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Nae Caranfil

Av 10 poupaviko owvepd Bpioketal onpepa oto enike-
vipo tou H1eBvouc evBlapépovTog 1o Xpwotd o€ éva
HeydAo BaBuo oto épyo tou Nae Caranfil, evég Snpt-
oupyouU nou potdZet va anoteAei Tov ouvBeTiké Kpiko
petagu twv onoubaiwv Snptoupydv Tou NapeAB6-
VIOG KaL TNG VEOTEPNG YEVIAG nou Biekbikel buvapika
v Bikh tng B€an oTo NAYKOOKI0 KIVNHATOYPaPIko
onio. And TV NPWTN TOU EVIUNWOLAKNA EPPEvIon 10
1993 pe 1o Mnv kpépeare an’ to napdBupo o Caranfil
KatépBwoe 6xi évo va Kepbioel Tnv Kptkh anobo-
xf aAA@ Kat va anooa@nvioetl Nwg n patd tou eixe
6Aa 1a (6lattépa XapakKINPLOTIKG Nou Tov TonoBétn-
0av OTNV OUVEXELQ QVAREDQ OTOUG KOPUPaioug oKn-
voBéteg Tou eupwnaikoU owvepd. MoAutdAavrog Kat
oAokAnpwpévog Bnpoupydc, o Caranfil ypdgel kat
oknvoBetel pA\p nou Siakpivovral 6xi pévo ané v
KOWWVIKA TOUG NapatnpnTikdtnTa Kat Ty evaioBn-
ola Toug anévavt otnv Npaypaukérnta aAAd kat and
éva blairepo kat ouxva e€alpetika patpo xwipop. 0
Nae Caranfil 6ev eivat Gyvwotog oto koivd Tng Beo-
oalovikng kaBwg n @havBpwnia eixe npoBAnBEe( 10
2002, 1o penvé apiépwpa oto €pyo Tou bpwe, Bew-
poupe 6rtnapouotdle pia EexdBapn ekéva Tou Kivn-
HatoypagikoU Tou kéapou kat BonBa va avingBou-
ME OE OAEC TOU TG EKPAVOELG TO NOAUNOIKIAO Kat
YONTEUTIKG OXAPa TOU TAAEVTOU TOU.

Aéonowva MouZdaxkn
AevBuvipia rou @eoniBaA
Kivnpuaroypdgou Beooalovikng

If Romanian cinema today finds itself at the center of
international interest, it owes this to a large degree
to the work of Nae Caranfil, a director who seems to
be the link between the great directors of the past
andthe new generation which claims its place inthe
international cinema scene. From his first
impressive appearance in 1993 with Don't Lean Out
of the Window, Caranfil managed to not only win
critical acclaim but to establish that his approach
had all the special characteristics to then place him
amongst the top directors of European cinema. A
multitalented and complete artist, Caranfil writes
and directs films that distinguish themselves not
only by their social observation and sensitivity
toward reality but also by a particular and often
extremely black sense of humor. Nae Caranfil is not
unknown to the public of Thessaloniki, as
Philanthropy was screened in 2002, but we believe
that this year's tribute to his work presents a clear
picture of his cinematic world and helps us
understand his varied and enchanting talentin allits
manifestations.

Despina Mouzaki
Thessaloniki International
Film Festival's Director
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Nae Caranfil:

‘Evac oGyxpovog Aaikog dnpioupydg

0 Nae Caranfil avikel otn yevid tng petaBatikig
nepLobou Tou poupdvikou Kivnpatoypdgpou, ouvbéo-
VIag TNV NPoENavactatkn nepiobo pe 1o «véo KUpa»
nou avadeixtnke pe 1o §ekivnpa tou 21ou awdva. To
owvepd tou eival ka8’ 6Aa éva owvepd dnploupyol,
KaBw¢ ypagel, oknvoBetel Kal eviote ouvBETeL Tn
HOUOIKA TWV TaVIdV Tou, eved bev Siotadet va epun-
VEUEL HIKpoUG poAouG. H Kivnpatoypa@ikn Tou onti-
K o€ ouvbuaopo pe Ty enthoyn Twv Bepdtwv Kat tov
NpoownikG6 Tévo nou xapaktnpilel g tatvieg Tou, Tov
KaBLoToUV {0WG TOV CNHAVTIKGTEPO POUHAVO OKNVO-
Bétn tng bekaetiag Tou ‘90, npodyyeAo Tou TwpIvol
VEOU KUHATOG TOU POUHAVIKOU KIVNHATOYPApOU.

To 1993 yUploe Tnv npdTn TOU Tavia peyaAou HhKoUg,
10 Mnv Kpépeate an’to napdBupo, 6nou Karanidverat
ME TNV KaBnpePLVOTNTa TV TEAEUTA{WY XPOVWYV TOU
KOppouviopoU otnv Poupavia. O oknvoBétng pag
napouctaleL tny LOTopia TPLV VEAPWYV TwV onoiwv ot
{wég danAékovral, otnpi{GHEVOG OE Hia MOAUPWVL-
Kn agniynan. Av Kal tnv noxn ekeivn ot avapopég
OT0 KOPHOUVLOTIKG NapeABov eite Bewpouvtav Tpau-
HOTIKEG Kal ano@eUyovray, eite unoothptdav pia
KaBoplopévn dnoyn nou cuvnyopoUae unNép NG
piag f tng GAANG mAeupdg, o Caranfil npooeyyilet tnv
nepiobo pe Eexwplath evaloBnoia, avanapiotwvrag
NV atgéopalpa Tng ENoXNg HE TPUPEPOTNTA KAl
xwpig kavéva onpddt Bupou. Emotpatevet xioUpop
Kat elpwveia yla va pag PIAAoEL yia Tn govagld, tn
ponn otn @aviaciwon, Tnv entBupia Stapuyng otn
Adon, Tov epwTkG NGB0 TWV NPWOWV ToU, OTOIXE(a
Mnou Toug oUVBEOUV Kal AEtToupyoUV KataAuTIKG oTig
{wég Toug, Kat TEAlkd anokaAUntouy Tov Tpéno nou
QVTIHETMNIOE N YeVIA Tou Ta HUoKOAa Xpévia Tou oAo-
KAnpwtiopoU. H Kivnpatoypagikn tou npooéyylon,
kaBg kat kanota ané ta Bépara nou Biyel Kat ena-
VEpXOVTaL OTIG HETENELTa Talvieg Tou, Ba anoteAéoouv
onpeia ava@opdg Kat EUNVEUONG yia TOUG VEGTEPOUG
poupd@voug oknvoBETEG, 6NwG yia Napadetypa, otig
Adon (2002), 4 priveg, 3 B6opdbec, 2 pépeg (2007) tou
Cristian Mungiu, How | Spent the End of the World
(2006) Tou Catalin Mitulescu.

Ito Taykd otnv dopaAro (1996), o Caranfil avadeikvo-
ELTIG OAAQYEG NOU ENEPEPE N NTWON TOU KOUHOUVL-
opoU He pia nikph kwpwbia Spépou, nou oklaypa-
@el 11§ KataoTpoPIkEG NAEUPEG TNG «véag TAENg» HE
enikevipo Tnv Katdppeuan tou BeopoU Tou ydpou
Hnpootd otnv NpoonTiki TG uYNG (Kat tng ekndp-
veuang) otn Adon. MapaMnAa, protexvei éva nop-
1paito tng perd Toaouoéokou enoxng, avadeikvio-
VIaG Ta KOwvwVika Kat nBikd npoBAApara nou
1aAavifouv Tnv x@pa Tou.

Ln ouvéxela, Ba yupioel tnv MAukid anpa&ia (1998),
otnpi{épevog oto pubiotépnpa tou Frédéric Vitoux,
«La Comédie de Terracina», y0pw ané évav avun-
pwa xwplg oréxo nou anAd napakoAouBei tn wh va
e€ellooeral yOpw tou. Av kat npdkettat yia tawvia
enoxng, n ordon {whg Tou xapakthpa éxet Yia bia-

XPOVIKGTNTA KAl Hia OIKOUMEVIKOTNTA Nou TV KaBi-
atoUv oUyxpovn, pe Tov Kapaveh va aviAei otowxeia
and 51aQopeTIKa KIvnpatoypapika eibn npokelpé-
VOU va OUVBETEL pia naxviSLapikn Kat atgoo@aipikn
LoTopia yia Tnv acuvaptnoia tng KaBnpepvétntag.
Me tnv @AavBpwnia (2001), o Caranfil enavépxetat
0Tn BEPATIKA TOU KOWVWVIKOU HETAoXNPATIoRoU Kat
NG Xapévng aBwaoTtNTag PE TNV YVwoTh EIPWVIKA Kat
KWHMIKA Npoogyyton nou BpiBetand oevaplaka eupn-
pata Kat avatponég, péoa and Tig onoieg oxoMalet
Kat oatpideL ta anoteAéopata TG HETG-KOPHOUVIOTL-
KNG eAeuBepiag. Me agetnpia npaypatika yeyovéta
agnyeital éva olyxpovo napapUBt oto onoio Pépvet
QVTIHETWNO TOV POUAVTIKG NapeABOVIOAOYIKG KOOHO
TOU NPWA HE TNV TWPIVA NPAYHATIKGTNTA TOU Kantta-
AMopou. Xwpig noté va kata@eUyel o€ ouvaloBnpartt-
OpoUG Kat KNOE, pag Seixvel NG o” éva K6apo 6rou
oL GvBpwnol eite newvouy eite {ouv péoa otnv embetl-
KTIKN KatavaAwon Kat 1o e0KOoAo Xphpa, aképa Ki o
avBp@nivog névog eival egnopeUoLpPog Kat ENKEP-
6ng.

Ita YndAoina eivat oiwni (2007), tnv peyaAltepn
napaywyn oTnv 1oTopia ToU POUHAVIKOU KIVNHATo-
ypagou, o Caranfil enikevipdvetal otnv enoxn g
aBwoTnTag Tou OveEPA PTidxvoviag pia tawvia nou
napeKkAIveL yla pla aképa gopd and ta woxvovia
Kivnpatoypa@ikd 6edopéva g xwpag tou. Epnved-
Hevog and npaypatikd yeyovéra, v Snptoupyia ing
np@ING poupavikng tawiag (0 aywvag yia v ave-
Eaptnoia, 1912), o Caranfil Siapop@dvet tn Siknh Tou
HuBonAaoia oklaypapvrag ta nAaiola péoa ota
onoia yevwnBnke o Kivnpatoypdgog yia va avadei§et
v aiwvia alykpouon petagl kaAéxvn Kat napa-
ywyou.

0 Kwvnpatoypdpog tou eival katd Baon Aaikég. Itn-
pietal oe eupdvraota oevdpla pe Eunvoug SidAo-
Youg Kat eEAkuotikoUg, aAnBogaveig Xapaktnpeg, o
HeyaAo BaBué atnv entoyn twv nBonotdyv, aAAd Kat
otnv Se§lotexvikn oknvoBeaia kat Tn oTpaTNyIKh
xpnhon tou povtad. To palpo avarpentiké XtoUpop Kat
n eAagpotnta pe tnv onoia npooeyyilel Suadpeata
KOWWVIKG Bépara aAAG Kal TiG LoTopiEG Tou yeVIKATE-
pa, ouvigtouv entnAéov onpeia avapopdg tou épyou
Ttou. 0 Caranfil kata@épvel va KAveL NOLOTIKEG TaVIES
nou @épouv 1o otiypa Tou Snploupyod, aAAd@ nou
elval rautéxpova ibaitepa Snpo@ukeig pe 1o eupl
Kkowo. Eniteuypa nou anotelei otéxo kGBe oknvoBé-
™ nou oéBetat Tnv Téxvn Tou.

Anphtpng Kepkivag
YneuBuvog Mpoypdpparog
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Nae Caranfii:

A Popular Filmmaker of Our Time

Nae Caranfil belongs to the generation of the transi-
tional period of Romanian cinema, which links the
pre-revolutionary period to the “New Wave" that
emerged atthe dawn of the 21stcentury. He is atrue
auteur, since he writes, directs and sometimes
composes the music for his films, while he has no
qualms about playing bit-parts. His cinematic
viewpoint combined with the selection of his themes
and the personal tone which is typical of his films,
render him perhaps the leading Romanian
filmmaker of the 1990s and a precursor of the pres-
ent New Wave in Romanian cinema.

In 1993 he directed his first feature film, Don't Lean
Out the Window, which dealt with everyday life in the
last years of Communism in Romania. Using a
polyphonic narration, Caranfil tells us the story of
three young men whose lives are intertwined. Atthe
time, references to the Communist past either were
considered traumatic and were avoided, or they
supported a specific view that was in favor of one or
the other side. Caranfil approached the period with
great sensitivity, recreating the atmosphere of that
era with tenderness and no hint of anger. He uses
humor and irony to speak about loneliness, the ten-
dency towards fantasy, the desire to flee to the West,
the sexual desire of his heroes and the things that
keep them together and act as catalysts in their
lives. In the end, the film reveals the way in which
his generation dealt with the harsh years of
totalitarianism. His cinematic approach, as well as
certain subjects that he touches upon and which
keep recurring in subsequent films, have served as
points of reference and sources of inspiration for
younger Romanian film directors, for example,
Cristian Mungiu in his films West (2002) and 4
months, 3 weeks, 2 days (2007), and C_t_lin
Mitulescu in How | Spent the End of the World (2006).
In Asphalt Tango (1996), Caranfil illustrates the
changes brought about by the fall of Communism in
a bitter road-movie/comedy, which depicts the
destructive aspects of the “new order” by focusing
on the collapse of the institution of marriage before
the prospect of fleeing to the West — and to
prostitution. At the same time, Caranfil paints a
portrait of the post-Ceaugescu era, highlighting the
social and moral problems that torment his country.
He then made Dolce Far Niente (1998), based on the
novel by Frédéric Vitoux, “La Comédie de
Terracina”, about an antihero with no purpose, who
simplywatches life unfold around him. Even though
it's a period film, the main character’s life stance
has a timelessness and a universality about it that
render it contemporary, with Caranfil drawing on
various cinematic genres as he puts together a
playful, atmospheric story on the incoherence of
everyday life.

With Philanthropy (2001), Caranfil returns to the

theme of social transformation and lost innocence
with his familiar ironic and comical approach, full of
screenwriting contrivances and reversals, through
which he satirizes and comments upon the results
of post-Communist freedom. Using actual events
as his starting point, he tells a modern-day fairytale
in which he sets the romantic, “old world” of the hero
against the contemporary reality of capitalism.
Without ever resorting to sentimentalism or cliché,
he shows us thatin a world where people are either
hungry or living a life of overt consumerism and
easy money, even human pain becomes a
commodity, and indeed a profitable one.

In The Rest is Silence (2007), the biggest production
in the history of Romanian cinema, Caranfil has
focusedoncinema’sage ofinnocence and has made
a film that, once again, diverges from the cinematic
facts as they are known in his country. Inspired by
actual events, the making of Romania’s first film
(The War of Independence, 1912), Caranfil creates a
fiction of his own by outlining the framework within
which cinema was born in such a way that brings to
the fore the eternal conflict between the artist and
the producer.

