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Abstract: The issue of real time in recent Romanian Cinema has been attributed to a belief in a type of 
realism of cinematic representation inspired by the film ontology of André Bazin. This study examines the 
use of continuous space-time in the surveillance sequences of Police, Adjective (2009) and throughout the 
film Aurora. Surveillance is analysed through a foucauldian lens, as it is analysed as part of panoptic model 
of surveillance characteristic of disciplinary power. Abandoning the bazinian argument, the “powers of the 
false” is the defined as the major characteristic of the narration of the two films, which are seen as follow-
ing a tendency of modern cinema – the emancipation of time from the logic of dramatic action.
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Recording bodies. Bodies under surveillance

Even before its birth, if we are to think of 
the medical films of the Romanian neurologist, 
Gheorghe Marinescu1, Romanian film has been 
about the recording of the movement of bodies 
and the transformations of those movements into 
narrative means of representation. While opposing 
a tradition that inserted the body into a spectacular 
diegesis, there is a certain tendency in Romanian 

1 In 1898, the Romanian neurologist, Gheorghe 
Marinescu, makes one of the first medical films, by 
recording the progress of patients with neuro-motor 
disabilities. 
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cinema to record the body and the movements it produces in an observational attitude, as 
if the camera was more interested in the everyday postures and attitudes of the body and 
not in its capacity to provide a dance-like spectacle. In short, we are dealing with a body 
which is closely observed and surveyed by the camera. When speaking of “hierarchical 
observation”, Foucault has showed that „the exercise of discipline presupposes a mechanism 
that coerces by means of observation; an apparatus in which the techniques that make it 
possible to see induce effects of power, and in which, conversely, the means of coercion 
make those on whom they are applied clearly visible” (Foucault 170). This is the problem 
of the „hierarchized, continuous and functional surveillance” by which „disciplinary power 
became an ‘integrated’ system, linked from the inside to the economy and to the aims of 
the mechanism in which it was practised. It was also organized as a multiple, automatic and 
anonymous power; for although surveillance rests on individuals, its functioning is that of a 
network of relations from top to bottom, but also to a certain extent from bottom to top and 
laterally; this network ‘holds’ the whole together and traverses it in its entirety with effects 
of power that derive from one another: supervisors, perpetually supervised. The power in 
the hierarchized surveillance of the disciplines is not possessed as a thing, or transferred as 
a property; it functions like a piece of machinery” (176–177). The problem of surveillance 
is also presented in the begining of the Romanian film, Police, adjective (2009), directed by 
Corneliu Porumboiu. In the following essay, I will provide a Foucault inspired analysis of 
the film, by arguing that the problem of surveillance is closely linked with the making of 
meaning and the problem of representation and that surveillance is presented as a technique 
which generates effects of power on the bodies at which it is directed at, turning them into 
what Foucault calls docile bodies. But first, let’s focus on the content and style of the of the 
surveillance sequences themselves.

