opens the negotiation 
process for Romania and Bulgaria to be-
came part of the Union and it was fol-
lowed by a transitional period that lasted 
until January 2007 when Romania joined 
the European Community.

By focusing our analysis on Roma-
nians’ expectations concerning the Euro-
pean Union we can observe the increasing 
craving for integration (perceived accor-
ding to the Lutheran ethics of common 
god and the romantic idea of Volksgeist) 
that coexist with the resistance to change. 
The social ego is looking forward to re-

gain its European identity but meanwhile 
the personal ego remains trapped in na-
tionalism, Euroskepticism and resistance 
to change.

We can take into account a few inte-
gration traps such as: the eschatological 
hope as the main feature of Romanian 
fate; the Balkanism as a non-western way 
of life and thinking. In this respect we can 
also mention Warren Treadgold’s opi-
nion upon this feature2; and the powerful 
conflict between memory and conscience 
as mirrored by the opposition between re-
sistance and Europeanization (Treadgold 
274-275).

By alternating the new Utopia of inte-
gration with the old dreams of emigration 
as seen in the films such as Occident [West], 
Filantropica [Philanthropy], Italiencele [Italian 
Girls], Asfalt Tango [Asphalt Tango], this 
quest for identity characterizes a “transi-
tional” and confused society in a period 
in which it recently emerged from com-
munism, from a historical standstill, a so-
ciety which desperately strives to recover 
its mental and moral sanity.

The post-communist Romanian cine-
ma has been imbued with dreams of es-
capism, an aspiration nourished since the 
communist period. One of the most ins-
pired film directors who reflect these am-
bitions is Lucian Pintilie, whose filmo-
graphy is impregnated by the idea—ex-
pressed by the director himself in one of 
his notes—that hell is already here, on 
earth, identifiable with the very world 
we live in, a world of terror and trials, 
and where is no escape from it other than 
death (Pintilie 239). Lucian Pintilie’s bleak 
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assumptions about guilt and the ever-
postponed punishment of the Communist 
crimes also point towards the Romanian 
consciousness and embodies the moralis-
tic approach of Romanian dissident in-
tellectuals, a highly intense attitude du-
ring the Nineties and a characteristic fea-
ture of this first phase of post-commu-
nist Romanian culture. Lucian Pintilie’s 
films stand as one of the rare examples 
of subversive Romanian cinema during 
the Communist years (Die Rekonstruktion 
being a well-known example for the wes-
tern audience) Significantly, he became 
also a promoter for the new Romanian 
cinema during the 2000s. However, the 
new Romanian film directors of the New 
Wave have surpassed the sharp opposi-
tions of this “accented cinema”, based on 
moralistic assumptions emphasizing the 
omnipresence of guiltiness in our past 
and present. 

Lucian Pintilie’s Terminus Paradis 
[Next Stop Paradise] (1998) embodies the 
total deadlock for the post-communist 
generation who faces the nightmarish 
miserable life in a wasted country or an 
underpaid job in the West, which im-
plies a shameful, marginal, despicable 
existence as an immigrant. The first op-
tion is actualized by Kafanu, whose tra-
gic downfall (mercilessly and minu-
tely described by Pintilie) is triggered by 
many factors including the authoritative 
father, the compulsory military service 
and his willing sacrifice for his brother, 
who emigrates to America. In the scene 
of his return to Romania, when he visits 
Kafanu in his ruined apartment, Pintilie 

confronts not only the two possible alter-
natives for a Romanian citizen during the 
Nineties, but also the insurmountable gap 
between “us” and “them”, between the 
Romanian hell (Kafanu lives in a ruined 
block of flats, on bare concrete, in an emp-
ty apartment) and the promised Western 
paradise which is revealed to be an illu-
sion (the scene has two girls with pain-
ted faces, one with the Romanian flag, the 
other with the US flag). Kafanu’s brother 
is forced to admit that he works as a toi-
let keeper, a job he would have not accep-
ted in Romania. Pintilie’s film is one of 
the first attempts to shade a true light on 
the dream of emigration, criticizing it as 
a false escape. In the same vein, film di-
rector Napoleon Toader addresses simi-
lar issues in his later film Italiencele (The 
Italian Girls) (2004).