His cinema is basically popular. It relies on imagi-
native screenplays with witty dialogue and
attractive, believable characters; on the choice of
actors, to a large extent; but also on his masterly
direction and the strategic use of editing. His dark,
subversive sense of humor and the lightness with
which he tackles unpleasant social issues and his
stories in general, are also salient features of his
work. Caranfil succeeds in making quality films that
bear the mark of the auteur, but which are, at the
same time, very popular with a wide public. And that
achievement should be the goal of every filmmaker
that respects his art.

Dimitris Kerkinos
Programme Coordinator
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Mua katnyopia ané pévog tou

tou Andrei Gorzo

H npdtn tawvia tou Nae Caranfil, Mnv kpéueate an’to
napdBupo, ékave npepiépato 1993 ato PecuBAA twv
Kavv kat npoBAABnke otn Poupavia petd ané 66o
oAGKANpa xpévia — kaBuotépnan nou Aéet MoAAG yia
10 XG0G MOU ENKPATOUTE EKEIVN TNV ENOXN 0€ GAOUG
TOUG TOUEIG TNG POUHAVIKNG KIVNUATOypagIkng Blo-
pnxaviag. TonoBetnpévn o€ pia pikph napapedopia
n6An Npog 1o T€AoG TG eNoxng Taaouaéakou, nTawvia
xwpiletal o€ pia pépn Kat npaypareveral g da-
otaupoUpeveg {wég TV avBpwnwy: evég anpa-
you, avhouxou yupvactoképitoou (Nathalie
Bonnifay) nou ovelpeUetat tn oknvn: evég Katanton-
Hévou, beutepokAaadrou, yonteutikoU aAAG napak-
paZovrog nBonotou (George Alexandru) nou petd
and pa ([avoAokAnpwTn) NEPINETELA TNG plag Bpabidg
He tnv KonéAa, avakaAuntel péaa tou Tn BEAnon va
avadnthoel pla véa {wn kdtw ané Aiyétepo anonvi-
KTIKOUG oupavoUg: Kat evog VEUpLKOU, EevEpwTou
veapoU (Marius Stanescu) nou pdatata noBei éva
KOP{TOL EVA) TAUTOXPOVA UNOHEVELTIG TEAEUTAIEG NHE-
PEG TNG OTpATIWTIKAG Tou Bnteiag. Ta oklaypagnipara
TNG OTPATIWTIKAG Kat TnG (enapxtakng) Beatpikng
{whg Kal 10 KwHKG atoixeio Tou avavranddotou
néBou polddouv 16laTépwg autoBloypa@ikd, alAg, n
HETatémon NG ontikNg ywviag (€10l ote kaBévag
ané Toug TPELG KUpLloug Npweg va epgavidetal 16oo
WG NPWIaywVIoTNGTNG SIKAG Tou LoTopiag 600 Kat wg
anAdg kopndpoog otig {wég Twv AAwv) xapilel atnv
T1awvia pa aioBnon euButnTag kat eupNUATkG eupU-
NTag — 1wV AAwv {wdv NoU GUVEXWDG NEPVOUV
6inAa an’ 1g 6ikég pag—noAU ondvia yua autoBloypa-
@IKkn Souleld véou kaMuéxvn. O Nae Caranfil (mou
YevnBnke 1o 1960) éxel pvnpoveloel 1o Auapkopvt
Tou Fellini wg onpavrikh nnyn éunveuonc, o 61K6G
ToU 16V0oG 6pWG elval Nio eukivntog, 0 AupLopG6E Tou
Lo ouyKpatnpévog—nto kovrd atov Fellini twv BireA-
Abvi, fh ev npoketpévw, atov Truffaut nou yipioe ta
400 xtunnpara. Zav g tawvieg autég 1o Mnv kpéueote
an’ 1o napdBupo polalet napanAavniika eEAagpd —
apopa e 0AOKANPOU TG UIKPEG aNOAAUOELG KaL TIG
ouvnBilopéveg buotuxieg — Kt wotdoo 10 TEAIKO Tou
anotéAeopa (6nwg katto 6iké Toug) eivatnapadé§wg
onapagikapbio. Ot oUYXPOVEG POUHAVIKEG KPLTIKEG
ouvébeoav tn BAiyn auth pe o nayibeupa Twv npw-
WV oTnNV Koppouviatikn Poupavia kat tnv Aaxtdpa
T0UG yla eEAeuBepia Kal, uoikd, ev pépelL n Tawvia
agopd akpB@g auté. Notdoo, auté nou ouvieAei atn
peAayxoAia tng tawviag eivat kar no Baotké kat no
onoubaio ané tnv BAlyn tng {wng nou avakaAei:
auté nou bpa ebw eival n Baokh Kivnparoypagikn
yeubaioBnon twv otyp@y nou axpaAwrifovral evad
aképa oupBaivouv, KaBwg KI n kavétnta Tou
Caranfil va 6npioupyei otypég nou péouv 1600 elko-
Ao, 1600 aBiaota, kat Pe Tétola nAnpétnTa {wng, wate
10 NéPaocpa Toug va apnvel niow tou pia aicBnon
anwAeag. To ouvoAkéd anotéAeopa potalet paAov
He exeivo tng teAevtaiag ppdong tng «AloBnpatikig

Aywyn¢» tou Flaubert, 6nou apol avanoAei padi p’
évav naAié giko pia nepacpévn NePINETELG TOUG OE
€va unopviéAo otnv onoia agou eixav Nepipével yia
WpEG TN O€1pa Toug §agvika 1o éBalav ota nébia
navikéBAnTol, o hpwag hpepa - Kat anpdopeva-
KataAnyet: «Tote Atav nou AHacTav NPaypatika eutu-
XIOHEVOL».

Tétola ehappaGda ayyiypatog o€ pia npdtn SouAeld
onavilel oe onolabnnote enoxn Kat o€ onowadnnote
KouAtoUpa. a Tov poupaviké Kivnpatoypdgo g
apxng tng Sekaetiag tou 1990, Atav Kkt oxedov ani-
oteuto. OL poUHaVIKEG TaWVIiEG ENPENE va NEPIHEVOUV
GM\a 13 xpévia npiv évag GAAoG oknvoBETng — o nio
véog Catalin Mitulescu, Snptoupyég tou How | Spend
the End of the World - avupetwnioet §ava v kabn-
pepivh {wi TNG KOPHOUVIOTIKAG ENOXNAG HE KATL NOU
va potaet pe tnv o§ubepkn, X1oupopLoTIKA Kat Sia-
KPLTIKG oupnovetikh anodoxn tou Caranfil 6w, nap’
6An tn povotovia kat Tnv aveAeuBepia Tng, yia Toug
neplooétepoug avBpwnoug nou tnv {ovoav Atav
anAd¢ auté: pla cuvnBiopévn {wn. Onwg katva €xel,
o Mitulescu kavel 16oeg NoAEG avapopég atov Toa-
ouo£oKou @ote va divel Tnv eviinwon 6t 6Aot ot
avBpwnol (oupnepAapBavopévwy Kat HEPIKMY
entdxpovawv Nadiiv) Tov okéProviav Slapkwg, evid
o Caranfil, eixe enlonpdvet 6t 161 6NWG Kat navra,
OLOKEWELG TV avBpnwv ETElvav va nepLoTpépovrat
yUpw and to o€€, tn Slackédaan, Tnv Ikavonoinan
g patatodogiag toug kat AAa «ennéAata» nthpa-
10, Kat nwg otny idla auth «entnoAalétnta» - oTNv
€UKOA{Q EVOG OTPATILITN VA TO OKACEL AN’ TO TPATONE-
60 pnpootd tnv mBavétnta va Kavel &€, otnv avika-
vétnta evég nBonotou va pnv BaAet ta yé\a o€ éva
nponayav6iotiké €pyo - Bpioketat o Adyog yia tov
onoio o koppouviopég dev Ba pnopovoe Noté va
netOxel. EE ou Kat 1o katanAnkKuko teAeutaio nAdvo
o010 onoio, HOAIG NEpVOUV TNV NépTa ToU oTpatoné-
Sou, petd v anéAuoh Toug and oTPaTITEG, Kat nap’
6u SiaraxBnkav va napeAdoouyv pia teAeutaia popad
8la pégou Tng NGANG WG UNEPRPAVOL OTPATEUHEVOL,
ot GvBpeg xahdve TG ypappég Toug Kat apxidouv va
{ntwkpauyalouv TNV anokaractnpévn Toug eAsube-
pia.

To unépoxa eUkpato ouvalgBnpatiké kAipa tou Mpv
Kpépeate an’ 1o napdBupo anéxel napacdyyag and to
abtdAewnto pigipo Twv Soviidy Kat o §eyipvwpa
Twv NAnydv nou AduBavav x@pa o€ pia Tunikh pou-
Havikn tawiag tng enoxng ekeivng. Mia tunikh pou-
Havikn tawia ekeivng tng enoxng épotale oav va eixe
bpanetevoel and 1o doulo: uoTepikA, ENBETIKA,
appifouoa ané Bupo, peBuapévn ané 6An exeivn T
véa eAeuBepia va beixvel 0e€ kat va xpnowyonotei
Bpuoiég kat va pwvalel tnv aneAmioia tng ota oupd-
via, napanaiovrag ave§éAeyktn ané n prodogia tng
va 0bnyNoeL 10 akpoathplo oe pia oAoKANpwHEVN
NePAYNON tNG HWAWMIOPEVNG POUPAVIKNG YUXAG.
Quotka, n ibia n Poupavia eixe dpanetedoet npo-



oparwg and éva eibog acUAou: oL Tawvieg Ing anAmg
avrikaténtpidav tn oUyxuon, Tnv atnpeAnoia, tnv
aotGBeid ing—1nv uotepia tng. Mévo nou otnv npay-
patkétnta Sev tnv aviikaténtpifav — toug EAENE n
anapaitntn anéotacn: anoteAodoav PEPOG TNG, KO-
Ha Kt oL KaAUTepEG TouG. AnoteholUoav eondopara —
ot Poupdvol tng enétpenav va 6pa ave§éAeyktn otig
1awvieg roug, €01 akpBG Gnwg ékavav kat oto 6pd-
Ho f tnv tnAedpaon. Mepikég and i Tawvieg nou
yuplotnkav pe tov anokaAuntké auté tpéno eivat
afloonpeiwreg - enttuyxavouv éva eibog KatakAu-
optaiag {wukétntag, pag SUvapng nou ta egayvilel
6Aa péow NG PWTLAG - AKOHA Kt Ot KAAUTEPEG TOUG
OpwG potdlouv ypagikég oNPEPQ, EVED TO NOATIOME-
VO KOLTEXVIKG oTpwté Mnv Kpépeate an'to napdBupo.
Hev éxel anokthoel oute putiba.

To B€pa tng aptyo U KIVNPATOYPAPIKAG TEXVIKAG
npénetl va roviotel: 5ev Atav anAd n nepinAokn peta-
KOPHOUVIOTIKA Npaypatikétnta autd nou Sev pno-
poloav va avIPeTwnioouv ot NEPLOCOTEPOL POUNG-
VOL OKNVOBETEG: OL NEPLOOOTEPOL TOUG ~BETEPGVOL Kal
apxapiotopolwg—Bev elxav TNy TEXVIKA VO QVTIIUETW-
nioouv kapia anoAUtwg npaypatkétnta. MeyaAm-
vovrag pe tov {oupAopavbia TNG KOPPOUVIOTIKAG
nponayavbag, kai pe i BeBawdtnta éu 10 viénio Koi-
vé Ba ouvéxile va nnyaivel ong aiBouoeg yiari dev
€lxe rinota kaAUTEPO Va KAVEL PE TO XPGVO TOU, O pOU-
HavikOg Kivnparoypdgog eixe yiver apUoika ara-
pnrog, enttnbevpévog, Kal Texvika Groalog - htav
oxeboév abuvaro va Snpoupyhoet akdpa Kat Ty
napapikpdrepn yeubdaioBnon aAnBogdveiag. Oravit-
AAYELC TOU yia Tn Aaikh yuxaywyia Atav @pikrd
anAoikég. To ibio ouvéBave kat pe TG AVINAYELS TOU

Nae Caran_fi[

yla Tnv uynAn téxvn: acapeig aAAnyopieg (anobpd-
o€elg and tnv enikivbuvn Gouleld tng napathpnong
TOU NPAyHATIkoU KOJHOUVIOTIKOU KOOHOU), avEK-
PPaoTN «EVIEXVN» KIvnpatoypagnon, noAUg avago-
poiwrtog Tarkovsky kat Fellini.

Aonédv, ki o veapdg Caranfil epwredtnke e§ioou Tov
Fellini, aAAG epwteltnke eniong tn yuaAaba kat 1o
otuA Tou naAoU X6Ayouvt, Kt blaitepa tnv evépyela
Kal tn oniptaba twv onoudaiwv Tou KWHWSEIWY.
Xapn otov natépa tou, Tov nactyvwaoto kpitiké Tudor
Caranfil, unépeoe va 6t noANG neploodtepa an’ 6oa
pnopouoav va ouv T6TE 0L poupavol Kivnpatoypa-
@oé@oL. Eniong, oUxvale otnv Apepikdvikn BiBAto-
Bhkn (pépog 6x1 1Blaitepa NoAUCUXVaoTO OTIG KOW-
HOUVIOTIKEG XWpeg). KaBwg o poupdvikog
Kivnparoypdgog anopovwvorav 6Ao Kat neploodte-
poandugolyxpovegTdoeigKatta pedpara, o Caranfil
ENPEADG eKNaibeUOE TOV EQUTO TOU va OKEPTETAL OaV
b1eBving oknvoBétng. Etol, agou onoldaoe oknvoBe-
ofa otnv Akabnpia Kivnpatoypagou tng Poupaviag
(ané v onoia anogoitnoe 1o 1984), to 1988 dpnate
v eukalpia va onoubdoet ouyypagn oevapiou otnv
Auon (oto BéAyio), pe évav apepikavo enayyeAparia.
Ta véa tng poupdvikng enavdaoraong tov Bphkav otn
[aAAaT35
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apéowg BpopoAGYNTE TNV ENLOTPOPN TOU otV natpi-
6a.’Etol, EVad N XWpa Tou OKOVIAaQTe plookAeivoviag
10 Yaua pnpootd otn Adpyn tou EAeUBepou Kéopou,
ekelvog enéotpepe wg noAitng tou (6lou autol
KOOpOoU. Ltnv BldpKela TNG Katonvag Tou Kaplépag
Ba nepIéypape oUXVA TOV EAUTO TOU OTOUG OUVEVTEU-
€la0TéG WG Evav aPEPLKAVO OKNVOBETN TNG ENOXNG
TwV OTOUVTLO Mo TUYXave va (el Kat va SouAedeL ot
HEeTd-KoppouvioTikn Poupavia.