Surveillance in Police, adjective

Several scenes are dedicated to the activity of surveillance in Police, adjective. The film 
starts with a long sequence in which we can see our protagonist, Cristi (played by Dragoș 
Bucur), engaging in an act of surveillance. This activity is, as we say, part of the job 
description. Cristi is a police officer that is investigating the alleged trafficking of cannabis by 
a highschool student. What is striking about the scenes is not that we witness a cop engaging 
in surveillance activities, but the way in which these scenes are reproduced in the film. In the 
first surveillance sequence (min. 0–4.22) we see Cristi following the suspect on his way from 
home to school. In the second surveillance scene (min. 16.33–19.07) we see the same officer 
observing the suspect smoking a cigarette of cannabis with two of his friends, another boy 
and a girl. He picks up the cigarrete stub from the ground in order to retain it as evidence. 
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The next day we see the action repeated. In the third surveillance scene (min. 21.55–36.11), 
the cop is tailing the teenage suspect leaving school and going home. He checks the licence 
plates from the car parked outside the home and spends a lot of time waiting to see who is 
visiting the boy at home, then follows home the girl that has visited the boy, takes note of her 
address and living situation. In the fourth surveillance scene (54.39–55–43), we see the same 
action from the previous day repeated. We see the suspect and his mother leaving the house. 
The fifth surveillance scene (1.02.02–1.03.26) also functions as a repeat scene, showing again 
the agent monitoring the suspect smoking with his two friends, after which he picks up again 
the cigarette stub for evidence. The sixth scene (1.10.16–1.14.16) shows yet another day 
where the police officer is doing surveillance on the house of the suspect. From the dialogue 
in the last part of the film we understand that Cristi has been working on the case for eight 
days. If we add the total screen time of the surveillance sequences, we come to the conclusion 
that they amount to 25% of the entire runtime of the film. Usually, more screen time means 
that the meaning making system of the film is signalling that we are witnessing a part of the 
story that is considered very important. From a strictly dramaturgical point of view, to grant 
the scenes such an esential role in the overall economy of the film’s narrative creates a viewing 
situation in which all the other parts of the film are inevitably connected to the surveillance 
sequences, as if the whole film is an investigation pertaining to the meaning of the events we 
are witnessing at the same time that Cristi, the protagonist, is witnessing them. However, 
a more interesting aspect of the shots is related to the cinematic style in which they are 
presented to the viewer. With very few exceptions, almost all of the instances of surveillance 
are filmed in wide shots composed of significant blocks of space-time or blocks of real time. 
There is a real effort to document the routine and mundane, daily aspect of the surveillance 
activity. In this sense, as the summary of the actions shown above emphasizes, repetition and 
redundancy play an important role. We also get an acute sense of inertia when watching this 
professional observer of other people’s reality. The easier, economical way to film a police 
officer engaging in surveillance would be to first show him watching closely a certain sequence 
of events and then cut to a subjective point of view of what he is seeing. This way, the stylistic 
system of the film would signal that what we, the audience, are seeing what he is seeing. 
After all, this would be a logical assumption to make in a film that reveals a moral conflict 
where the police officer is questioning the accuracy of police procedure and the functioning 
of the juridical system. However, the film does not provide the viewer with such a viewing 
situation. Compared to the more popular, mainstream way that I just described, this film 
“wastes” a lot of narrative time focusing on routine and repetition. There is a tedious aspect 
of police work that is well emphasized in the film. The activity conducted by our protagonist 
is very much related to the routine of recording the actions of the suspect. Police procedure 
dictates that he has to establish the relation between the people that are watched, checking 
social security numbers and licence plates. The surveillance scenes are mainly composed of 
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long wide shots. The film creates a visual composition in which the police officer is also 
visually included in the surveillance activity. As if, we, the audience, are engaging in a double 
surveillance: the observing of the suspect, an activity we share with the protagonist, and the 
observing of the professional observer, becoming a part of a network of gazes, a network of 
gazes that allows us to participate in the panopticon structure, to observe and record the 
everyday activity of an observer. The situation of panoptic surveillance referenced in the 
beginning of the essay now becomes evident. Cristi is a “supervisor perpetually supervised” 
in real time by the film camera, but also by other types of power — i.e. officers higher in rank, 
police procedure, prosecutors and the overall role a police officer occupies in a social order 
generated by the social contract and the rule of law. 