Even though the illusions regarding 
the Western world are bound to be crus-
hed sooner or later—as the post-commu-
nist Romanian cinema usually shows—
the tendency to project the Paradise in the 
West and to equate Hell with Romania re-
mains dominant during the first decade 
after 1989. The Western world constantly 
embodies “the Other”, and the films dis-
play this fascination with otherness and 
the confused expectances of their prota-
gonists. The Western world is also the lo-
cation of the projected dreams of a better 
world during the Communist period. The 
first film to render this indefinite urge to 
escape to Europe made after 1989 was 
Nae Caranfil’s E pericoloso sporgersi (1993), 
a film that enacts the growing social pres-
sure for change and the restlessness of the 
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youth during the last years of Ceauşescu’s 
regime. The three protagonists of the film, 
significant figures for the newly emerged 
disobedient generation who ended up by 
overthrowing Ceauşescu’s regime, are all 
obsessed with escaping from Romania, 
still considered a prison. One of the cha-
racters, Dinu Staroste is an actor who 
takes roles in mediocre plays, but after 
a few shows in which he played went 
wrong because of subversive allusions, 
he becomes so concerned with being sur-
veilled by Securitate3 that he decides to 
flee the country at all costs, risking his 
life: he swims the Danube across the 
Bulgarian border. This specific type of es-
cape (swimming across the river Danube) 
will become a recurrent theme in the 
post-1989 films representing the dying 
Communist age, from Mungiu’s Occident 
(also massively inspired by Caranfil’s 
film) to Cătălin Mitulescu’s How I spent 
the End of the World. The confused expec-
tations of the younger generation are pre-
sent when Cristina confesses to her ad-
mirer, a naïve soldier her yearning to 
travel abroad, leaving behind the bleak 
Romanian predictable future.

Asphalt Tango (1995), Nae Caranfil’s 
second feature film, is another signifi-
cant example that illustrates this inde-
terminate yearning for the Western para-
dise, in a very confused period, when not 
only the Romanian mind was in search 
for a new identity, but also the Romanian 
new cinema. For the first time this anta-
gonism between “our” miserable realities 
and the dream of a perfect world waiting 
for us somewhere in the West (Paris in 
this case) receives a minute description 

and becomes the very core for the entire 
narration, generating a genuine road mo-
vie. The plot is centered upon Andrei, a 
common worker who desperately tries 
to regain his wife Dora after she decides 
that she deserves a better life abroad, in 
France. Along with a group of girls, al-
lured by the dream of abundance, luxu-
ry and the possibility to overcome the 
discriminatory treatment, they try to es-
cape from the tyranny of men, experien-
cing the true, passionate love, apparently 
absent from the Romanian relationships. 
The film starts with a Romanian girl who, 
promising herself to forget the Romanian 
language, speaks only French instead, a 
symbolic act of giving up the Romanian 
identity. A typical image of the Western 
woman is played in the same film by 
Charlotte Rampling, who incarnates an 
experienced woman, hypnotizing men 
and proving that the old concept of mar-
riage, arduously supported by Andrei is 
outdated and unsustainable. The film is a 
parody of the clichés current in Romania 
during the Nineties, regarding the oppo-
sition between a pure Romania, attached 
to the true, traditional values, and a deca-
dent, often heartless Western world which 
will eventually conquer it. Caranfil, who 
is the most relevant example of a transi-
tion period director, renders this contrast 
visually in the scene where Andrei ma-
nages to stop the bus in a typical pastoral 
Romanian landscape, when he is forced 
to admit his wife’s request for freedom. 

Asphalt Tango, as well as Italiencele (The 
Italian Girls, 2004) are both centered upon 
the situation of Romanian women, with 
their ascribed role in a men-governed so-
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ciety, and their lack of freedom. Similarly, 
Napoleon Helmis’s films questions the 
possibility of escaping from the Romanian 
nightmare seen through a feminine pers-
pective: Jeni and Lenuţa realize that they 
have no future in Romania, their only 
chance being to flee to Europe (Italy), but 
eventually being caught by a prostitu-
tion network and forced to participate in 
filmed orgies, a truth which is revealed 
at the end of the film. After their return 
to Romania, they decide to fight against 
these exploitations and for the women’s 
rights. This is of course another impos-
sible endeavour, since the Romanian so-
ciety is deeply rooted in prejudices, an as-
pect that the film emphasizes by placing 
the setting in a typical remote Romanian 
village which stands as a proof for the 
fact that ancient mentalities are hard to 
change. 