H 6eGtepn peyalou pnkoug tawvia tou Caranfil, Tayko
otnv Aogaito (1996), apopad éva ouveotaApévo,
okAnpd epyalépevo avépa (Mircea Diaconu) nou
tpéxeloniow an’ tn yuvaika tou (Catalina Rahaianu)
— ta KAaotkn XopeUTPLa MOU TOV EYKATEAELYE yia V'
avéBel, napéa pe GANeG OHOPPEG POUHAVEG XOPEU-
TpLeG, o' éva Aewopeio yla Tn [aAAia €xovrag KAE(oeL
éva 6letég oupBOAato yia va xopeUet o€ pnap. H
[6nwg unonteGetal o Gvépag kat 6xun yuvaika) va
«xopeUel» og pnap. H yuvaika e§akoAouBeiva ayand
Tov GvBpa Tng, oL ENoxEG GpwG eivat okANpEG (o pou-
pavikog KanttaAlopog atny dypla, 6Aa-naifovrat
@don Tou) Kat anA@g xpeladétav NepLoodTepa Xpn-
pata and ekeiva nou pnopoucav va BydAouv Kat ot
600 padi and g naAopobitkeg HoUAELEG ToUG (eKe(-
vog eival ynxavik6g autokivitwy). H tawvia tou
Caranfil éxel ep@aveig OUYYEVELEG HE TIG YPNYOPEG,
YEATEG TOaYQVO APEPIKAVIKEG KWHWBIEGTNG EMOXNAG
G YPeong, €181Ka pE TLG anoKAAOUHEVEG «KWHW-
6ieg emavaolvbeong» oTIC onoieg XwpPLopéva avipo-
yuva enibiboviav o€ KAt nou €potale pe Gyplo NOAe-
po, aAA@ mou otnv oucia ntav éva Heltepo
(pAeptdpiopa. H tawvia otepeital to cuvaoBnuatké
nAoUto tou Mnv kpépeate an’ to napdBupo - beopel-
€101 NEPLO0OTEPO ano 1o £i60G TG, polalel NePLOTs-
TEPO HE ELOMPAKTIKA PNXavi, Kat JEPIKA and Ta ax-
pnpd, ebotpopa oxO6ALd TnG yia TNy Katdotacn Tou
£Bvoug £xouv TNV eNkalpoTNTa oatptkol Neplodi-
KoU (Kowvh OTIG NEPLOOOTEPEG POUHAVIKEG TALVIEG TNG
€noxng) atnv onoia o xpévog dev €xel PepBel KaAd -,
KatapéPVEL WG aKOHa va eMPEPEL NOANEG XapLoTL-
KEG BOAEG WE TNV ENtovA Tou GvBpa oto Kuvnynté va
anokta otablaka pla kaprouviotikn TpéAa Kat padi
Hia innotikn Aapnpétnta, kaBwg 1o (kAeppévo) apdg
Tou ouvexilet va EenpoBAAAeL and tn atpoPnh Tou
6p6pou atov pnpootivé KaBpéPtn Tou Aew@opeiou.
H netopatikn ouuyikn agooiwon autol Tou EVilou
Kat ibeaAioth avBpdnou ouvtaiplalel dpop@a e tnv
avunépBAntn yonteia tng KooponoAitiooag Charlotte
Rampling, nou unobUetal tnv yaAAiba epyodétpia
1wV Kopitolwv. Ekeivog eknpoownei tnv dyvola kat
TNV OUYKLVNTIKA anAoikdtnta Plag Xxwpag nou €Xel
HOALG Byel and pia pakpéxpovn QUAGKLOn 45 eTdv,
evid 0 obnyég tou Aew@opeiou (Constantin
Cotimanis) kat n poupdva (Npeadplog Twv Kopt-
101®V (Florin Calinescu) evoapkdvouv ta Ay6tepo
EAKUOTIKG TNG XOPAKTNPLOTIKA: TOV NPWTOYOVIOUG, T
S1apBopa, Tnv aveAéntn Aaxtdpa yia kGBe eAeuBepia
nou eixav orepnBeitéoo kapd. To ypriyopo kat eGBu-
po 6papa tou Caranfil ywa pia Zahopévn, anAnotn
avBpwnadtnta nou Tpéxet oAoTaxwg npog tn Adon
Héoa o€ éva Aewgopeio nou Hev orapatd va tpavid-
Zetal, emBupdviag Slakaw  va anoKTNoeL 1o kaBu-

otepnpévo tng pepibio otnv UAIkA eunpepia, Tov xpi-
Zet Tov Mo YOxpailgo Napatnenth Twv NPWIHWY
ynAaphoewv Kt abpaypdrwv g eAeuBepiag and tn
XWpa 1ou, Kt évav and 1oug Kivnpatoypapikole 6i1d-
Hoxougtou Billy Wilder. Ki, akpiBag 6nwg kio Wilder
6ev b6iotaoe va tonoBetnoet pla kwpwbia - 10 @Adya
kat [1dBo¢ tou 1948 — avapeoa ota xaAdopata Kat
T0UG Kopnvadépoug Tou Yetd-noAepikold BepoAi-
vou, o Caranfil tonoBetei tn &ikia tou @havBpwnia
(2001) o€ éva ottAi{aptopévo (aAAG kaB6Aou pavia-
oTk6) Boukoup£ott Twv NTIAVWV Kal TwV EKATOPHU-
ploUxwv (pe ta abéonota okuMa wg tn pévn peoaia
1G¢€n), oto vabip tng enduva napatetapévng «peta-
Baukng neptébou» tng Poupaviag.

LT0V POUHGAVIKO HETA-KOUHOUVIGTIKG KIVNHaTOYpapo
Hev unnpxe ENelYn anokaAuntk®V (ta neplogdte-
pa dev BAendvrouoav) opapdrwy yia pia xwpa atnv
onoia ta euyevéotepa avBpwniva cuvaioBhpata
eixav kataotei dxpnota. Ztn @ulavBpwnia, nou
KatopBaVel va eival No anokaAunTikn tawia an’ ug
NePLOOOTEPEG GANEG EVED Hev NaveL Noté va eivat £§o-
xa, avalwoyovnTikda euxdptotn otn 8€aon, o Nae
Caranfil kavel kdt aképa KaAUtepo: pag deixvel pia
Poupavia otnv onoia ta evyevéotepa avBpdniva
ouvaloBnpara e§akoAouBouv va eivat noAd xphoipa
— o€ eKeivoug nou §€pouv nw¢ va Byddouv xphpata
an’ autd. MNa napadetypa, o avBpwmnivog oikTog eivat
pta onoudaia nnyn képdoug yia tov KUpto Méne
(Georghe Dinica), «to ouyypagéa twv {ntiavwv» -
1oV GvBpWo NOU TOUG NAPEXEL CUYKIVNTIKES OUHPO-
PpEG, LoTOpIEG Kal aTAKEG, e aviaAaypa éva pepibio
Twv Kepdv Toug. O KUplog Méne eivat 1o pévo eibog
ENTUXNUEVOU OUYYpapEéa nou pnopei va napayet
évag 1é1010G K6opog. To akpiBg aviiBeTo Tou eivat
£vag 10aKIopévog 6GoKaAoG Kal anotuxnpévog Hubi-
otoploypagog (o Mircea Diaconu tou Taykd otnv
AdgpaAto Ue 10 viipo npéownd tou) nou, pnepdelo-
vtag tov KUpto MNéne pe évav eUepyETN KAAMTEXVDV
kata@eUyel o€ ekeivov yla BonBela. Kat o kUplog
MNéne 616aGokel Tov 6dokalo nwg va BydAel képbdog
ané tnv axpnotn eunpéneld tou. Nat, kGBe axpnatn
eunpénela pnopei va BydAet képdog otov unépoxo
K6opo Tou KUplou Méne: To yévo nou npénet va Kavet
eivatl va nai€eL Tov £aUTO TOU, Va KAVEL TOV EQUTO TOU
Béapa. O Tipiog kal toakilopévog 6aokalog npénel
Hévo va ndel oe éva (NpooeKuKa ent\eypévo) eoTia-
10p1o, va nai§eL 1o poAo ToU TIHIOU Kat TOAaKIOHEVOU
Saokalou nou Sev pnopei va NANpWoEL T0 payntd
10U, Kal va napacUpet Tnv neAareia wote va NAnpw-
ogLyL autdv (ot oepBitépot anoteAolv HEPOG TNG MAE-
ktavng). OAa autd napouotaovrat pe téroto {HA0 Kat
nnyaio taAévro (BeBaiwg, ev pépel ivat pia Tawvia yia
10 T1aAévro) wate, o Beatig Ba voloe iowg tapaypé-
vog xwpig va karaAaBaivel 1o yiati. Exet einwBei yia
tov Wilder (nou navra enépeve oto kaBnkov Tng tat-
viag va eival aoteia) 61 10 aoteio oug rawvieg 1ou pot-
aleL pe eniBeon, KL auto oxvel Kal yia tn QlavBpw-
nia. 0 noAuveninedog, nepinAoka Sopnpévog puBog
tou Caranfil pag beixvel évav kdopo otov onoio kabe
avBp@nivo ov petatpénetat o€ pnidveg kat punaive-
1au ge Sapdvio tpéno. Ki autd givat aoteio.

Avapeoa oto Taykd otnv AogaAro kat tn QlavBpw-
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nia, o Nae Caranfil, éypaye kat oknvoBétnoe tn [Au-
Kid Anpaé&ia (1998) pia ydAo-ttaAwh napaywyn, Sia-
okeuh tou BpaBeupévou puBlotophpatog Tou
Frédéric Vitoux. H wotopia tonoBeteitat otnv ltakia, To
1816, kat 0 hpwag eival évag yaAog ta§ibeutng ovo-
pat Xévpt Mnél (Frangois Cluzet), npdonv a§lwpati-
K6¢ Tou otparou tou NanoAéovra nou guviopa Ba
ywétav ouyypagéag pe o dvopa ZtavtdA. O Mnél
Bpioketal oto Hpdpo npog to BaoiAeio tng NanoAng
(ro onoio eAéyxel 0 auoTplak6g otpatdc) aAAa ot 6po-
pot eival yepdrot Anotég [ paxntég tng eAeuBepiag),
onéte avaykaleral va nepAoel HEPIKEG HEPEG OTNV
Tepaoiva, pia néAn 6nou noté ev oupBaivel tinorta.
Tn otyph ekelvn 6pwg n n6An BpiBet ané pabloup-
yieg, 1600 epwTikéG 600 Kal NOMTIKEG: UNApXOUV oL
paxntég tng eAeuBepiag nou pouv kataxBovia eva-
vtia otov auotplakéd Suvaotn- undpxet éva EpwTKG
yaitavakt nou egnAéket tov yevvaio Képun Nevroivi
[Giancarlo Giannini), tTnv 6popgn yuvaika tou lka-
pnpiéla (Margherita Buy), 1nv wpala tng §abéAgn
Tooegiva (Isabella Ferrari) ki évav Gveupo entBhto-
pa ovépan Pooivt [Pierfrancesco Favino), neplood-
1EPO YVWOotd wg ouvBérn, O MnéW eival o pévog nou
KaropBwvel va pnv karaAdBet tinota an’ va 6oa oup-
Balvouv. O LravrdA rou Caranfil eival éva eibog npw-
WAG OTNV KIVNEATOYPa@IKh anekovion KaAMTEXVEIV
- évag dnpayog hpwag eloou aneAnotik6g Kat wg
napatnpnthg - 8ev pnopoupe napd va Baupdooupe
10 Koupdy1o evog poupdvou oknvoBETn nou pndpeoce
va owkelononBel éva yaAko kivnpa pe térolo 1péno.
MNarl autdg o ZravrdA, pe v nepinAokdtnta Tou, TNy
avanoteAeopatikh yontela Tou kat tnv névBiun,
KopugouUpevn katavénon tng a-coBapéntag tng
{whg, eival eppavadg évag hpwag tou Caranfil. Napa

Nae Caranfriil

NV QAVOMEVIKA andoTaon ToU avIIKEWWEVOU and tnv
epnelpia tou oknvoBétn, n tawvia bev eival Alyérepo
npoownikn ané 1o Mnv kpéueote an’ 1o napdBupo.
Kat o1 600 Soulelég eival 1600 eukivnteg, 1600 evap-
Hoviopéveg We Tnv andAaucon, anonvéouv 1600 NoAu
Kahokaipwvi npepia, wote potddouv pe e§oxwg avu-
néotara €60\, KL woT600 UNAPXEL KATL O™ autd -
otg aBiaoteg KIVAOELS TNG KAPEPAG Kal otnv £§oxn
aioBnon g onTkAG pipag — Ya enkoUpeLa peAay-
xoAia nou Blanepva ak6pa Kat 1§ nio EAaQpEG oty-
HEG Kal ug epnotilel pe pia enfyvwon g Npoowpt-
votnTag toug, tng iblag tng avunootaoiag tng {wng.
MNava bavelotoUpe pa ppdon ané pia tawvia rou Max
Ophiils (kat ané tn xdpn tou onoiou poidlet va
EUNVEELTICKWVAOELG TNG KApEepag tou Caranfil o’ autég
TG E1KOveg) pordlouv «enpavelakég povo empavel-
aKa».