Some critics have argued that the premises of the cinematic research conducted by 
Porumboiu in this film are inspired by the medium ontology of André Bazin. Regarding 
the significant blocks of real time used to compose these shots, Andrei Gorzo (277–281) 
has shown that, throughout the entire film, there is no subjective shot of the protagonist. 
He also points out the fact that, after the first surveillance sequences, we see the protagonist 
talking to the prosecutor assigned to the case about the moral crisis he is experiencing while 
gathering information to build a case against the teenage suspect. The alleged source of the 
drugs is the older brother of the suspect, which is missing from town. If, in the next days 
of surveillance, the police officer does not discover any other leads in the case, he has to 
arrest the teenage suspect. His problem is that he does not agree with the Romanian law, 
which dictates the harsh prosecution of a minor for the mere act of consuming light drugs. 
He is also convinced that, taking the example of other countries, the Romanian Law will 
change and he will be stuck with the heavy weight on his conscience by destroying the life 
of a teenager. The moral obstacles the police officer is facing also permeate the conflict of 
the film. In the end, Cristi confronts the police captain, telling him why he does not want 
to organize the sting operation that will lead to the arrest of the suspect. But, as Gorzo has 
shown, the film is not really a psychological drama. There is no viewing situation in which 
the spectator is connected to the intense psychological activity of the protagonist. He argues 
that Bazin essentially inspires the premise of the film, by which he means that the type of 
observation obtained by cinematic recording can only offer a limited access to the mind of 
the subjects observed. This type of anti-psychological attitude gives the films documentary 
component (the study of the routine of police activity) a radical use. Police, Adjective becomes 
“a study about a simple human body moving inside very concrete blocks of time and space”. 
What type of meaning can we attach to the movement of this body in space? Gorzo asks. He 
answers by saying that “in Police, Adjective cinema is exactly what Bazin wanted it to be: an 
instrument of phenomenological research of what it means to be-in-the-world”. However, is 
this research essentially inspired by Bazin or just an organic development of what we come to 
understand as a more general tendency of modern cinema? 
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First, we have to acknowledge the limitations of Bazin’s theory of cinematic realism. As 
Noel Carroll has argued, Bazin’s theory is based on an essentialist understanding of the medium 
of cinema. He has challenged the presuppositions of medium essentialism, showing that we 
cannot assign a certain essence to a medium of expression that can become prescriptive to a 
certain way of understanding the art of cinema that privileges certain film techniques closely 
related to that alleged essence. In fact, Carroll has argued for a more fluid understanding of 
the medium, showing that every film director can use the medium in a variety of ways and 
can tailor the possibilities of expression to the needs of the narrative (Carroll 37–63). The 
problem of medium specificity is only one of the limitations of the Bazin brand of realism. 
By quoting Colin MacCabe, Doru Pop (50–51) has shown that there are also other types of 
criticism of the realist theories proposed by Bazin that are relevant when analysing Romanian 
realist cinema. Colin MacCabe has shown that “film does not reveal the real in a moment of 
transparency, but rather that film is constituted by a set of discoursed which […] produce a 
certain reality” (MacCabe 182). In dealing with the problem of the real, we are actually dealing 
with a set of contradictory discourses about reality. Contradiction is really the key notion here, 
especially in a film like Police, Adjective. Because it is this set of contradictions that Cristi, the 
protagonist of the film, has to come to terms with when facing his superiors. The activity of 
surveillance brings forth the idea that there is no transparent way of re-presenting the real. But, 
“at any given time, it is the contradictory positions available discursively to the subject […] that 
constitute the reality of the social situation. It is contradiction that Bazin wishes at all costs to 
conceal and coherence that furnishes him with his crucial emphasis. The coherence and the 
totality of the artist’s vision provide the final criterion of reality” (MacCabe 184). So, on the 
one hand, there is the issue of contradiction and, on the other hand, there is a certain notion of 
realism that has to be addressed. “It is neither a question of the filmmaker using a transparent 
discourse to render the real nor of her or him inventing a discourse which produces the real. 
[…] One such practice, which I shall call classical realism […] involves homogenization of 
different discourses by their relation to one dominant discourse — assured of its domination 
by the security and the transparency of the image” (183). And it can be pointed out that such 
homogenization is also expected from Cristi in Police, Adjective. His superiors do not want 
him to point out the contradictions and the complexity of the case he is investigating, but 
rather to play his role as a provider of information using the written surveillance report. In the 
film, there is a set of discourses about the reality of the case that all give their own perspective, 
their own interpretation about reality. These range from the direct surveillance shots, to the 
written reports, the spoken accounts that Cristi is giving and to the perspective of his superiors 
about the case. So the meaning of reality that the surveillance scenes is providing is always 
negotiated when it comes in contact with different subjects. 