The obsessive urge to flee to Europe 
at all costs is also satirised in the short 
film by Cătălin Mitulescu, Bucharest-
Wien, 8-15, presented and well received 
at some important film festivals (Cannes, 
Torino etc). It dwells upon the contrast 
and the fight between two characters in 
the last minutes before departing to work 
in Austria. One of them, (Miki) is obses-
sively driven by the urge to escape from 
Romania towards the Western dream 
(the promised land of big wages), the 
other (Cretu) experiences all the doubts 
regarding this plunge into the unknown, 
being skeptical about his friend’s illu-
sions about the Western materialistic 
plenitude. Mitulescu’s short film shows 
the extent of the obsession to emigrate, 
overspread in the minds of Romanians 

at that moment: the film was made be-
fore the historic year of 2002 when many 
European countries abolished the visas 
for Romanians. Miki is portrayed as the 
typical average Romanian who would do 
anything to fulfill his dream of departure 
from what he thinks to be a hostile, in-
comprehensible and lawless society: the 
film opens with him waking up one mor-
ning, stealing his wife’s necklace, preten-
ding to go to the shop around the corner, 
but in fact determined to move in Austria 
for a while. After some incidents invol-
ving the attempt to obtain the illegal visas 
and passports, the two friends arrive in 
front of the train for Vienna, finally being 
granted the promise of escape, but Cretu, 
under a temporary impulse, tears apart 
one of the passports and decides to stay. 
Eventually Miki finds out that it was his 
passport that was destroyed and thus, he 
is forced to jump off the train, the film en-
ding symbollicaly with an extreme long 
shot with the deserted railways fading 
out in the distance along with the trave-
ler and his failed escape. Both characters 
act irrationally because of the widespread 
frenzy of departures abroad and the short 
film portrays their confusion with irony 
and humour.

2002 is also the year of a few important 
films that enact the confrontation between 
the Western world and the national men-
tality and issues, a confrontation which is 
set in a Romanian background. We have 
chosen a few significant examples: Hanno 
Höfer’s Ajutoare umanitare [Humanitarian 
Aids], Cristian Mungiu’s Occident [West], 
Nae Caranfil’s Filantropica [Philanthropy] 
and Radu Muntean’s Furia [Joint].
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Humanitarian Aids, a short film presen-
ted at Cannes festival, opens with a van 
arriving in a remote, isolated Romanian 
village with three Europeans bringing hu-
manitarian aids to the community. Soon, 
they are displayed in front of the ama-
zed locals, all gathered in a circle around 
the strangers to offer their gratitude. 
Although the objects soon prove to be 
useless, the locals’ hospitality (known as a 
traditional feature of Romanian identity) 
shows no limits: days would go by and 
the three strangers would indulge them-
selves in the Romanian way of living, ea-
ting, passing by from house to house, tas-
ting the local food (one of them renounces 
Vegetarianism), and being seduced by 
the Romanian girls, generously offered 
by the locals to please them. The opening 
shot of the film is meant to satirize an old 
common perception, namely the opposi-
tion between the “civilized” Europeans 
and the ”primitive” Romanians, the lat-
ter appearing to be very similar to a sa-
vage tribe. This short film Hanno Höfer 
manages to synthesize a whole post-1989 
mentality, all the possible stereotypes 
Europeans and Romanians have about 
one another (the Romanians are caught 
up in endless feasts, excessively reve-
rent towards everything that comes from 
the West; Romania as the depository of 
Europe’s waste etc). The final twist of 
the film is when the custom officers em-
pty the van of the three strangers, taking 
hold of the gifts given by the Romanian 
peasants (the well-known problems with 
corruption at all levels of Romanian so-
ciety).