Me tnv entofipavon 6t n MAukid Anpaéia bev éxel
Kapia oxéon pe 1oV pOUPAVIKO Kivnpatoypago tng
enoxng 6ev Aépe kat tinota Blaitepo, agou ota téAn
ng dekaetiag rou 90 bev eixe anopeivel tinota and
10V POUNAVIKO Kivnpatoypdgo. H nveupaukn kat
aeBnukn opixAn bev eixe akdpn SlaAuBel. Ta xphpa-
10 yla 1ov Kivnpatoypdgo (nou e§akolouBouvoav va
npoépxovrat and 1o kpdrog Quoikd) eixav apxioel va
eAarrdvovral kat Ta Alya nou Sivovrav Siavépoviav
pe Baon 1a oupgépovra Siapdpwv opddwy h aveft-
xviaoteg blotponieg. O neploodrepot Kivnparoypa-
ot ng xwpag eixav kAeioer. Avapeoa otnv I1n lavou-
apiou kat tnv 31n AekepBpiou tou 2000, bev
npoBAnBnKe oUTe pia poupavikn napaywyn. Ané 1o
npwro KUpa oknvoBeTy nou §exivnoav g Kaplépeg
1ou¢ otnv eAeuBepia, o Caranfil Atav o pévog nou
enédnoe perd i Sedtepn Tou rawvia.
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Meté 1o 2000, evabBnkav padf tou autof nou éywvav
61e6v g yvwatof wg 1o Néo KUpa twv poupdvav
oknvoBetwv: Cristi Puiu, Cristian Mungiu, Corneliu
Porumboiu, Catalin Mitulescu, o ek\inv Cristian
Nemescu Kat 6Aot ot GAAOL APXITEKTOVEG TNG EKNAN-
KTLKAG avayévvnong nou Kopupwenke vwpitepa
@étog e tov BpiapBo Tou XpuooU Doivika tou
Mungiu. H enavaaotaon htav veopeaAloTikn oto nved-
pa kat kaBobnyeito and tov oknvoBétn Cristi Puiu,
nou e tnv péBobo (6ikn Tou aAAG Kal Tou ouV-oeva-
ploypdgou tou Razvan Radulescu) Siapéppwong
Kal oknvoBeaiag piag otopiag £10L WoTe va paivetat
oav aAnBvh {wh Kataypappévn otnv KAPEPQ, EVAD
tautéxpova npoBaAet pia Bp\epikol Tnou adnpo-
via kat pia aicBnon Bapuonpaviwy nBIK®V Slaku-
BeGoewv. H 06Uaoela tou kupiou Aalapéakou (2005)
tou Puiu Atav pua tawvia pe tepdotia enppon (kat
onoubaia eniong): €6€1€e aToug AAOUG poupdvoug
oKnVoBETEG NWG va avalntolyv Tnv aAnBELa, PE VIOKL-
pevrapiotikn enaypUnvnan, otig Mo anAég puBonAa-
oleg, Kat Ng va kavouv tnv avadAtnon auth cuvap-
naotikn. Mwa tétola atoBntikn ntav 6t akpLlBag
xpetadotav o POUPAVIKOG KIVNpAToypapog: Npooe-
(PEPE pLa AUon OTOUG NEPLOPLOHOUG TOU NPoUnoAoyt-
OpoU TOU- ENEYELVE OTO PIVIHAALOHO, TNV akpiBela Kat
n Sialyeta (o€ aviiBeon pe tn peyaloppnpooivn,
TNV 0opLoTia Kat tnv uatepia)- ndve an’ 6Aa, ENEPELVE
070 KaBnKov TG tawviag anévavit oTnv Npaypatko-
TNTA —OTNV CUYKEKPLPEVN NEPiNTwon €éva Hakpoxpo-
va napapeAnpévo kabnkoy.

‘OAa autd kavouv tov Caranfil 1o e€aipeon 6o htav
kat 1o 1990. lMari, nap’ 6t Baupddet tov Kupto Aaa-
pEokou Kal g AMNeg onoudaieg tawvieg nou yevwnen-
Kav ané 1o napddelypd 1ou, 0 NoupITavioHoG ToUG— 0
TPONOG TOUG va ayvoouV TG NeEPLoadTepPEG Nnapado-
OLAKEG KIVNPATOYPaPIKEG NNYEG, va npeaBelouyv tnv
anoAutapxia Tou vioKpevtapiotikou BAEppatog Kat
va anoppintouv Tn HOUGCLKA wE XElpaywylkn — Bpi-
oKovIal JaKpav tng S1KIag Tou Gnoyng yia Tov Kvn-
patoypagpo. Ané toug oknvoBéteg nou Eekivnaav
JeTd 1o 2000, pévo o Cristian Nemescu (mou néBave
o€ nAkia 27 etdv Aiyo PETA TNV 0OAOKARPWON TWV
YUPLOPATWVY TNG NP@TNG HEYAAOU PAKoUG Taviagtou,
California Dreamin’) ouppepiZétav T oTALOTIKA
{wvravia tou Caranfil, tnv aydnn tou yia tv Kivnpa-
TOYPAPIKN IKavétnta napouciaong evég Beduarog.
«B€Aw va bei§w OAeg TG paxeg, katahaBaivere, 10
nag éywvav, Pe TG onpaieg Kai ta Ghoya Kat 1a oxupd
nou NEPTouv Kat 6Aoug eKeivoug Toug NPWEG nou
neBaivouv yia tnv natpiba toug...» Tabe £pn o Mkpi-
Yk6p Oupadoe, n ekboxn tou Caranfil yia tov unapkté
poupdvo oknvoBétn Grigore Brezeanu, nou n emkn
Tou tawvia tou 1912 0 aydvac yia v ave€aprnoia
fAtav n o PA6dogn tawvia nou eixe yuplotei otn Pou-
pavia péxpt tote. H teleutaia tawvia tou Caranfil, Ta
undAotna eivat owwnn nou npéketat alviopa va npo-
BAnBel ot aiBouoeg eival pia puBonAactikh nept-
ypagn tou yupiopatog tng rawviag ekeivng. Ku auth
eniong éxel pua enkn Sidotaon kai pnopei va eivatn
nio wpaia poupavikh tavia nou yupiotnke note.
Liyoupa bev okoneUel va elval pua Hopgn otnv nou-
puavikh akapyio noAA@v oUyxpovwy poupdvawy

oknvoBet@v (o Caranfil éypaye 1o oevdpio npiv 10
1990). Eival 6pwg évag eoptaocpds 1wy npaypdrwyv
€KEIVWV Nou NpooéAKuoav Toug avBpwnoug otnv
B€aon KIVNpPatoypagIkwy Tawiwy, kat évag eopta-
OpOG TwV avBpnwy ekeivwy nou BEAyoviav va Tig
@TIAxvouV: TPEAOI, TUXOBIWIKTEG, AOUYKPATNTOL 060U~
pav, ta opdparta Kat 1a ey twv onoiwyv bev Ba
xwpoUoe kapia oknvi. Mavw an’ 6Aa, eivat évageop-
Taop6G Tou Beduatog oe GAEG TOU TIG HOPPEG, KaL OTIG
Hop@£g nou Ba GolUpe otnv tawvia nephapBavovrat:
Hla Beatpikh napdotacn 1ou «ApAET» N NVEUPATM-
6n¢ napwbia anéd tov Caranfil evég kivnpatoypagpt-
KoU ApAet pe npwraywviotpia tn Sarah Bernhardt-
Hta auBeviikn papookwpwdia «piag pévo pnopni-
vag»' - n avanapdotacn plag eMkAg paxng, 1o yopl-
opa Tng onoiag kataAnyet eniong oe papookwpwdia-
nepLoooTePN Papookwpwdia kaBwgTov oknvoBETn-
npwa Kuvnya kpadaivovrag tn {wvn Tou o natépag
Tou nou eivat Beatpikdg nBonotldég Kat nepppovei Tov
Kvnpatoypago- neploadtepo BEatpo- pia napdoracn
NG 6NEPAG: Pla OEKAVG KIvoupévwy oxediwv- évag
X0p6G PETapQLeEcpEVWY- £vag napadooiakdg poupd-
VIKOG X0p6¢- n &ikn plag diaonpdtntag: Kat ot Kndei-
€6 600 Saonpotitwv. H nholota Kat paytkn autn tat-
via ival eniong n npwtn peifova poupavikn tatvia
€6 Kal NoAU kaipd (ané tnv enavdotaon tou 1989
yla tnv akpiBela) nou eivat evieA@q eAelBepn and 1o
poupdviko auté-pioog. AvtiBera, aktivoBoAei pla
peAayxoAikn otopyn (nou noté Sev e§ibavikelel, h
Aundrat Tov €auto Tng) yia ekeivn tn Poupavia tou
1911 nou évolwBe 1oa§la pe onotadnnote AN eupw-
naikn dUvapn, katotnv onoia évagBeondAaBog Kivn-
patoypa@ikog napaywydg pnopodoe noAl coBapd
va 6nAael, pe 1o onabi oto xépt: «Ba KatakTNooupE
TOV KOO0 ME TG tawvieg pag.» Ki énewra ndAt, iowg o
TPEAGG va pnv Atav 1600 TPEAGG TEAKA.

OktwBpiog 2007
Metdppaon Zwi-Muptd PnyonatAou

1. Ltp.EtotAéyovrav ot tavieg nou eixav pévo pta pnopniva Kat
ouvnBwg dlapkolaav and Séka Aentd Kat Katw.



In a class of his own
by Andrei Gorso

Nae Caranfil's first feature film, Don 't Lean Out of the
Window, premiered in 1993 at the Cannes Film
Festival and finally opened in Romanian cinemas
two years later — a delay that says a lot about the
chaos then prevailing in every sector of the
Romanian film industry. Set in a small border town
towards the end of the Ceaugescu era, the film is
split into three sections and deals with the
intersecting lives of three people: a fresh, restless
high school girl (Nathalie Bonnifay) who dreams of
the stage; a dispirited, second-rate, over-the-hill
matinée idol (George Alexandru) who, after an
(unconsummated) one night stand with the girl,
discovers within a will to seek a new life under less
oppressive skies; and a fidgety, geeky young man
(Marius Stanescu) who vainly lusts after the girl,
while suffering the last days of his military service.
The sketches of military and (provincial) theatrical
life and the comedy of unrequited lust feel strongly
autobiographical, but, by shifting the point of view
around (so that each of the three principals emerges
both as the protagonist of his or her own story and
as a walk-on in the others’ lives), the film gains a
feeling of openness and imaginative breadth - of
other lives constantly brushing against ours —thatis
very rare in young artists’ autobiographical works.
Nae Caranfil (who was born in 1960) cited Fellini's
Amarcord as an important inspiration, but his own
tone is nimbler, his lyricism more understated -
closer to the Fellini of / Vitellonior, for that matter, to
the Truffaut who made The 400 Blows. Like those

Nag Caranfil

Mukia anpagia/ Dolce Far Niente

films, Don't Lean Out of the Window feels deceptively
light - it's all about small pleasures and
unexceptional miseries —, yet its final effect (like
theirs) is oddly heart-rending. Contemporary
Romanian reviews related that heartache to the
characters being entrappedin Communist Romania
and to their longing for freedom, and, of course, the
filmis partly aboutthat. Butatworkinits melancholy
is something both more basic and more important
than the dreariness of the life it evokes; what's at
work is the basic cinematic illusion of moments
caught even as they happen, and Caranfil’s ability to
create moments which flow so easily, so casually,
and with such a fullness of life, that their passing
leaves a sense of loss behind. The over-all effect is
rather like the effect of the final line of Flaubert's "A
Sentimental Education”, when, after reminiscing
with an old friend about an adventure long ago in a
brothel, when they ran away in sudden panic after
waiting their turn for hours, the hero gently - and
startlingly — concludes: “That's when we were
happiest”.

Such lightness of touch in a first work is a rarity at
anytime andinany culture. Inthe Romanian cinema
of the early 1990s, it was nothing short of
miraculous. Romanian films had to wait another 13
years before another director - the even younger
Catalin Mitulescu, maker of How / Spent the End of
the World - could look back at ordinary life in the
Communist era with anything approaching
Caranfil's clear-eyed, humorous and discreetly
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Tayké oty dmpu)\t / Aspalt ango

rueful acceptance that, in spite of its drabness and
lack of freedom, for most of the people living it it was
justthat: ordinarylife. If anything, itis Mitulescu who
piles on the references to Ceaugescu, leaving the
impression that everyone (including some seven-
year olds) thought about him all the time, whereas
Caranfil made the point that, then as always,
people’s thoughts tended to turn to sex and
entertainment, the satisfaction of their own vanity
and other ‘frivolous’ matters, and it was in this very
‘frivolity’ — a soldier’s readiness to go over his
barracks’ wall for a chance of getting laid, an actor's
inability to keep a straight face in a propaganda play
—that the reason why Communism could never
succeed lay. Hence the wondrous finalshot in which,
as soon as they cross the barracks’ checkpoint back
into civilian life, and despite being ordered to march
through the town one last time like proud
servicemen, the men break ranks and begin
cheering their restored freedom.

The wonderfully temperate emotional climate of
Don't Lean Out of the Window is worlds away from
the incessant teeth-gnashing and wound-baring of
a typical Romanian film of the time. A typical
Romanian film back then was like something that
had escaped from an asylum: hysterical, bellicose,
frothing at the mouth, drunk with all the new
freedom to show sex and use swear words and
shout its despair to heavens, flailing all over the
place in its ambition to take the audience on a
complete tour of the bruised Romanian soul. Of
course, Romania itself had recently escaped from a
sort of asylum, and its films were merely reflecting
its confusion, raggedness and volatility - its
hysteria. Only, lacking the necessary distance, they
didn't really reflect it, they were part of it — even the

best of them; outbursts in which Romanians let rip
justas they were doing on the street or on TV. Some
of the films made in this apocalyptic mode are
remarkable, achieving a kind of swarming vitality, a
cleanse-it-all-by-fire power, but while even the
best of them now look quaint, the urbane and
technically smooth Don't Lean Out of the Window
hasn't got so much as wrinkle.

Film technique should be stressed: it wasn't just the
bewildering post-Communist reality that most
Romanian filmmakers couldn’t cope with; most of
them — veterans and beginners alike — lacked the
technique to cope with anyreality. Growing up in the
straitjacket of Communist propaganda, and with the
certainty that the domestic audience would keep
coming because it has nothing else to do. the
Romanian cinema had become both unnaturally
stiff and stilted, and technically sloppy: indeed.
almost unable to produce the slightest illusion of
lifelikeness. Its notions of popular entertainment
were horribly unsophisticated. So, for the most part,
were its notions of high art: hazy allegory (an escape
from the dangerous business of looking at the real
Communist world), dumbly ‘arty’ camerawork, a lot
of undigested Tarkovsky and Fellini.

Well, the young Caranfil fell in love with Fellini, too,
but he also fell in love with the slickness and style of
Old Hollywood and the zip and crackle of its great
comedies in particular. Thanks to his father, the
well-known film critic Tudor Caranfil, he got to see
more than the ordinary Romanian filmgoer of the
time. He also frequented the American Library (not
a very frequentable place in a Communist country).
As Romanian cinema became more and more cut
off from contemporary trends and tides, he
assiduously trained himself to think like an
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international filmmaker. So, after studying directing
atthe Romanian film school (graduating in 1984), he
jumped at the chance to study script writing in the
West (in Belgium) in 1988 with an American
professional. News of the Romanian Revolution
found him in France; he immediately headed home.
So, while his country was stumbling blinking into
the glare of the Free World, he was returning toitas
a citizen of that world. In the course of his
subsequent career, he would sometimes describe
himself to interviewers as an American filmmaker
of the studio era who happened to live and work in
post-Communist Romania.