Another issue that cannot be addressed from a bazinian theoretical perspective is the actual 
camerawork of the surveillance scenes. As Anna Batori has pointed out, in several surveillance 
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scenes when Cristi is following the high school students, there is a careful positioning of the 
camera which seems to represent the gaze of the policeman, but the shot continues with 
him collecting the evidence (picking up the cigarette stub), making this possibility highly 
unlikely. “The detective gets into the very same spatial position that the students were 
captured in some seconds before, thus referring to him as observed in the narrative that is 
further accentuated by the football-playing kids in the foreground who block the vision of 
the observer. Like the hashish-smoking students, the figure of Cristi is thus represented as if 
standing under surveillance that he cannot escape. In this way, Porumboiu builds up a multi-
focalised narrative structure, whereby the policeman watches the students but he himself 
is being watched by an omniscient apparatus” (Batori 126). By emphasizing the panoptic 
aspect of the gaze, she argues that “Police, Adjective is thus a well-choreographed change of 
perspectives that, while playing with the non-existent subjective shots of Cristi, builds on 
the invisible, third gaze that records the events. By doing so, this structure unfolds a multi-
layered surveillance apparatus and, with Angelache in a leading position, contributes to an 
oppressive panoptic scheme that Cristi and the high school student both must comply with. 
What emerges this way is the scopic regime of power, a disciplined surveillance grid ruled 
and supervised by the omnipotent voyeur embodied by the head of the Repressive State 
Apparatus, who has absolute control over his subjects and establishes scopic control over 
them” (130). In this sense, the film also emphasizes the way in which the cinematic medium 
can be a way to produce effects of power on the bodies that are recorded by the camera.

The “powers of the false” in modern cinema

As we have shown already, the surveillance scenes in Police, Adjective are composed of 
blocks of real space-time. In other words, there is no huge effort to dramatize the time of the 
surveillance scenes, but an effort to compose the shots using blocks of direct, continuous 
space-time. The treatment of time clearly differentiates these surveillance sequences from 
other surveillance scenes in classical cinema. In the analysis conducted by Deleuze in The 
Movement-Image and The Time-Image, this different treatment of time is what makes 
the difference between classical and modern cinema (Balint Kovacs, 41–42). On the one 
hand, the narration of classical cinema „creates an organic system in which perception and 
action are summed up in a mental quality, which he calls ‘affection’. This is the emergence 
of subjectivity in the image. The connectedness of perception and action through affection 
[…] is the basis of a space-time unity in which time is located by a determined space, and 
space is defined through a chronological ordering of time […] Classical cinema has its roots in 
traditional storytelling where a continuous time-frame and a delimited space segment are the 
bases of the unity of action. Deleuze calls this unity the ‘sensory-motor circuit’, by which he 
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means that in classical cinema perception is automatically followed by an action or an action 
by a reaction” (40). If we were to apply this analysis to our surveillance sequences, we would 
have to conclude that they do not exhibit traits that situate them as an instance of classical 
cinema narration. There is no direct connection of perception and action through affection. 
In other words, there is recognizable stylistic element that could acquire a psychological and 
subjective dimension for the gaze created through these images. As we have already shown, 
there is nothing to indicate that what we see is the point of view of the police officer. In 
Deleuzian terms, there is no unity of the „sensory-motor schemata“. Perception is not 
immediately followed by an action or reaction, which could be signalled by a cut to an 