The widespread corruption that 
creates disparities, sharp inequalities and 
tragic ends for the younger generation 
appears in a straightforward manner in 
Radu Muntean’s first feature, Furia [Joint], 
an action movie in Hollywood style (un-
fortunately, a commercial failure), where 
two young Romanians suddenly find 
themselves in a limit situation, having to 
pay a debt to a local Rroma mafia leader. 
They fail to pay the debt at the requested 
time, and one of them (Felie) is beaten to 
death, while the other (Luca) witnesses 
the Rroma leaders as they lavishly party 
and greet each other with the most expen-
sive gifts. This striking contrast between 
their fate and the unruly social order, de-
void of any law and authority, will gene-
rate the final outburst of the protagonist 
(Luca), who eventually kills the son of the 
Mafia leader, and flees away (we have the 
recurrent image of the railways and the 
open road where Luca is forced to kill 
again, in order to protect his girlfriend). 
The last shot of the film is also a symbolic 
image for the impossible escape, the ove-
rarching theme of many Romanian films 
of the period, close to Lucian Pintilie’s 
style and tone. Radu Muntean offers in 
this film a unique combination of an ac-
tion movie and a synthesis of the social 
problems faced by the young genera-
tion in the transitional period, the effects 
of the absence of law and authority (the 
police never appears, in spite of the nu-
merous explosions, violence, and deaths 
which occurs throughout the film).

The Romanian cinema has shown nu-
merous signs of renewal in 2002, also the 
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year of Mungiu’s Occident and Caranfil’s 
Filantropica. Both films are based on a 
visual rhetoric of oppositions between 
“our” nightmare and “their” paradise, 
between “our” chaos and “their” or-
der, between “our” suffocated interiors 
and “their” spacious, luxurious flats. 
Both worlds coexist in the same space 
(Bucharest), but they are separated by an 
insurmountable gap between the prota-
gonist’s world of poverty, failure and bro-
ken illusions and their world of endless 
possibilities, where utopias are supposed 
to materialize. 

The same recurrent image of the rai-
lways appears at the beginning of the 
Mungiu’s film among the typical lands-
cape of ruins (very frequent in the cinema 
of the first period). The opening shot fo-
cuses on a young couple, Luci and Sorina, 
who find out that someone has dumped 
their belongings in the middle of a field, 
near a wasted area near a block of flats. 
The supreme irony of this scene appears 
very clear when we realize that their 
furniture has been arranged in order to 
form the interior of a room, reconstruc-
ted in the open air, with the couple acting 
naturally as if they were in a real apart-
ment (its absence is the key element for 
the plot and for Luci’s drama): he gathers 
his plant and sits on the couch to ponder, 
incapable to find a solution while she un-
dresses herself in front of the locker. In 
the meantime their conversation reveals 
a few crucial aspects, still actual for the si-
tuation of a young couple in Romania: the 
impossibility to settle down an become an 
autonomous entity, separated from the 

parental aid, being completely lost and 
shattered by the economic aspect of the 
problem (the low incomes and the im-
possible dream of buying an apartment). 
She says: ”It cannot get any worse than 
this!” Meanwhile, she silently has made 
her decision to flee the country, and the 
next encounter with a stranger (a French 
man) offers her the dreamed opportuni-
ty. Next, we have a panoramic shot em-
phasizing the isolation of the couple and 
their open-air room, devoid of any inti-
macy and subject to all misfortunes.

Mungiu’s film and the Romanian 
post-communist cinema in general mir-
rors another social fact, still actual after 
the integration: women are the protago-
nists of the migration process, and this 
is very visible in all the female charac-
ters in films such as E pericoloso sporger-
si, Asphalt Tango, Italiencele, Furia, When I 
Want to Whistle, I Whistle, The Other Irene, 
Francesca, First of All, Felicia etc. Both 
Mungiu and Caranfil were hailed by the 
critics for their ability to merge the pu-
blic taste (to bring back the Romanian au-
diences in the cinemas for Romanian fea-
tures) with the critic’s expectances.

III. The dream comes true:
Romanian films after the integration

The second period focuses on the 
year of integration in the European 
Union, 2007, and the following years for 
Romanians as European citizens. This fa-
cilitates the opportunity to drag all the 
life problems and the cultural interroga-
tions out from the national context by sen-
ding them to a mainstream of a European 
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identity without sacrificing the diversity. 
Thus, the old “conflicts” (from lat. conflic-
tus = gather around by force) becomes 
now “consense” (lat. consensum =admit-
ted by free will). The Western world re-
presented as an indeterminate space for 
the projected dreams and desires ceases 
to function as Otherness after the inte-
gration, since, as the statistics show, at 
least every Romanian family seems to 
have one emigrated member. In turn we 
have become “the other” for the Western 
world, and the Romanian New Wave di-
rectors have progressively learned this 
fact as their films gained a growing in-
ternational attention and success at nu-
merous festivals. But we can also note 
the scarcity of the representations of the 
Other in the post-integration cinema, with 
the exception of Morgen (2010).