Caranfil's second feature, Asphalt Tango (1996), is
about a modest, hard-working man (Mircea
Diaconu) who goes chasing after his wife (Catalina
Rahaianu), a classical dancer who has run out on
him and joined a busload of Romanian beauties
leaving for France with a two-year contract to dance
in bars. Or (as the husband suspects and the wife
doesn’t) ‘dance’ in bars. The wife still loves her
husband, but these are hard times (Romanian
Capitalisminits wild, anything-goes phase) and she
simply needs more money than they can scrape
together from their old-style jobs (he's a garage
mechanic). Caranfil's film has obvious affinities with
the speedy, tough-minded American comedies of
the Depression era, especially with the so-called
“comedies of remarriage” in which estranged
spouses engaged in what appeared to be an all-out
war, but which was really a second courtship. It
lacks Don’t Lean Out of the Window's fullness of
heart - it's more genre-bound, more of a box-office
machine, and some of its barbed repartee about the
state ofthe nation has a satirical-magazine topicality
(shared with most other Romanian films of its era)
that hasn't aged well -, but it still manages to strike
plenty of grace notes, with the husband’s persist-
encein the chase gradually acquiring both a cartoon
madness and a chivalric splendour, as his (stolen)
car keeps reappearing around the bend in the bus’s
rearview mirror. The stubborn marital devotion of
this square and unworldly man is beautifully
matched with the peerless woman-of-the-world
allure of Charlotte Rampling, who plays the girls’
French employer. He stands for the unknowingness
and touching unsophistication of a country that has
just emerged from a 45-year long imprisonment,
while the bus-driver [Constantin Cotimanis) and the
girls’ Romanian impresario (Florin Calinescu)
embody its less appealing traits: the primitivism,
the corruption, the ruthless lunging at all the
freedoms that were denied it for so long. Caranfil's
fast and gleeful vision of a dizzy, greedy shard of
humanity hurtling towards the West in a lurching
bus, desperate to belatedly secure its piece of mate-
rial well-being, recommends him both as the most
cool-headed observer of his country's early
gropings and grapplings with freedom, and as a
cinematic heir of Billy Wilder. And just as Wilder
didn't hesitate to set a comedy - his 1948 A Foreign
Affair-amid the ruins and racketeering of post-war

Berlin, Caranfil set his own Philanthropy (2001), in a
stylized (but far from imaginary) Bucharest of
beggars and millionaires (with stray dogs as the
only middle class) atthe nadir of Romania’s painfully
protracted “transition era”.

Romanian post-Communist cinema hadn't exactly
been lacking in apocalyptic (and mostly
unwatchable) visions of a country in which the finer
human emotions were becoming useless. In
Philanthropy, which manages to be more
apocalyptic than most while never ceasing to be
brilliantly, exhilaratingly watchable, Nae Caranfil
goes one better: he shows us a Romania in which
the finer human emotions are still very useful - to
those who know how to make money out of them.
For example, human pity is a great source of profit
for Mr Pepe (Gheorghe Dinica), “the beggars’ writer”
— the man who provides them with affecting
afflictions, background stories and lines, in
exchange for aslice of their earnings. Mr Pepe is the
only type of successful writer that such a world can
produce. His opposite number is a battered
schoolteacher and unsuccessful novelist (Asphalt
Tango's honest-faced Mircea Diaconu) who,
mistaking Mr Pepe for a patron of the arts, comes to
him for help. And Mr Pepe teaches the teacher how
to make a profit out of his dusty decency. Yes, even
dusty decency can make a profit in Mr Pepe’s
wonderful world: all it has to do is play itself, turn
itself into a performance. The decent and battered
teacher only has to go to a (carefully chosen)
restaurant, play the part of the decent and battered
teacher who can’t pay for his meal, and trick the
clientele into paying for him (the waiters are part of
the scheme). All of this is presented with such zest
and showmanship (of course, itis partly a film about
showmanship), that a viewer may feel shaken
without understanding why. It has been said of
Wilder (who always insisted on film's duty to be fun)
that fun in his films feels like an attack, and itis also
true of Philanthropy. This multilayered, intricately
structured fable shows us a world in which every
human value is turned into a business and ingen-
iously defiled. And it is fun.

Between Asphalt Tango and Philanthropy, Nae
Caranfil wrote and directed Dolce Far Niente (1998).
a French-Italian co-production adapted from an
award-winning novel by Frédéric Vitoux. The story
is set in ltaly in 1816, and the hero is a French
traveller named Henri Beyle (Frangois Cluzet), a
former officer in Napoleon’s army who would soon
become a writer under the pseudonym Stendhal.
Beyle is on his way to the Kingdom of Naples
(controlled by the Austrian army), but the roads are
infested by brigands (or freedom fighters), so he has
to spend a few days in Terracina, a town where
nothing ever happens. The town is actually teeming
with intrigue, both amorous and political: there are
the freedom fighters agitating darkly against the
Austrian oppressor: there is a love roundelay
involving the gallant Count Nencini (Giancarlo
Giannini). his beautiful wife Gabriella (Margherita



Buy), her beautiful cousin Joséphine (Isabella
Ferrari) and a spineless stud named Rossini
(Pierfrancesco Favino), better known as a compos-
er. Itis Beyle who manages to miss everything that
happens. Caranfil's Stendhal is something of a first
in cinematic portrayals of artists — an inaction hero
who's also hopeless as an observer —and one can
only marvel at the courage of a Romanian
filmmaker who could appropriate a French
monument in such a way. For this Stendhal, with his
perplexity and bungled seductions, his mournful,
climactic recognition of the unseriousness of his
life, is recognizably a Caranfil hero. Despite the
subject’s apparent remoteness from the director’s
experience, this film is no less personal than Don't
Lean Out of the Window. Both works are so agile, so
attuned to pleasure, so redolent of summery ease,
thatthey can feel like deliciously insubstantial idylls,
yet there’s something in their air —in the gliding
cameramovements andthe exquisite sense of visu-
alrhyme—an epicurean melancholy that permeates
even the lightest moments and infuses them with
an awareness of their own transience, of life’s own
insubstantiality. To borrow a line from a film by Max
Ophiils (something of whose grace seems to inform
Caranfil's camera movements in these pictures),
they “only seem superficial superficially”.

To say that Dolce Far Niente is like nothing in the
Romanian cinema of its time isn’t saying much,
because by the end of the 90s there was nothing left
of the Romanian cinema. The intellectual and
aesthetic fog still hadn't lifted. Film money (still
coming from the state, of course) had become
scarce, and the little that still came was distributed
according to group interests or unfathomable
whims. Most of the country’s cinemas had closed.
Not one Romanian production was released
between January 1st and December 31st 2000. Out
of the first wave of Romanian directors who were
able to begintheir careers in freedom, Caranfilis the
only one who survived past his second film.

After 2000, he was joined by what became
internationally known as the New Wave of
Romanian filmmakers: Cristi Puiu, Cristian Mungiu,
Corneliu Porumboiu, Catalin Mitulescu, the late
Cristian Nemescu and all the other architects of the
astonishing renaissance which culminated earlier
this year with Mungiu's Palme d'Or triumph. The
revolution was Neorealist in spirit and it was led by
director Cristi Puiu, with his (and co-writer Razvan
Radulescu’s) method of shaping and staging a story
so that it would feel exactly like real life recorded on
camera, while also summoning a thrillerish
urgency and a sense of momentous moral stakes.
Puiu’s The Death of Mr. Lazarescu (2005) was a
hugely influential film (as well as a great one): it
showed other Romanian filmmakers how to pursue
truth with documentary-like vigilance in the
simplest of created stories, and how to make that
pursuit exciting. This aesthetic was exactly what the
Romanian cinema needed: it offered a solution to its
budgetary constraints; it insisted on minimalism,
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exactitude and lucidity (as opposed to
grandiloquence, vagueness and hysteria); above all,
it insisted on film’s duty towards reality - in this
case, a long-neglected duty.

All of which makes Caranfil as much of an odd man
outas he was inthe 1990s. For, although he admires
Mr. Lazarescu and the other major films born of its
example, their puritanism — their way or ignoring
most of the traditional cinematic resources,
absolutizing the documentary look and rejecting
music as manipulative - lies far from his own view
of cinema. Of the directors who started after 2000,
only Cristian Nemescu (who died at the age of 27,
shortly after completing shooting his first feature,
California Dreamin) shared his stylistic exuberance,
his delight in film showmanship.

“I want to show all the battles, you see, the way they
were, with the flags and the horses and the falling
redoubts and all those heroes dying for their
country...” This is Grigore Ursache, Caranfil's
version of real-life Romanian filmmaker Grigore
Brezeanu, whose 1912 epic War of Independence]
was the most ambitious film made in Romania to
date. Caranfil’'s soon-to-be-released The Rest Is
Silence is a fictionalized account of the making of
that picture. It, too, has an epic sweep, and it may be
the most good-looking Romanian film ever made.
Though it certainly isn't meant as a rebuke to the
puritanical rigors of so much contemporary
Romanian filmmaking (Caranfil wrote the script
before 1990), it is a celebration of the kind of things
that originally drew people to the pictures, and a
celebration of the kind of people who were originally
drawn to make them: madmen, adventurers,
irrepressible showmen whose visions and egos
could not be contained on any stage. Above all, itisa
celebration of spectacle in allits forms, the forms on
display including a stage production of “Hamlet";
Caranfil's witty parody of a cinematic Hamlet
starring Sarah Bernhardt; an authentic slapstick
one-reeler; the reconstruction of an epic battle, the
shooting of which also turns into slapstick; more
slapstick, as the filmmaker-hero is chased around
by his belt-whipping, film-despising. stage-actor
father; more theatre; an opera performance; an
animated sequence; a masked ball; a Romanian
folk dance; a celebrity trial; and two celebrity
funerals. This rich and magical film is also the first
major Romanian film in a long while (since the 1989
Revolution, in fact) to be entirely free of Romanian
self-hatred. Indeed, it radiates a melancholy
affection (never idealizing, never self-pitying) for
that 1911 Romania which felt itself equal to any
European power, and in which a big fool of a film
producer could solemnly declare, sword in hand:
“We shall conquer the world with our films.” Then
again, maybe the fool wasn't such a fool after all.

October 2007
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Mircea Diaconou: ®avBpwnia / Philanthropy

To x100pop wg avriboto otnv puwnia

ouvévreugn tou Nae Caranfil otov Anpfitpn Kepkivé

Ba fiBeAa va pou PIAACETE y1a TO KIVNHATOYpapIké
oag unéBabpo. Ti oag éotpeye orov Kivnpatoypdgpo,
noteg eivatl ot Baowkég KaAAtexvikéG Kal Kivnpato-
ypagikég oag enppoég, oe notdv Bewpelite 6n opei-
Aete WG KaAMTéxvng;

Eivat napagevo... KaBg o natépag pou Atav kpttt-
KOG Kivnpatoypdgou, Ba €npene Kavovika va Plow
10 owvepd! Aoteielopal, uoikd. Ita péoa ing bekae-
tiagTou '60, otn Poupavia tou Toaouoéokou, 0 Kivn-
paroypagog frav PeyaAo koppdu ng {wng, yia v
OLKOYEVELG HoU aAAG Kal yevikd. Hrav xpévia oxett-
KAG UPEONG Tou Yuxpol NoAépou Ki €tot, padi pe g
ooBleTikég Tatvieg kal 1g Tawvieg Twv xwpwv dopu-
@oépwv tng LoBlenkng Evwong, pag enttpendrav
ENAEKTIKG va BAENOUNE OPEPIKAVIKEG, YOAAIKEG,
oAkég kat Bpetavikég napaywyég. Le kapia otyph
Aoinév Bev «oTpaPnKa» OTOV KIVNHATOYPAaPo, anAwg
«wBnBnka» o' autdv. Apyérepa, ota péoa tng Sexka-
etiag rou ‘70, érav pe unepngdvela avakoivwoa v
npéBeon pou va onoubdow oknvoBeoia, o natépag
Hou évolwoe tov Kivbuvo kat pe npoetbonoinoe.
Eine: «Aev npokeral va NnepAoElg 11§ EL0QYWYIKES
e€erdoelg. H enttponn ewoaywyng anoteAeitat anéd
oknvoBETEC TOUG ONoioUG éxw ENaVENPHEVWC TOO-
kloel onug kpinkég pou, vopilelg Aownév nwg Ba
x@oouv v e€apenikn auth eukapia yla exbiknon;
Axépa ki av, ané Balpa, katdépBwveg va TPUNWOELS
oty IxoAh Kivnparoypagou, Ba Siaopahilav o dev
B8a pnopoloeg va tny teAeidoelg. Ki aképn Kt av

anopotrouoeg Kat énatpveg dinAwpa, kaveig bev Ba
o€ GenVe va KGVELS TNV NPWTN oou tatvia. Kiav aké-
Hn TNV €KaVeG, okéWou To eibog Twv Tavidyv nou Ba
fioouv avaykaopévog va Kavelg, toug oupBiBaopoug
nou Ba énpene va anobextelg (elpaote ota péoa tng
Hekaetiag tou 70 kat 1o NoAké KAipa yivetat xelp6-
1epo wpa pe tnv wpal). Kiav aképn éAot Atav apn-
pnpévol Kal TOXalve va KAvelg pa kakn tawvia, 8a tnv
Aoydkpivav tou Bavard! Ku av aképn Sev 1o ékavav,
Ba ayoUpeuav 61t ev Ba pnopoloe va npoBAnBE(
nouBeva oto e§wrepikd. Ki av akdpn noouv apketd
TUXEPOG WOTE va KAVELG pia SieBvh enttuxia, péxpt
va 1a katapépelg Ba eixeg karaotpéyel tnv vyeia
00U, ONGTE NOLO T0 OPEAOG:

‘Hrav éva «aAGvBaoto» enwxeipnpa yia tov ekoratt-
K6 épnBo nou Apouv téte- éKtote n oknvoBeoia
Atav yia péva ro pévo péAdov nou Ba pnopovoa va
PavIaoTw.

Nwg npooeyyilete i rawvieg oag; Moia eival ra
noto onpavrikd orowxeia érav kdvere pia rawvia;
‘Exere pua ouykexpipévn pédobo epyaoiag nou xpn-
owonoteite 6rav npoetrowpdlete pia rawvia;

Mou naipvet noAU xpévo kat dev £xw anoAlTwg
Kapia péBobo drav waxvw pia kaAh wotopia. Aev
Kpatdw onpewwparapla, perannda and tn pia 1béa
otnv GAAn kat §ava otnv np@n, yivopat epQavg
karaBAnukég h yepdrog eugopia, pthaw o€ dAoug
yUpw pou Kat ekAapBavw g avidpaoelg Toug we
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thv Oyiotn etupnyopia (A, avtiBeta, ayvod nAfpwg
ta noAUTIHa Koppdatia Ttng avatpo@obétnong nou
pou npoa@épouy), ev ouviopia, eipat unepBoAikég
kat e€opyloTikéG yia noANoUG PAVEG Katd thy Gypa
1otopu@v. Otav KataAngw O€ Yla GUYKEKPIUEVN LOTO-
pia, wotdoo, yivopal opyavwtikég. Apxidw va xpn-
olonoLw ToV XpGVOo HOU anoTeAETHATIKG, EnevbUiw
éva phva oto ypayupo piag enegepyaoiag tou oeva-
piou, Kt énetta GAoug 800 ato va prdgw To NpwTo
npooxédio Tou gevapiou. LG NEPLOCOTEPEG NEPL-
NTWOELG, 0TO TEAOG TNG MEPLNETELAG QUTNG, Elpat
QPKETA XaPOUHEVOG HE TO ANOTEAECHA, AKOHA KL aV
€€pw Nwc Katd ndoa mBavétnta Ba npénetva §ava-
ypdyw To oevdplo Touhdxiotov 600 PopEg akéua.
Aev eipat dpwg ané ekeivoug nou netdve 120 oehi-
6eg otn pwd! lowg 1 120 oeAibeg A wv avBpw-
nwv, aAAG XL TG SIKEG Hou....