angle that introduces a differently framed view. Perception is rather followed by a dilation/ 
retardation of time. What we experience in the surveillance scenes is a collapse of the sensory-
motor circuit of classical cinema. The blocks of direct space-time become autonomous and 
valuable in themselves. They introduce what Deleuze has called “pure optical and sound 
situations”. As Balint Kovacs has pointed out, “it is not the logic of storytelling that is revealed 
by the sequence of images of modern films but the way mental states and forms […] come 
into being […] in modern cinema time stands before us in its purest state, through its mental 
formations. Historical time, time of action in classical cinema becomes ‘transcendental’ time, 
time of mental procedures in modern cinema. If classical cinema is an organic system because 
of the unity of action and reaction, modern cinema is a ‘crystalline structure’ because the 
‘crystals of time’ — that is, the articulated mental procedures — are linked to one another 
by endless variation and multiplication. Modern cinema does not represent a physical 
world but a mental image of the world on the basis of a belief that this is an existing world. 
Modern cinema does not say that the world is in a bad way and in need of improvement 
or that certain representations of the world are incorrect or false. The way modern cinema 
represents the world is as false as any other mode of representation. Any image of the physical 
reality necessarily contradicts the mental reality of our times, that is, we cannot believe that 
things exist as we see them. The specificity of modern cinema takes into consideration this 
mental reality — not a critique of reality, but a mental correction of the illusion of physical 
representation. The falsity of physical representation and the mental substitution of physical 
links become central elements in modern cinema” (41–42). Although the dilemma of the 
protagonist in Police, Adjective is presented as a moral problem, the regime of truth with 
which the narration of the film operates is no longer oppositional, a world where we can 
distinguish right from wrong, and separate a legitimate investigation of reality from a false 
one. What the surveillance sequences create for the viewer is a view of the world that can be 
expressed through the concept of “the powers of the false”. Since the sensory-motor schemata 
of classical narration have collapsed, the police officer in the Porumboiu film has become an 
observer of direct presentations of time. As Deleuze would argue, in this case, “we no longer 
have a chronological time which can be overturned by movements which are contingently 
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abnormal; we have a chronic non-chronological time which produces movements necessarily 
‘abnormal’, essentially ‘false’”. And, as Deleuze also argues, in these cases, “montage tends to 
disappear in favour of the sequence shot, with or without depth” (Deleuze 129–130). The 
blocks of direct space-time shown to us in the surveillance scenes have put the notion of 
truth into crisis: “A new status of narration follows from this: narration ceases to be truthful, 
that is, to claim to be true, and becomes fundamentally falsifying. This is not at all a case 
of ‘each has its own truth’, a variability of content. It is a power of the false which replaces 
and supersedes the form of the true, because it poses the simultaneity of incompossible 
presents, or the coexistence of not-necessarily true pasts” (131). The real crisis underlined 
by the film is not just that of the moral predicament expressed by the protagonist, but also a 
crisis of the regime of representation and of the interpretation of reality. Classical narration 
implied a certain type of investigation: “The investigator and witnesses may even take on an 
autonomous and explicit shape, as in literally ‘judicial’ films. But, whether explicitly or not, 
narration always refers to a system of judgement: even when acquittal takes place due to the 
benefit of the doubt, or when the guilty is so only because of fate. Falsifying narration, by 
contrast, frees itself from this system; it shatters the system of judgement because the power 
of the false (not error or doubt) affects the investigator and the witness as much as the person 
presumed guilty” (133). 