By focusing on the migrations’ role 
that defines and reshapes the European 
identity, Pierre Milza’s analysis points to 
the binary situation (Milza 47-54). Firstly, 
writes Milza, the migrations lead to a 
homogeny in the image of the “other” 
when the “other” was a Western citi-
zen. The voyages, universities’ and ci-
ties’ fellowships, professional interac-
tions between international institutions, 
mass media and television provided the 
knowledge instruments in order to com-
plete this transnational process. On the 
other hand, the immigration and the 
image of the stranger that comes along 
with it built the European identity in a 
negative way. Consequently, the migra-
ting Europeans perceived as close, similar 
and easy to assimilate is strictly opposed 

to the non-Europeans and their refractory 
features. This way of defining one’s iden-
tity out of differences often bears some ra-
cial traits that springs from a self-defense 
attitude. 

Meanwhile, the Romanian citizens 
deeply understand and freely apply the 
European way of life with all its good and 
bad aspects. The communist past is now 
already perceived as history and it is seen 
as such in Amintiri din Epoca de Aur [Tales 
from The Golden Age]. On the other hand, 
the European anti-militarization encou-
rages an ironical approach towards the 
past with all its nationalist movements as 
in Medalia de onoare [Medal of Honor].

The growing effects of emigration 
have had terrible consequences for the 
familial core and status as in many post-
communist films, starting with Asphalt 
Tango, Occident, Niki et Flo, Italiencele, 
but also with The Other Irene, Medalia de 
onoare. In Eu cand vreau să fluier, fluier 
(2010) [When I want to whistle, I whistle], 
the protagonist is Chiscan, a delinquent 
who has two weeks before his release 
when his mother who had worked in 
Spain for several years finally returns 
and visits him, only to let him know that 
she has come after his brother. She wants 
to take his younger brother in Spain for 
a better future, after eight years when 
Silviu has taken care of him. The plot de-
tail is that she will leave for Spain before 
his release, and this is meant to trigger 
the whole new development of the plot, 
based on the character’s final outburst 
and rage, the final consequence of the ab-
sence of both emigrated parents. This so-
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cial issue is among the most important ef-
fects of emigration, not yet fully grasped 
by the Romanian conscience. 

The border problem is radically trans-
formed and switches viewer’s atten-
tion towards the conflict between the 
Europeans and non-Europeans. Morgen 
is one of the rarest examples of post-
2007 films that deals with the new situa-
tion of Romania as the border of Europe 
in the face of non-European immigrants, 
and totally unable to handle the new si-
tuation. Marian Crisan’s film is cente-
red upon an illegal immigrant, a com-
plete stranger from an unknown country, 
with no one to understand his language 
(the film does not mention his nationali-
ty; no other character understands where 
he comes from). The immigrant arrives 
in Salonta, a Romanian village near the 
Hungarian border, trying desperately to 
get to Germany, and is helped by Nelu, 
a security guard at a supermarket, who 
plunges calmly into the new position, ris-
king his life for a complete stranger. The 
film masterfully shows their friendship 
built entirely on a nonverbal communi-
cation taking place in a typical Romanian 
background. In spite of its numerous qua-
lities, Morgen did not have the internatio-
nal success of Kolja, the Czech film of 1996 
with a similar subject, its success being 
based on its austere style, slow develop-
ment of the plot etc (Cretulescu 63).

The cinematic preferences after 2007 
have turned towards the common cha-
racter, towards routinized existences, de-
void of events and estranged, towards 
the loneliness of the human being caught 
between the uniform landscapes of a dys-

topian system and the artificial aseptic 
state of the mind as in Îngerul necesar [An 
Angel Hooked on Me]. Another example is 
Andrei Gruzsnicki’s “The Other Irene”: 
Aurel, the protagonist, is a simple, 
humble man, who investigates the mys-
terious death of his wife, who had fled 
to work abroad. The protagonist is lite-
rally trapped in a monstrous bureaucra-
tic system, surrounded by a general lack 
of compassion, polite coldness and prag-
matic responses to his requests, incapable 
of solving the riddle. The film dramatizes 
the complete estrangement of the prota-
gonist from the social world, as well as 
the bureaucracy’s growing power and its 
dramatic consequences, also seen in Cristi 
Puiu’s more famous and influential films 
Moartea domnului Lăzărescu [The Death of 
Mr. Lazarescu] and Aurora. 