‘Otav KGvoupe TNV napaywyn, ENAEyw NPOTEKTIKA
¢ tonoBeaieg kal toug nBonotoug. Duotka, 6ot 10
kévouv autd, eivat Koppdt Ing Souleldg! Me kanoto
TPono 6UwWG NPENEL va Toviow Tnv onoudaldtnta g
OUYKeKpLUEVNG Npooéyylong ylati—A. Ot tonoBeaieg
nupobotolyv tn pavracia pou ano To gtddio Tng ouy-
YPA@AG: yia péva eival n apxn TG KIVNHAtoypapikng
payeiag — kat B. ot nBonoloi npékettal va eKpwvn-
oouv Toug SlaAdyoug pou- Kat ot idAoyol, o° auté To
otdb1o Tng npo-napaywyng eival kat yia 1o onoio
eipat 16laitepa nepn@avog. Tuyxdvel va notelw
nwg o KIVvNpatoypdpog eivat KAt neploootepo and
1a onTtika tou. To va Aéve ta Adyla Hou OTo OwaoTo
puBG Kal va t1a Kavouv va akouyovrat aAnBiva dev
eivat ndvra e0KoAo yla Toug poupdvoug nBonotodg,
KaB¢ oL Neploadrepol ivat ennpeacpévol and tnv
Beatpikn Toug eknaibeuon. Etot kGvw noAAG 6okt-
HaoTIKA, ak6pa Kat HE Toug nto yvwotolg. Me pept-
KoUG nBonoloUg, autd KataAnyelL o€ Yuxpotnta Xpo-
vwv, KaBwg Bewpolv 6t unnpgav yevvaiédwpol Pe
10 va 6exBolv va kdvouv §OKIPAoTIKG Kal 0 KNVo-
B€tng npénel va eival npaypatikd kGBappa yia va
TOUG NEL PETA OTL HeV ToUG BEAEL.

Nwg entkéyete ta Bépard oag; Yndpxet kanotog
ouvbetikég kpikog otnv Souleld oag;

Aev npooxediaoa noté éva ouUVEKTIKG 0UVOAO Gou-
Aelag, nap’ 6t evotktwdw ¢ navra npoanad va
Bnploupy éva npoowniké Upog. To xloUpop eivatto
KUpLo 6nAo HOU Kal To XpNOLHOMNoLw GMote Pnopw:
Kat tnv noinan. Otav 1o xtoUpop Kat n noinon &ou-
Aevouv palitautéxpova eival Suvapitng! Eipal dpaye
ouYYpagEaGKWHWOIMY; I1a kpupd, BEwp Tov Equ-
16 pou yia Tétolo, nap’ 61t Sev eMBIOKW Ta OUVEXA
YEMa Kal PEPIKES PopEG aghivw To Spdpa va Kuplap-
xNOEL KaL va Kavel Koupdvro. Exw enavepxépeva
BEpara, aM\G bev éxw auté-eniyvwon érav ta xpnot-
Honoum, anAwg tuyxdvel va epgavioviat ota agvi-
K@ kanoteg otypég. .. To ay6plL nou xavel 1o Kopitot.
Ta wevika piywva nou aviipetwnifoviat oav KWHEL-
H6UMua. H e§ouaia nou gaiverat enikivbuvn kat nAiBia
1autéxpova. O oupBiBaopdg. Autd P’ evbilagépet
noAU. OLkOpLoL hpwEG Hou Epxovial JUXVA avTipétw-
not Pe tov oupBiBaopd o€ kanoto otabio. Ixebov
navra tov anobéxovrat. Nyponn toug.

Luxvé ypapere 1a oevipia Twv 1aividv oag Kat
Givere 6iaitepn onpaoia otoug 6iaAéyouc. Eniong
ouvBétete Tn Pouoikh TwV Tavidv oag. Auté oag
kaBiotd kuploektikd évav guvBétn tng 6nepag!
Ayanére to {610 kat ta 6Go; (Ba pnopoloe va oxe-
el kaveig 6T n pouoikh Sev enikoivwvel pe 1o
Beath 1600 600 o SidAoyog. Map’ 6Aa autd, eoeig
npoonabBeite va enikolvwvioete npdypata Kai pe
™ pouaikh oag;)

To yeyovog 61 ypdpw 1a oeVApLd pou, KL 6TLTa ypapw
HOvoG pou, pe kaBiotd oevaploypdgo, ToUAGxIoTov
ota pdua pou. Me tn poudikn, ta npdypara ivat Sia-
(QOpEeTIKA. Ba pou dpeoe va Bpw évav ouvBEétn katva
ebpalbooupe €va HAKPOXPOVIO YAHO, va EXw TOV
616 pou Nino Rota yla napabetypa. Aev éxet oupBei
aKo6pa, KLETolL oe U0 nepiNToelg enéAega va ypdyw
0 (610G TN HOUTIKA, XPNOOMNOLWVIAE TIG WYAYHATa TNG
Houaikhg eknaibeuong nou eixa wg épnBog. Aev 10
€kava 6pwg npokelpévou va au§how tnv eouaia
pou. Otav yupila v [Aukid Anpagiaotny ltaAia ovel-
peudpouva va kAeiow tov Nicola Piovani yia tnv tat-
via—- Kat teAika 1a katdgepa. Me tn @havBpwnia,
enéAe€a va 6ow TNV NpTn Tou EUKalpia o€ éva véo
Totyyavo pouaiké. MNa Ta undéAoina eiva owwnn, xpn-
olgonoinoa éva yaAAo ouvBéTtn pe peydAo TaAévio
otnv evopxnotpwon (to onoio ey otepoldpal navie-
A@g). Eivat GMo npdypa kaBe gopa, eivat 6pwg aAn-
Bela nwg n pouoikn eival Baokn yia tn oknvoBeoia
Hou. Z10 HUaAS Hou, OL EIKOVEG HETAPEPOUV TNV LOTO-
pia evdd n pouoikn petaépet o BEpa. Ot véoL oknvo-
Béteg, €161kd ekeivol nou avalntouyv tn 66§a twv
@eotBAA, npoonaBoUv ouveEXWG va anoPeUyouV thv
«avaita» HoUadIkA': TNV NEpLppovolV oav va eival
éva «bekavik», éva QTnvo Téxvaopua, évag TEXVNTOg
1pénog eMBoANng Tou ouvalgBhpatog oTo aKpoati-
pLo.... Aev oUPPWV™ Y’ auth TNV KaBapoAoyikh npo-
oéyylon. Av ol tawvieg énpene va AéVe TG LoTopieg
100% ontika, téte ag eykataeiyoupe Kat 1o Sidoyo
KL ag ENOTpEWoupe otnv enoxi Tou BwBoy! Kat naAu
6w, akOpa Kt ot BouBEg tatvieg npoBaAoviav pe
TOUAGXLOTOV £va Nidvo yila Houdikh unékpouan. Ag
nupoBoAnooupe kattov niaviota Aotndv! Zexdaote tov
Fellini, §exdote tov Chaplin, §exdote tov Hitchcock
kattov Kieslowski kat tov Coppola (6Aot toug xpnat-
ponoinoav «avaita» HouaiKn, oL anate®veg!).

Aev gipal evavriog otny a@iynaon piag lotopiag xwpig
kaBdAou pouaikh, av NPayHatka Kanolog MoTevEL
61 autég eival o KaAUTEPOG TPANOG va TNV NeL, eipat
€VAVTLO OTO Va anopPINTELKAVEIG TN HOUGIKA WG KIVN-
paroypapiké epyaleio yEVIKA, va KAVEL TNV NPoownL-
KM auth en\oyn «u6da» kat va yiverat Siktatopikag
o€ oxéon Y’ auto.

Tnv teAeutaia popd nou Acacrav otnv Becoalovikn
yta va napouaidoere tn @lavBpwnia vo 2002, kdva-
e éva oxéAto nou épotale capkaotiké alld relxd
anobeixBnke npo@nriké: «Mioreva ndvra nwg o
eupwnaikdg Kivnparoypdpog 8a énpene va npoota-
teurel and tnv noAwnotiki €10B8oAf TWV poupdviKwY
awvidv». To kowvé yélaoe Kat énetra Toug pwthoa-
€ néte firav n reAevraia opd nou eixav Set poupd-
vikn tawvia, yia va épBete avuipérwnog pe tn awwnh
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toug. To 2007, n §agvikh Gvobog Tou poupdvikou
Kivnpatoypégou pnopel va ouykpiBei pe exeivn tou
Kopedrikou fi Tou pavikol Kivnparoypagou kabwg
10 Kowvé, 6xt pévo otnv EAAG6a aAAéG oe oAékAnpo
tov kéopo éxet 6l nAéov noAAéG poupdvikeg Tat-
vieg. Néoo ouvaioBnon eixare 6rav kGvare exeivo 1o
ox6Aio0;

Aev eixa kapia. To 2002, unotiBeral 61t Atav anAd éva
aoteio. Av §epa 1L enpdketto va enakoAouBnhoel, Ba
eixa Braorel va kGvw tnv endpevn tawvia pou ekei kat
161€. Ev toUto1g, paivetal nwg pnopei va éxw npogn-
Tkég buvapelg aképa KL av Gev 1o kataAaBaivw. ..

Tt moteGere 6m ouveréleoe otnv GvBion Tou pou-
Hévikou Kivnpatoypdgpou auté tov aidva; Hrav n
enttuxia TwV NPp6oPaATWY POUHEVIKWY TALVIGV MOV
BoMBnaoe tnv poupavikh Kivnparoypagikh Biopn-
xavia;

Auo npaypata nou ouvbudotnkav e EUTUXN TPONO:
véa takévia and péoa, véa yew-noAkn an’ é§w.

01 neploodrepeg tawvieg oag npayparedovral Kot-
vwvika Bépara, nou pe tn oelpd Toug avripetwni-
Tovral e 1o 6iairepo x1o0pop oag. Miotredere 61 o
610 1o x100p0p pnopei va xpnowponotnBei wg
epyaleio otov KovwvikG npooavatoAlopévo Kivn-
paroypGgo Ki av vai, T npoopépet oTn oXEon Tng
rawviag pe 1o Bearhi;

MiAnoa A6n yia T onpacia Tou X1oUpop oTNV UPoAo-
yikA pou atévia, npénel dpwg va napadexBw 6t bev
10 Bewpw wg KowvwviKé Bepaneuth. Aev eipal 1600
16ealiothg. E§aANou, bev Bewpd npaypatika tnv
S0UAELG HOU WG KOWVWVIKG NPOOavaTtoAlOPEVO KIvn-
Hatoypdo. Xpnotponolw KovwviKé oxoAlaopd,
QUOIKG, NPOKEWEVOU VA KIVNTONOLNOW TOUG NPWEG
Kat va au§how tnv aioBnon tng npaypankétntag,
aAAG otn guvéxela npoonaBw va praow éva BaBute-
po eninebo pe napatnpAoeLg NOINTIKAG H/Kat PLrAo-
COQIKNG NEPLOOOTEPO QUONG. EmnAéov, bev xpnot-
Honouw 1o yéAlo wg¢ epyaAeio yia va BonBhow 10
phvupa va grdoet oto Beath. Aev npooxedialw tnv
npooBaowétnta. Lo pualéd pou, to xtoUpop eivat
pépog Tou pnvuparog. Eivat o tpénog pe tov onoio
BAénw tov kéopo. Eival ot pakoi nou Balw ota yua-
Aid pou yia va bopBwow T puwnia pou...

To np@ro oag épyo, Mnv Kpéueore an’ ro Mapdbupo
(1993), firav n npdn tawvia nou piAnoe yia v pou-
pavixh emBupia g peravéorevong otn Adon, éva
8épa nov epgavionke §ava oo Tayxd ornv Aopai-
10 (1996) al\é xat ot GAAeg oUyxpoveg poupdvikeg
rawvieg 6nwg tn Adon tou Cristian Mungiu xat to
The Way | spend the end of the world tou Catalin
Mitulescu (2006). Moieg eivat ot oxépeig oag yia 10
8épa auté ofipepa;

To dvewpo bpanérevong anéd tn Poupavia Atav pa
palikh eppovh katd n Sidpkera tng Sexaeriag Tou
'80. (g veapog onoubaothg Kivnpatoypagou, Bew-
poUO0a KPUPA TOV EQUTS poU WG Eva e§ay@yipo npoi-
6v - ka1 npoonaBooa va NPOETOAOTW Kat va ano-
KThow wpaio nepttUAlypa yia th peyaAn pépa tng
SpanérevongE@uya and tn Poupaviato 1988, nener-

opévog 61t itav yla KaAo. Molog pnopouoe va gavia-
otel pla aAayh Tou KaBeat®Tog EKElvn TNV ENOXN;
MNépaoa 600 xpdvia otn Alan, KL Atav n KAAUTEPN
enévbuon nou ékava oe 6An pou tn {wn. Tdpa ta
npaypara eival Stapopetikd. H eykat@Aewyn tng
xwpag énaye va eival Pla NepLNETELa- EYIVE ONOp.
E§akoAouBei va eival éva B€pa nou npaypatedovrat
noAAoi eupwnaiot oknvoBETeg, KaBWG Toug biver tn
Suvartétnta va pi\icouy yia avBpdnoug nou nnyai-
vouv va 5ouléyouv oto e§wTEPIKS, yia laonaopéveg
olKoyEveleg KA. OAa autd 6pwe Tddpa ma eivat noAd
«KOWWVIKG», éxagav ekelvn Tn oxeb6v puotnplakh
yonteia ekeivwv Twv enoxav, 6rou ot Poupdvor éAe-
yav avékbota 6nwg;: «o teAeutaiog nou Ba @uyeL and
N XWpa va KAE(OEL T0 Puwg...»

Nwg kareuBivere Toug /Tig nBonotol¢ oag; Mwg
eival va Soulelete pe §évoug, avayvwplopévoug
nBonotolg, 6nwg n Charlotte Rampling kat o
Giancarlo Giannini;

An’ 600 §€pw undpxet pévo pia guvtayh yia va Sou-
AeUelg pe nBorolo¢ KL auth ival va Toug naipverg
avd nepintwaon, 6nwg Toug appWOToUE OE £va VOoo-
Kopeio. Enwvoeig pa eidikn oxéon pe tov kaBéva toug
(kat kapa popd Kat pe pepikolc ané Toug Kopnap-
ooug!). Evrourtolg, €xw tnv S1KId pou epnelpikn pébo-
§0: Toug {n1d va paBaivouv ndvra ta Adyta Toug £Tot
akpIBwg 6nwg eival ypappéva. Inaviwg 6éxopat va
aM\aGZouv Aé€eig h va «npooappédouv Ta Adyia oto va
taipiddouv oto arépa Tou nBonotol», Kt auté yiverat
yta éva noAU anAé Adyo: Exw onataAnoet noAd neplo-
061EPO XpOVO Kal Ibpwta oto SidAoyo an’ ot eKeivol.
LG NEPLOOOTEPEG NEPINTAOELS, N avaykn evdg nBo-
notouU va aAAG€et ta Adyta npoépxetat and v anpo-
Bupia tou va napabexBei nwg bev ékave npaypanka
n 6ouAeld Tou, va kataAdBel kal va pdBet ta Adyla
autd. Etol npoonaBei va 10 anAonothoel, yaxvoviag
€vav eUKoAo Tpono va §epUyeL.