The Problem of Language and the Criminal Code

If we take into account the power dynamic between the characters in Police, adjective, 
we have to indicate the fact that the power of the police officer is quite limited and relative. 
This aspect is first emphasized in the discussion that he is having with the prosecutor of the 
case. When the prosecutor refers to the suspect as “drug trafficker”, Cristi contradicts him 
by saying that he does not think that this is the case. When he expresses his personal opinions 
about the harsh consequences of the law, which prosecutes the consumption of light drugs 
in the cases of minors, and states that the law should be changed, the prosecutor speaks to 
him condescendingly and tells him that he should know his place and act accordingly. He 
reminds him that he is merely a police officer and it is not his job to make claims about the 
accuracy of legal language or to criticize the way in which the judicial system works. He also 
tells him that he needs to close the case, as it is already taking too long, resources are scarce, 
essentially leaving him one option: to organize the sting operation and to arrest the suspect. 

Another element that is limiting the power of the protagonist is the procedural aspect of 
police work. Police procedure dictates that surveillance be recorded in a written account of the 
events the police officer has observed. The film makes a point of this, by showing on the screen 
the actual handwritten reports that the police officer has attached to the file. And there is also 



72 Cezar GHEORGHE

a sense that this written report is always insufficient in communicating what he sees directly 
during the surveillance activity. How else can we explain the fact that, even if he says that all 
the information is in the file, he constantly feels the need to give more spoken explanations 
about the case to the prosecutor and to his superior? It is clear that he has doubts about 
whether the suspect is guilty or not, but these doubts are accentuated by the fact that the tools 
at his disposal are insufficient. The written language of the report provides a less than accurate 
representation of the life he witnesses during the time he observes the daily life of the suspect. 
Again, Foucault is relevant here. The investigation of the case presented in the film introduces 
a whole mechanism that is “linked to a type of the formation of knowledge, a certain form 
of the exercise of power” (187). And we can argue that the effects of power made visible in 
the film introduce the subject of surveillance, but also the surveyor, in a network of writing. 
As I have mentioned, police procedure also involves the rigorous written documentation of 
the surveillance exercise. There are several “codes of disciplinary individuality that made it 
possible to transcribe, by means of homogenization the individual features” (189) established 
by the investigation and surveillance. Whether we speak about police procedural codes or 
legal codes, these are part of a more complex apparatus of writing. It is a system designed for 
creating a type of knowledge, the “constitution of the individual as a describable, analysable 
object, not in order to reduce him to ‘specific’ features […] but in order to maintain him in 
his individual features, in his particular evolution, in his own aptitudes or abilities, under the 
gaze of a permanent corpus of knowledge” (190). As part of an act of disciplinary writing, 
the individual has already been assigned to a branch of knowledge and, consequentially, to a 
branch of power. The specialised nature of legal language makes it impossible for the police 
officer to engage in the coding activity of legal language. As he is constantly reminded, he 
is not in charge of writing the law, but a mere enforcer of the law, a piece in a machine-like 
structure. His personal opinions about the law, his individuality is exactly what is getting in 
the way of doing his job appropriately. It is now that we come to another tension emphasized 
in the film, one that Andrei Gorzo has also expressed. When the police officer is writing his 
surveillance reports, he is giving a written account of the events he has witnessed directly. He 
is engaging in meaning making activity, without which the surveillance could not be classified 
as a rational and professional activity. Words are important, they structure reality, and they 
represent reality according to a certain code. There is also a very funny discussion about the 
laws of grammar, which suggests that normative character of language. But, as Cristi finds 
out, words often betray reality, they can be inaccurate in expressing the complexity of lived 
experience. The whole demonstration that the police captain is making in the end of the film 
is based on the premise that the protagonist does not use language accurately. The language of 
the captain is precise. He actually brings the dictionary and reads the definitions of words to 
the police officer. By contrast, the language of the police officer is imprecise, always expressing 
doubt about the situation at hand. The whole discussion orbits around the word conscience. 
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The police officer fears he will be left with a heavy conscience if he will make the arrest. The 
captain asks him: What does the word conscience mean to you? He brings in a colleague to write 
his answer on a board. He then brings in a dictionary to prove how inaccurate his definition 
is. He then indicates to him that his moral issues are based on very subjective, personal beliefs, 
and not on the Law that he, as a police officer, has sworn to protect. Ultimately, the captain 
tells him that he does not even remember what he is, that he has forgotten the role he plays 
in society. He then hands him the dictionary to read the definition given to the word police 
officer. We then cut to a shot of the printed text in the dictionary as the officer reads the 
definition aloud. He is offered an ultimatum by the captain. He has until the end of the day to 
decide if he will make the arrest or choose to give up being a police officer. The film ends with 
Cristi giving instructions to his colleagues regarding the sting operation, signalling that he 
has chosen to obey the orders of his superior officer. He is drawing a map of the place where 
the sting operation is about to take place. We can hear the words of the captain: “go easy on 
them, they’re just kids. Talk to each other before, watch out for the signs”. The arrest is also 
conducted through a very specific written code. We can now see the effects of surveillance: 
“the practice of placing individuals under ‘observation’ is a natural extension of a justice 
imbued with disciplinary methods and examination procedures” (Foucault 227). Ultimately, 
we witness a language apparatus inscribing the effects of power on bodies. 

The Limits of Justice. The curious case of Aurora, by Cristi Puiu

Aurora, the 2010 film directed by Cristi Puiu, ends with a confession given to the police. 
Viorel, the protagonist of the film, has confessed to killing four people: his former in-laws, 
the notary of his ex-wife, which has divorced him recently, and an innocent bystander, 
which was accompanying the notary at the time of the shooting. After the police identifies 
the victims and all the people involved in the murders, one of the cops asks him: “Why did 
you kill them?” Viorel answers: „I realize that what I am confessing cannot be verified, but 
because you all need the information for your files, I will try to be as accurate as possible [...] 
when you divorce somebody you don’t just separate yourself from another person. I could 
not leave things like this. [...] I personally believe that Justice does not have access to the 
complexity of the relationship I had with my wife”. The words spoken by the protagonist 
deliver a final blow to the audience. No clear motive for the murders is revealed and the 
whole way of behaving of the protagonist throughout the film remains without a clear 
explanation. It is a reality which, after more than three hours of observation, has remained 
essentially opaque. 