New types of discourse and attitudes 
appeared, being governed by the disillu-
sionment toward the West as if the dream 
of the Western Paradise has been shatte-
red by new realities. Therefore, the accep-
tance of the cultural diversity is still a hot 
point, mainly in Medalia de onoare. Ion Ion, 
the protagonist, wants to replace the cold 
relation between him and his emigrated 
son with a close relation to his country, 
replacing the parental disillusions with 
fervent nationalism.

IV. Conclusions:

Nowadays Romania is constrained to 
transform the national adage to be into 
an European to build in order to gain 
a new type of discourse and attitudes. 
Xenophobia, the widening gap between 
the rich and the poor, the extended po-
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verty and its tragic consequences, the in-
creasing number of the unemployed, the 
fear of the state control, the growing so-
cial hostility, the occasional misunders-
tandings regarding minorities are still im-
portant social problems that Romania has 
to struggle with. 

The misunderstanding of Europeani-
zation and its confusion with pro-consu-
merist capitalism also generated their 
counterpart in order to reaffirm the re-
sistance through culture and especially 
through national values called to sustain 
the process. The differences West-East are 
being overturned by the interest in natio-
nal history for everyday Romania.

The bad endings (and the program-
matic use of “anti-happy-endings”) in 
Romanian post-communist cinema re-
flect the general pessimistic view on eve-
ry aspect of life (social, cultural, politi-
cal), centered upon the risk society and 
its lack of alternatives: its lawlessness and 
lack of authority generates chaos and dra-
ma, but when there is law, its implemen-
tation leads to tragedy. Romanian cine-
ma is strongly rooted in an “auteur” ap-
proach, therefore it entails unique views 
on social issues, revealing general social 
problems through particular, peculiar 
cases. The Romanian filmmakers have 
chosen to surpass the widening gap and 
differences between “us” and “them” 
(Europe) through irony, black humour, or 
directly addressing this relation through 
its effects on specific individuals, either 
those who are leaving for a better world, 
or those who refuse and remain prisoners 
in the pressuposed nightmare.

After the integration, the fascina-
ted gaze upon the Western world which 
ceases to embody the Otherness dissipates 
and gradually vanishes, hence the scarci-
ty of films treating directly the aspect of 
integration in other ways than through 
its direct social consequence, migration. 
Escapism towards the West turns after 
2007 into escapism towards the Romanian 
past. The most visited period is the de-
caying last years of the communist regime: 
Mungiu’s 4 months, Three Weeks, and Two 
Days to Mitulescu’s How I spent the End of 
the World or Tales from the Golden Age.

The new economical crisis has not 
yet been fully assimilated into the social 
film or fiction, we are at the first stage of 
a traumatic event with tremendous so-
cial consequences and still the post-crisis 
Romanian films are referring to the crisis 
of the Nineties (Medal of Honor, Of Snails 
and Men etc).

We can also note the lack of films that 
deals with the situation of the Romanians 
emigrated abroad. The diasporic cinema 
is nearly absent (Radu Mihăileanu is one 
exception), although the massive emigra-
tion has generated a vast range of pos-
sible subjects: how they are perceived 
abroad, how they behave as immigrants, 
what reactions they generate in countries 
such as Italy, Spain or Germany.

Before the EU integration Romania 
had a cultural Katharsis, short time af-
ter 2007 the Romanian society focuses 
its attention on what could be called 
Anagnorisis (the fascination with the non-
mediated contact with the real).
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Endnotes
1. See statistics in Valentina Marinescu, 

Mass-media şi procesul de integrare al Românei 
în Uniunea Europeană, Bucureşti, Ed. Cartea 
Universitară, 2006, p. 63.

2. See also Radu Enescu, “Europa centrală. 
Între helvetizare şi balcanizare”, in: Adriana 

Babeţi şi Cornel Ungureanu (ed.), Europa 
Centrală. Nevroze, dileme, utopii, Iaşi, Polirom 
1997.

3. Securitate: Department of State Security 
in Romania during the Communist regime; 
Romania’s infamous secret police.
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