Twpa, 61av SouAeUelg e évav/ pia Siebvh otap undp-
X€l pia Sagopd: bev €xelg tnv noAutéAela va tou/ tng
{nthoelg va kavel Sokipaouke yia o péAo. Eivat oav
va nnyaiveig o pavreBol ota tupAd. Epnioteecat to
€votikté oou kat eAnidelg yia to kaAUtepo. Av €xelgva
Kavelg pe évav éunelpo enayyeApartia, pnopei pe
€knAngn va avakaAUyelg 6t eivat nwo petpégppwy,
kaAonpoaipetog kat EUKOAOG oTn guvepyaoia and
noAAoUg GAouG Tou ouvnBiopévou kaot. H Charlotte
Rampling népaoe €§1 nepinou eBbopadeg yupiopa-
twv otn Poupavia, o€ pia enoxn nou bev pnopouoa-
pe va tng SiaBéooupe olte kav éva Hikd TG Tpoxo-
onwro. Aev napanovéBnke oUTe pla opa nou Enpene
va nepva ateAeiwTeg WPEC yuplopdrwy o€ éva unep-
Beppaopévo, yeparo kdopo Aewopeio. MAnpwvé-
1av Alyo, SoUAeue o€ pa §évn xpa pe évav Gyvwoto
oknvoBén, tng Gpeoe GpwWE T0 oEvapLo Kat NBEAE va
anobeifel 6n pnopovoe va naiget kwpwbia. To ané-
Sei€e pali pe NoAAG GA\a npaypara, oupnepthapBa-
vopévou tou éu eival évag ondviog GvBpwnog.

‘Hrav 6UokoAo va kAeiow tov Giannini yia i MAuki@
Anpaéia. ywati ota téAn ng Sexaetiag rou ‘90 eixe Abn
noAAG oupBdAaia ato XdAryouvr. Katd tn Siapkela
Tov yuplopdrwy fitav 1600 oiyoupog, 1600 Gvetog pe

19



20

480 ®eonBAA Kivnparoypdgpou Beaoaovikng / 48th Thessaloniki International Film Festival

Mnv kpépeote an’ 1o napdBupo / Don't Lean Out the Window

TOV EQUTO TOU Kal PE 0Aoug Toug GAAoUG, T600 enay-
yeApatiag and kaBe nAeupd Tng Nnapouaoiag Tou oto
o€t Wote évag GA\og nBonotdg (nou énaile tov kUpLo
poAo) dpxioe va tov pioei. MiBavdg Evolwoe TpwTog
anévavriotny autonenoiBnon tou Giannini katpoBni-
Bnke 61t Ba katéAnye oe xapnAdtepn Béan.

Ivo Tayxé arnv AgpaAro n teAikh oekdvg anopuBo-
noteitnv16€a tou yapou, aAAd eniong Kai otig nepLo-
oétepeg and g Tawvieg oag undpxet Hia oatipiki f
Hla NECIPIOTIKA Gnoyn Twv oxéoewv h Tou yapou:
oto Mnv kpépeote ané o lMapGBupo o orpatidTINg
Sev kepbilet noté tnv ayannpévn Tou Kat Tou npo-
opéperal pia «np@dtn vixta» He pia népvn. Oite
otn [Aukid Anpaéia 6pwc, o ipwag Sev npaypar®d-
VELTNV epwriki paviaciwoi Tou evéd undpxet kat to
orowxeio tng anwotiag. Mpéketrat yia anAd kivnparo-
YPaika euphipara il ouvbéovral pe pia nio npoow-
nikh ordon anévavr ot OXEOELG;

Ot npwég pou eivat ouvnBwg losers, eneldn eival
notntég, tbeaAlotika avBpwnakia... Etot, otabepa
«x@vouv 1o Kopitow. Aev elval 6pwg anapaitnta yia
10 XELPOTEPO- HEPIKEG POPEG N ATTa O€ €va eninedo
pnopel anAd va unovoei vikn oe éva GAAo, 6nwg eivat
n nepintwaon pe 10 1€Aog oto Taykd otnv AopaAto kat
otn @avBpwnia.

H Mukid Anpaéia (1998) npayparederal tn ouva-
vinon 600 onoubaiwv popPp@v Tou KaAAirexvikol
k6opou Tou 190u aldva: Tou ouyypapéa Stendhal
Kat tou ouvBérn Rossini. Mw¢ anopaolioare va yupi-

O€TE aUTh TNV tawvia;

0ydaNognapaywydgAntoine de Clermont-Tonnerre
€ixe ndpel 1a Sikawpata yia 1o publotépnpa Tou
Frédéric Vitoux «<La Comédie de Terracina» katagol
€ide tnv tawvia pou Mnv kpépeote an’ to napdbupo pe
pwINOE av ABeAa va KAvw TNV KIVNHAToypagikn
petapopd. To BiBAio Atav évag epLaAtng yia Tov oKn-
voBétn, 18laitepa oToXaoTiké Kat Hnapok upoAoyikd,
e NoAU Aiya otoixeia totopiag péoa tou. H atpdopat-
pa 6pWG ATav YONTEUTIKA Kal §agvika évolwoa va
HETapEpopal o€ EKEIVO TO PEPOG Kal TNV enoxn. Ent-
nAéov, N NPooNTIKA va kavw yupiopata otnv ltalia
€0nvnoe 10 Hikpo Fellini péoa pou. Zuvenwg, éBala
noAU ané tov eautd Hou ato oevapto, npdypara nou
dev nrav oto puBlotépnpa kat npog EKNAngn pou, o
ouyypagéag ntav NoAU EUXAPLOTNHEVOG HE TIG NEPLO-
00TEPEG ENAOYEG HOU.

Mota eival n yv@pn oag yia Tnv Kivnpatoypagiki
Hetapopd Aoyotexvik@v €pywv; Yndpxouv neplopt-
opol otnv Siabikaoia;

‘000 pévelg niotdg oto Nvedpa tng apxikng Nnyng, Sev
undapxouv 6pla. Akéun Ki av bev peivelg notég ato
nvelpa, anA@g akoAoUBNOE T0 EVOTIKTO 00U Kat av To
1eAik6 anotéAeopa aiel ané pévo tou, pnopolv
navra va BaAouv otoug tithoug Tou TéAoUG KAt oav:
«gpnvevotnke apudpa and tov Tade...» H npaypat-
K@ autokTtoviKh enthoyn eival va eioat motdg oto
«ypdppa», eAnidovtag 6t n kaAn Aoyotexvia 8a auté-
HetapepBel otnv 0B6vn.



Nae Caranfil

Map’ 6v n @havBpwnia oxoAiGlet tnv perdBaon tng
poupdvikng Kotvwviag ané tov Koppouviopé atov
xanwraAwopé avukarontpiler oe peyéro BaBué tnv
xardoraon twv npaypérwv oe noAAEG ané nig Aeyé-
peveg «avantuoobpevee» xapes. Mwg voiwbere yu
auth tn perGBaon kat néoo nioth eival n npaypat-
kétnta tng rawviag otn onpepivhi Katdotaon Tng
Poupaviag;

MNapaBérw éva andéonaopa and 1o onpeiwpa Tou
oknvoBEtn nou ta Aéet 6Aa: «Zw O€ Wia xwpa nou, 1a
teAeutaia 6éka xpévia n petdBaon otnv eAelBepn
ayopa éxel 0BnynoeL 1o peyaAUtepo PEPOG TOU MAN-
Buopol otanp6Bupaveupikigkatdppeuang. Otavii-
BEoelg npoBaAovtat atoug Hpdpoug pe pla avaibela
kovvh otnv entbel§lopavia: o NAoUTOG Kat n Praxia
ouvundpxouv Kat Snpoupyoly éva povadiké Béapa,
YKPOTEOKO Kal Tpaylké-KwHiké. npepa, oto Bou-
Koupéortl, évag avBpwnog bev eival nAéov évag
avBpwnog; eivat pdAAov éva KootoUpL, éva autokivn-
10 papkag, éva Siapéplopa — n éva anAwpévo xépt,
€va Aeukd pnaotolvt, éva §unéAnto nébi. YnoAoyi-
Joupe Toug avBpwnoug oUpQwva Ke Ta a§ecoudp
TOUG — Kat EN\EYoUNE Ta a§ecoudp pag WoTe va pag
unoAoyiZouv. Ixedév ndvra, 1o 6Ao npdypa eival
viponh: Ta ekatoppUpLa Tou Mnivyko o6ou, ot tithot
bloktnoiag, aAAd eniong ta koppéva péln f oLanep-
yieg neivag. Xwpig va yvépaote noAu Spapatikof, ag
noUpe anAd 6w évag véog kéopog avablietal otnv
avatoAkh Eupdnn, évagvéog, opplynAdg, oapkopa-
YOG K6op0G, 6rou n Slakpiukdtnta Kat n oepvotnta
bev éxouv peydAn agia. Npokelpévou va emhoet
Kanotog, npénet va endelkvueTal kat Aiyo».

Map’ 6 eloaote pia ané ng onoubaiérepeg entppo-
€ yia Toug véoug poupdvoug oknvoBéreg, To Upog
oag elval noAG Siapopetiké ané to Siké toug. MNa
nap@bewypa, oto Ta unéAowna eival Ziwnf, eivar pia
rawvia enoxfg, pia peydAn napaywyh Kat n wotopia
agnyeftal -nap’ 6n anoteAeopanikG- pe «naliopo-
Sitco» tpéno. Ba BéAare va oxoAldoete Tnv Kivnpa-
Toypagikh oag oxéon pe 1o «véo KGpa» Tou poupd-
VIKOU Kivnpatoypagou;

Mnopoupe pévo va eipaote nephgavol yt auth tnv
npdéogarn oepd enttuxidv. Aéka xpdvia npiv, o pou-
HavikéE Kivnpatoypa@og hrav KGn oav aoteio, evad
ofpepa 6Aot pAdve yia «Balpa». O kivbuvog edw
elvat nwg 6Ao kai NepLoodTEpO «1a veapa Alovrapia»,
Supaopéva yia pénata, pnxavika uoBetouv to (6o
HivigaAotikd, Tonou viokipaviép Ugog. Zvropa 6a
€XOUME pLa PEyaAn oelpa and Tavieg KAWVOUE Kat Ta
@eonBaA Ba apxioouv va naBaivouv Ad§uyka tpwyo-
vrag 1o (6o paynté §ava kat §ava. Ki éror éxoupe éva
napabogo: 600 NEPIOCGTEPO O POUPAVIKOG KivNpaTo-
ypagog Ba BprapBelet oto e§wrepikd, 1600 Aydtepot
Poupdvol Ba nnyaivouv otg aiBouoeg. Moidlet oav
va éxouv BapeBei ro apvnukd, kataBAintiké BAEéppa
otnv kaBnpepvi Toug {wh, KL aKOPa Kt Qv PEPIKES
popéc (aBéAnta) pnolkordpouv Aapnpég Tawvieg (H
obuooeta rou kuplou Aalapéoxou, Hrav ) Sev firav,),
undpxet évag kpu@dg Adyog o autd: yiati va nAnpw-
oouv xphpata va Souv v ibia Jopeph npaypatikd-
nrta nou pnopouUv va Souv kortwviag anA@e é§w an’

10 napdBupo; MNati va ayopdoouv éva elotthiplo yia va
BupnBolv 61 Npénet va NANpWoouV To VoikL;
MpoonaBd va pévw niotég otov S1k6 pou Kivnpato-
ypago nou hrav ndvra éva peiypa Kivnpatoypdgou
Tou Snpiloupyol Kat uYnAng Yuxaywyiag. Autd nou
Kavw pnopei va pnv eivat tawvieg peouBalikv npo-
Slaypagpyv, aAAd ta npétund pou, GvBpwnot nou
Bewp 611 Atav koAooooi oknvoBETeg, Atav Aaikol
KaAALTéxveg, nou SoUAeuav Pe pia Aaikh popen
téxvng. Ot Chaplin, Fellini, Ford, Truffaut kat Wilder
£kavav «pINKEG NpoG T0 aKPoathpLo» Tawvieg oxtyia-
Tl anobéxovrav tn Sikratopia tou tapeiou, aAAa yiati
10 va ekppadouyv Tov £QUTO TOUG OE Pia KATAPeDTn
aiBouoa avti o€ pia aéewa Arav o i6log o Adyog tng
unapg§ngToug.

0 titAog tng teAevtaiag oag tawviag, Ta unéAoina
elvat owwnh, eival pia ppéon nappévn ané tov
«ApAet» tou Eai§nnp. Mola eivat n alvbeon pe tov
«ApAer», yati tnv ent\éGare;

«T" @AAa ‘vat Ziwnnh» eival ta teAeutaia Adyla tou
ApAet, Aiyo npwv neBavel. Ki o Bavarog eivat éva nepi-
nAoko Bépa otnv tawvia pou. OAot ot KUpLot ApwWEG
neBaivouv oto téAog. Kat t pévet petd to Bdavard toug;
Mua BouBn tawia. O Kivnpatoypagog otig apxég Tou
ftav kat neploodétepo and pia avadudpevn Hopen
TéXVNG: 0Ta YATLa Twv OKNVOBETWY htav pia anénelpa
yia aBavaoia. Eipaote otig apxég tou 219V awbva. Ot
napaoctatkég éxveg e§agpaviovrat. Aapnpég epun-
veieg, Sidonpeg Beatpikég napaywyég, onoubaieg
QwVEG TNG Onepag, 6Aa tehikd yivovial apubpég ava-
pvnoelg. O ApAet neBaivel.

Outawvieg emdolv.

Metdppaon Zwh-Muptd PnyonotAou

1. Lt.p. Me tov 6po «avaina» Houoikn 0 gkNVoBETNG EVVOE( Ty pou-
own nou Sev npoépxetat and nnynh nou napouotdZetat oy 086-
vn, 6nwg yia napadetypa and éva pddio, pia mAedpaon i pta
Zwvravh opxfotpa. kat dpa katd pepikolc Sev €xel atia Unap-
€nc¢. pag kat Aetroupyel anAd wg ouvaloBnpanké othpiypa g
Spaong
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Taykd atnv dopaito / Asphalt Tango

Humor as a cure for nearsightedness

Nae Caranfil interviewed by Dimitris Kerkinos

| would like you to tell me about your cinematic
background. What turned you to cinema, what are
your major artistic and cinematic influences, to
whom do you consider that you own as an artist?