Aurora is essentially a portrait of the protagonist, Viorel, or, as the director Cristi Puiu 
(which plays Viorel in the film) likes to speak about his films, it is a study, a research of the life 
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of its protagonist. Stylistically, it can be described as an observational documentary on the 
life of Viorel. The situation that we, as spectators of the film, are invited to occupy is that of 
an invisible witness to a couple of hours in the life of this man. We see him wandering on the 
streets of Bucharest spying on a woman with two kids, which we can speculate as being his 
wife. We see him at his work place, at home, at his lover’s house. But, most importantly, we 
see him planning the murders that he is about to commit and carrying out the killings in the 
parking lot of a hotel in the centre of Bucharest and at the home of his former in-laws. The 
film also adheres to a strict ethics of exteriority. The camera always occupies a fixed, stationary 
position, making only panning movements when it is following the characters in the space 
of the shot. There are also instances when certain characters exit the frame, continuing to 
speak, but the camera does not follow them. The entire film is exclusively composed of long 
sequence-shots. After every sequence-shot, we can logically assume that some time has passed 
between the events shown in the previous shot and the events that will be presented in the 
next shot. There are no transition shots and continuity editing is not used. In every sequence, 
the task of montage is assigned to the limited movement of the camera. This makes the 
information provided to the viewer about the events and the characters unclear, partial, and 
inconclusive. When it comes to real time, Aurora is even more radical than the surveillance 
scenes in Police, Adjective. The dramaturgical premise which supports the stylistic choices 
of the film is based on the idea that the privileged information received by an audience 
watching a film which uses analytical editing techniques is an unrealistic abstraction. 
In the case of Aurora, cinema seems to be an investigation that essentially provides a 
non-omniscient view on the life of the characters. The viewing experience has been described 
by spectators as disconcerting and confusing. If this is an investigation, it does not provide 
any answers. We barely find out who are the people that Viorel has killed, or the reasons he 
has committed these murders. We do not clearly know who are the characters, what motivates 
their actions or what is the meaning of the events presented on the screen. These effects are 
to be expected if we consider that the camera is immersed in the perspective of this exterior 
witness that has limited movement in space. Also, we are never offered to see a reverse-shot. 
Some of the characters interacting with the protagonist are partially obstructed from view. 
The sound is also very naturalistic. If the camera films a character from a distance, the sound 
is not paned. We cannot clearly hear what he is saying. Most of the shots are wide or medium 
shots, we only get one close-up of the protagonist in the entire duration of the film. This 
makes it very difficult for the audiences to make suppositions about his psychological state. 
In other words, as in the case of Justice, we are not granted access to a complex inner reality 
of a person’s mind and to the complex reality of the relationship he has had with his wife. 
The confession that Viorel is providing to the police is also enmeshed in the heterogeneity of 
his experience, because ultimately, the position that the film makes us occupy is a position 
of immanence. And this plane of immanence is ultimately the plane of life. The last words 
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we hear from Viorel are also related to the question of understanding and, in some sense, 
they can be considered to be directed towards us, the spectators: “Do not take this the wrong 
way. I have listened to you and I have seen how you think that you have understood and 
have closely listened to what I just told you. And this makes me really scared”. And we can 
speculate why he feels this way. The panoptic gaze constructed by the observation camera 
is also presented in Aurora in an even more claustrophobic way, turning the dramaturgical 
space into a panoptic space (Batori 94-98). And it is in this panoptic space that we return to 
the question of understanding and meaning brought by the last scene of the film. L. Strausz 
shows that “by isolating the character in space, Aurora reveals how Viorel’s performance 
lacks continuity and cohesion, which shuts off the possibilities of familiarity necessary for the 
navigation of social life. […] The visual strategies of the film, most importantly the wobbling, 
trembling camera, combined with the estranging framing practices, constitute for audiences 
a subject position that foregrounds their own attempts to make sense of events. Puiu invites 
viewers to confront the epistemological boundaries of the filmic, and consequently the 
limits of social construction” (Strausz 168–169). As in the case of the surveillance scenes 
from Police, Adjective, Aurora is a film that takes the powers of the false of modern cinema to 
a degree that Deleuze considers the essence of modernism: the emancipation of time from 
the logic of dramatic action. In this sense, the two films that I have analysed use the formal 
devices of late modernism. Andras Balint Kovacs was right to conclude that “modernism 
could be regarded as an ’unfinished project’”. 
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