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Review of: Andrei Gorzo & Andrei State Eds. Politicile filmului – Contribuții la interpretarea cinemaului 
românesc contemporan. Cluj-Napoca: Tact, 2014.

[The Politics of Film – Contributions at the Interpretation of Contemporary Romanian Cinema]

The volume contains essays situat-
ed at the crossroads between the fi eld of 
cinema and economics, history, philoso-
phy, political science and anthropology. 
The fi rst part of this collective volume, 
entitled Close-ups, focuses on the produc-
tions of individual fi lmmakers belonging 
to what was called the Romanian New 
Wave Cinema, seen not only from an 
aesthetic viewpoint, but also from a per-
spective that refl ects on the social, politi-
cal and ideological aspects of fi lm direc-
tors such as Cristi Puiu, Cristian Mungiu 
and Corneliu Porumboiu. In the second 
part, the volume moves to a more gene-
ral perspective, focused not so much on 
“fi lm-as-object-of-cinema-and-nothing-
else” as on fi lm perceived as a multifari-
ous experience that asks for a multidisci-
plinary approach. 

In the fi rst essay, Andrei Gorzo 
identifi es an unexplored fi eld within 
Romanian New Wave Cinema. The critic 
writes about Răzvan Rădulescu who is 
one of the most important screenwriters 
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of his generation. Indeed, his work was not addressed by any academic text, while 
many fi lm reviews eff ectively disregarded him. Providing a close look on the 
techniques and types of characters he conceives, Gorzo shows how in each screenplay 
Rădulescu perpetuates a number of themes and motifs that certainly support the idea 
that he is an auteur; one which was for a long time kept in the shadow of the directors 
he worked with (Cristi Puiu, for instance).

The other essays gathered in the fi rst part of the volume expand Gorzo’s atypical 
view on the Romanian recent cinema through a number of original and insightful 
texts. Costi Rogozanu writes about the Romanian Postcommunist middle-class in 
Radu Muntean’s fi lms; Corneliu Porumboiu’s ever-changing realism is investigated 
by Andrei State; Ancuța Proca describes Cristi Puiu’s stylistic transformations after his 
fi lm Aurora and Laura Dumitrescu addresses the symbolism of Puiu’s fi lms; Marian 
Crisan’s predilection for the rebel and renegade protagonists and his “organic and 
fl uid cinema” is investigated by Raluca Dubarcă; Irina Trocan debates the subjective 
angles of the camera and the interest for human stereotypes created by Adrian Sitaru; 
Andrei Rus points out how Radu Jude operates at the beginning of his career with 
“verve, buff oonery and the spectacle of the derisory of life” after going towards a 
clearer apprehension of the ridiculous. 

The second section of the book opens with Radu Toderici’s essay that addresses 
the preference for marginality in the European (and American) fi lms of the 1990’s, 
when the realist trend became more homogeneous and more aware of its own features. 
However, it is argued that the Romanian New Wave is not necessarily a continuation 
of this current, an argument illustrated by Cristi Puiu’s fi lms. But seen as a whole and 
taken as a tendency, this European realist turn relies on an “international cinematic 
language, which highlights the ambiguity of a specifi c represented reality and implies 
the distance of the authors from their own subject”. On the other hand, the directors 
of Romanian New Wave cinema have multiple visions and confl icting styles, although 
not necessarily confl icting subjects. From another perspective, the anthropologist 
Florin Poenaru proposes an exercise of “sociology through cinema”. He explains how 
post-communist society has tried to align to the rigors of Western world, due to a (self) 
pressure to overcome its own past. Poenaru places Romanian New Wave Cinema 
within the terminology of the “second cinema”, one in which the “ideology and the 
self-colonial expectations enters within the recipe of the cinema itself.” He argues that, 
in a fi lm like The Death of Mr. Lazarescu, the events “are too colorfully particular and 
local, and they cannot address universal issues unless fi ltered through identifi able local 
experiences, sometimes even reduced to stereotypes”. When writing about Beyond the 
Hills directed by Cristian Mungiu, Poenaru states with a sarcastic, yet not incorrect 
voice that: “we have religion, poverty, lesbianism, sexual abuse, dysfunctional 
hospitals, machismo and mysticism (...) the exotic eff ect is instantly guaranteed.” 

Another important issue addressed in the volume is fi lm funding, an issue covered 
in the article of Dora Constantinovici. Her approach provides a genuine interpretation 
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of the Romanian cinema from an economic perspective. Her view is relevant in order to 
understand the causes, the eff ects, the strategies employed in funding fi lm production, 
providing tangible explanations for the success and/or failures, or even the total lack 
of certain genres in contemporary Romanian cinema.

Claudiu Turcuş’ essay completes the second series of essays with a discussion 
centered on the reception of the New Wave providing an insightful and nuanced 
analysis of Aurora (Cristi Puiu, 2010) seen from a self-referential perspective. Turcuş 
refers to the idea formulated by Doru Pop in his study Romanian New Wave Cinema: An 
Introduction (Mc Farland, 2014), suggesting that Romanian New Wave is “a form of late 
synchronization with the ‘New Waves’ of European cinema”. Turcuș then sets the main 
hypothesis that becomes the key interpretation of Puiu’s fi lm: “In Aurora two levels 
are essential for the shaping of the self-referential dimension of the fi lm: the character’s 
level – involving the centrality of the protagonist, and also his complicated relationship 
with himself and his alterity – and the auctorial level, allowing the investigation of 
the relationships between the three identities of Cristi Puiu (writer, director, actor).” 
Turcuş’ concluding question if it is possible that the Romanian New Wave Cinema will 
“reinvent itself starting with the questioning of the very cinematographic perspective 
that allowed it to exist”, somehow anticipates the essay of Veronica Lazar and Andrei 
Gorzo in the epilogue of the book. The two authors provide a chronicle of the preview 
of Aferim, Radu Jude’s most recent fi lm. The latt er seems to question the tools of the 
Romanian “neorealism”, placing them into another dimension - at least in another 
space-time - since they consider this fi lm as a kind of Romanian Django Unchained, “a 
racial revenge fantasy”.

The Politics of Film is one of the most thorough, complete, and relevant books 
writt en in Romanian about the contemporary national cinema. The main advantage 
of this volume lies precisely in its fragmentation and in the multiple links establsished 
between the authors, who although having diff erent academic backgrounds and 
situated at diff erent stages in their professional development, they are, nevertheless, 
at the same level of understanding cinema. It is a book of a generation, without being 
necessarily a generational approach, one that manages to go beyond the “politically 
correct” views of previous generations of fi lm critics. It is an essential reading that 
sets a high standard in the local but also global discourse about contemporary cinema.