It's strange... My father being a film critic, | was sup-
posed to hate movies! I'm joking, of course. In the
middle of the 60s, in Ceaugescu’'s Romania, cinema
was a big part of life, in my family and in the streets.
These were years of relative thaw, so we were
selectively allowed to see American, French, Italian
and British productions, along with the Soviet films
and those of the socialist satellite countries. So |
wasn't at any point turnedto cinema, | was simply
pushedinto it. Later on, in the middle of the 70s,
when | proudly announced my intention to study
filmmaking, my father sensed the danger and gave
me a warning lecture. He said: “You won't pass the
entrance exam. The admission council is formed by
film directors whom I've constantly murdered in my
reviews, how do you think they'll miss this golden
opportunity for revenge? And even if, by miracle,
you succeeded in sneaking into the Film School,
they'd make sure you won't get to finish it. And even
ifyou graduated and got a diploma, nobody would let
you make your first movie. And even if you made it,
think about the kind of movie you'd be forced to
make, the compromises you'd have toaccept (We're
in the late 70s and the political climate gets nastier
by the hour!). And even if they were all absent-
minded and you happened to make a good film,

they'd censor it to death! And even if they didn't,
they'd make sure that it doesn’t get to be seen
anywhere abroad. And even if you were lucky
enough to obtain an international hit, by that time
you'd have ruined your health, so what's the point?”
Itwas a “surefire” argument for the exalted teenager
that | was; from that moment on, filmmaking was
for me the only imaginable future.

How do you approach your films? What are the
most important elements when you are making a
film? Do you have a particular working method
that you use when you are preparing a film?

| take a long time and completely lack method when
I'm looking for a good story. | don't keep notebooks,
| switch from one idea to another and back again, |
become overly depressive or overly euphoric, | talk
to everybody around me and take their reaction as
an ultimate verdict (or, on the contrary, completely
ignore the precious bits of feed-back they re offering
me), in short | am excessive and exasperating
during months and months of story-hunting. Once |
settle on a particular story, though, | get organized. |
start using my time efficiently, invest one month on
writing atreatment, then two others on putting down
the first draft of the script. In most cases, at the end
of this saga, I'm reasonably happy with the result,
even though | know | will probably have to do at least
two rewrites. But I'm not the kind who throws 120
pages into the fireplace! Maybe other people’s 120
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pages, not mine...

When we go into production, | carefully choose
locations and actors. Of course, everybody does
that, it's part of the job description! But somehow |
need to emphasize the importance of this approach
because: a) locations are already firing myimagina-
tion from the writing stage; for me, they are the
beginning of movie magic — and b) actors are sup-
posed to deliver my dialogue; and dialogue, at this
stage of preproduction, is something | am most
proud of. | happen to believe that cinema is more
than just visuals. Delivering my lines at the right
tempo and making them ring true is not always
easy for Romanian actors, as most of them are
affected by their stage training. So, | doa lotof screen
tests, even with the most prestigious ones. With
some of them, this leads to years of cold terms, as
certain actors consider that if they had agreed to do
a screen test, they have been generous, and the
director has to be a real son of a bitch to pass on
them.

How do you choose your themes? Is there a
connecting link that runs through your work?

I've never planned a coherent body of work,
although instinctively I'm always striving to create a
personal style. Humor is my main weapon and | use
it whenever | can; poetry too. Humor and poetry
working together atthe same time, that is dynamite!
Am | a comedy author? Secretly | consider myself
so, even if | don't go for laughs at every minute and
sometimes | let drama take over and run the show.
| have recurrent themes, but | don't use them self-
consciously, they just happen to pop in at certain
moments... The boy who loses the girl. Love
triangles treated as vaudeville. Authority, seen as
dangerous and stupid at the same time.
Compromise. I'm most interested in that. My main
characters are often confronted with compromise
at a certain stage. They almost always accept it.
Shame on them.

You often write the scripts of your films and you
pay special attention to the dialogues. You also
compose music for your films. That practically
makes you an opera composer! Are you equally
passionate about both? (One might think that
music doesn’t convey to the viewer as much as the
dialogue. However, do you try to communicate
things through the music as well?)

The fact that I'm writing my own scripts, and that |
write them alone, makes me an author, at least in
my own eyes. With music, things are different. |
would love to find a composer and establish a long-
term professional marriage, to have my own Nino
Rota, for example. It didn't happen yet, so in two cas-
es | choose to write the music myself, using the bits
of musical training | had as a teenager. But | haven't
done that in order to enhance my authorship. When
I made Dolce Far Niente in ltaly. | dreamed of signing
Nicola Piovani - and eventually succeeded. With
Filanthropy Ichose to give a first-time opportunity to

a young gypsy musician. For The Rest Is Silence, |
used a French composer with great orchestration
skills (which | completely lack). So it's a different
story every time, but it's true that music is essential
to my filmmaking. In my mind, visuals are carrying
the story while music is carrying the theme. Young
directors, especially those who seek festival glory,
make it a point to avoid “unmotivated” music; they
disregard it as being a “crutch”, a cheap device, a
way of artificially forcing emotion upon the
audience... | don't go for this purist approach. If
movies were supposed to tell stories 100% visually,
than let's drop dialogue too and go back to the silent
eral Butthen, even the silent movies were screened
with at least a piano score. So let's shoot the pianist
too! Forget Fellini, forget Chaplin, forget Hitchcock
and Kieslowski and Coppola (they all used “unmot
ivated” music, the crooks!).

| am not against telling a story without any music, if
you really believe this is the best way to tell it, | am
against dismissing music as a cinematic tool in
general, make this personal choice look “trendy”
and become dictatorial about it.

Last time you were in Thessaloniki to present
Philanthropy, in 2002, you made a comment that
then seemed sarcastic but has now turned out to
be prophetic: “ | have always thought that European
cinema should protect themselves from the
culturalinvasion of Romanian films”. The audience
laughed and then you asked them what was the
last time they had seen a Romanian film, only to
come face to face with their silence. In 2007, the
Romanian cinema boom can be compared to this of
the Korean or the Iranian cinema and audiences,
not only in Greece but all over the world have now
seen a lot of Romanian films. How conscious were
you when you made this comment?

| was not. In 2002, it was supposed to be just a joke.
Had | known what was lying ahead, | would have
rushed to make my next film there and then. Still, it
might be that | have premonition powers I'm not
even conscious of...

What do you think has contributed to this
blossoming of Romanian cinema in this century?
Has this success of recent Romanian films helped
the Romanian film industry?

Two things, combined in a happy way: new talent
from inside, new geo-politics from outside.

Most of your films deal with social issues, which in
turn are dealt with your particular brand of humor.
Do you think that humor itself can be used as a tool
in socially-oriented cinema and, if so, what does it
offer to the relationship between the film and its
audience?

| already spoke about the importance of humor in
my stylistic agenda, but | have to admit | don't see it
as a social heeler. | am not that idealistic. Besides. |
don't really consider my work as socially-oriented
cinema either. I'm using social commentary, of
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course, in order to motivate the characters and
increase the feeling of reality, but then | try to reach
a deeper level with observations more of a poetic
and/or philosophical nature. Moreover, | don't use
laughter as a tool to help the message reach the
audience. | don't plan accessibility. In my mind,
humor is part of the message. It's the way | see the
world. It's the lenses | put on my spectacles in order
to correct my short-sightness...

Your opera prima, Don’t Lean Out of the Window
(1993), was the first film that approached the
Romanian wish to immigrate to the West, a theme
that reappeared in Asphalt Tango (1996) but also in
contemporary Romanian films, such as Occident
by Cristian Mungiu (2002), The way | spent the end
of the world by Catalin Mitulescu (2006). What are
your thoughts about this subject today?

The dream of fleeing Romania was a mass
obsession during the 80s. As a young film student, |
was secretely considering myself an exportation
product - and tried to get ready and nicely wrapped
for the big fleeing day! | left Romania in 1988,
convinced that it was for good. Who would have
imagined a change of regime in those times? I've
spent two years in the West, and they were the best
investement | made in my whole life. Now things
are different. Leaving the country ceased to be an
adventure; it became a sport. It's still a theme many
Eastern European filmmakers deal with, for they
can talk about people going to work abroad, split
families, etc. But all this is now very “social’; it lost
that almost mystical fascination of those times,
when Romanians were cracking jokes like: “The
last one to leave the country turns off the light...”

How do you direct your actors/ actresses? How is
it to work with foreign recognized actors/
actresses, such as Charlotte Rampling or
Giancarlo Giannini?

As far as | know, there is only one recipe for working
with actors and that is - you take them case by case,
like sick people in a hospital. You invent a special
relationship with each and everyone of them (and
sometimes even with some of the extras!). Still, |
have my own rule of thumb: | always ask them to
learn their lines exactly as they're written. | rarely
accept switching words or “adapting the line to fit in
the actor’'s mouth”, and that is for a very simple
reason: |'ve spent more time and sweat on the
dialogue than they had. In most cases, an actor’s
urge to change the line comes from his reluctance
to admit that he hasn't really done his homework,
understanding and learning that line.So, he tries to
simplify it, looking for an easy way out.

Now, when you're working with an international
star, there is a difference: you can't afford to ask
him/her to do a screen test for the character. It's like
accepting a blind date. You trust your instincts and
hope for the best. If you're dealing with an
experienced professional, you might find with sur-
prise that he is more modest, good-natured and

easy to work with than many of the ordinary cast.
Charlotte Rampling spent about six shooting weeks
in Romania, at a time when we couldn’t even afford
a trailer for her. She never once complained about
having to shoot hours and hours in an overheated,
overcrowded bus. She was underpaid, she was
working in a foreign country with an unknown direc-
tor, but she loved the script and wanted to prove that
she could play comedy. She proved that and a lot of
other things, including that she is an exceptional
human being.

Giannini was hard to sign for Dolce Far Niente,
because in the late 90s he already had lots of
contracts in Hollywood. During the shooting he was
so confident, so easy with himself and with
everybody else, so professional in every aspect of
his presence on the set that another actor (who
played the main part) actually started to hate him.
He probably felt vulnerable by Giannini's self-
assurance and was afraid he would possibly land in
a lower position.

In Asphalt Tango the final sequence demystifies
the idea of marriage, but also, in most of your films
there is a satirical or a pessimistic view on
relationships or marriage: In Don’t Lean Out of the
Window the soldier never gets his loved one and is
offered a “first night” with a hooker. In Dolce Far
Niente, the hero doesn’t fulfill his love fantasy
either and the element of infidelity is also present.
Are these mere cinematic devices or are they
connected with a personal attitude towards
relationships?

My heroes are usually losers, because they're poets,
idealistic little chaps... So invariably they “lose the
girl”. But this is not necessarily for the worse;
sometimes defeat on a certain level may imply
victory on another, as it's the case with the endings
of Asphalt tango and Philanthropy.

Dolce Far Niente (1998), deals with the meeting of
two great figures of the 19th century art world:
writer Stendhal and composer Rossini. How did
you decide to make this film?

French producer Antoine de Clermont-Tonnerre had
optioned Frédéric Vitoux's novel “La Comédie de
Terracina”, and after seeing my Don't Lean Out of the
Window asked me if | want to adapt it to film. The
book was a filmmaker's nightmare, highly
speculative and stylistically baroque, with very few
story elements in it. But the atmosphere was
fascinating and all of a sudden | felt parachuted into
that place and time. Furthermore, the prospect of
shooting in Italy awakened the little Fellini in me.
Subsequently, | put a lot of myself into the script,
things that were notin the novel - and to my surprise,
the author was happy with most of my choices.

What is your opinion in adapting from literary
sources to the screen? Are there any limitations in
this process?

As long as you stay true to the spirit of the original



source, sky's the limit. And even if you don't stay
true to the spirit, just follow your instincts and if the
final result is worthy in itself, they can always put on
the credits something like: “remotely inspired by
XY...". The real suicidal choice is to be faithful to the
letter, hoping good literature will transpher itself
into film.

Although Philanthropy comments on the transition
of Romanian society from communism to
capitalism, it greatly reflects the state of things in
alot of the so called ‘developing’ countries. How do
you feel about this transition and how faithful is the
film's reality to today’s situation in Romania?
Here is a quote from the Director’s note that says it
all: “I live in a country where, for the past ten years,
transition to market economy eventually led most of
the population onthe verge of a nervous breakdown.
Contrasts flaunt on the streets with an impudence
close to exhibitionism; wealth and poverty coexist
and create a unique show, grotesque and tragi-
comic. Today in Bucharest, a person is no longer a
person: it is rather a suit, a car make, an apartment
-orareaching hand, a white cane, a barren foot. We
assess people on account of accessories - and we
chose our accessories in order to be assessed. All
too often, the whole thing is a shame: the billions of
Euro Bingo Show, property certificates, but also
missing limbs or hunger strikes. Without being too
dramatic, let's say it is a new world emerging in
Eastern Europe, a young, exuberant and
carnivorous world, where discretion and modesty
have very little value. In order to survive, one must
show off a little.”

Although you have been a major influence for the
new Romanian directors, your style is quite
different from theirs. For example, The Rest is
Silence, is a period piece, a big production and the
story is narrated - although efficiently - in an “old
fashioned” way. Would you like to comment on
your cinematic relationship to the “new wave” of
Romanian cinema?

One can only be proud of this recent string of
successes. Ten years ago, Romanian cinema was
internationally seen as a joke, while today everybody
talks about “miracle”. The danger here is that more
and more “young lions”, eager for trophies,
mechanically adopt the same minimalistic,
documentary-like style. Skon, we will have a long
line of clone films and festivals will start having
hiccups while swalowing the same dish over and
over. Then you have a paradox: the more Romanian
cinema triumphs internationally., the less
Romanians go to movie theaters. They seem to be
fed up with the negative, depressive look on their
everyday life, and even if they sometimes
(unwillingly) boycott brilliant films (The Death of Mr.
Lazarescu, 12:08 East of Bucharest ), there is a
hidden reason in that: why pay money to see the
same grim reality that you can see by simply looking
outthe window? Why buy a ticket to be remembered

Nae Caranfil

OwavBpwnia / Philanthropy

that you have to pay the rent?

Itryto stay true to my own cinema, which has always
been a blend of “film d'auteur” and high
entertainment. What | do may not be festival-
calibrated films, but my role models, people |
consider to be giant filmmakers, were popular
artists, working within a popular art form. Chaplin,
Fellini, Ford, Truffaut and Wilder made “audience-
friendly” films not because they were accepting the
box-office dictatorship, but because expressing
themselves to a full house as opposed to an empty
one was the very reason of their living.

The title of your latest film, The Rest is Silence, is a
line taken from Shakespeare’s Hamlet. What's the
connection with Hamlet, why did you choose it?
The Rest is Silence are Hamlet's last words, just
before he dies. And death is a tricky issue in my film.
All the main characters die at the end. And what
remains after their death? A silent movie. Cinema,
atits beginnings, was more than an emerging form
of art; in the eyes of the movie-makers, it was an
attempt toimmortality. We're at the beginning of the
20th century. Performing arts vanish. Brilliant per-
formances, famous stage productions, great opera
voices, all eventually become dim memories.
Hamlet dies.

Films survive.






A
=

®upoypapia / Filmography

1983
1984
1988
1993
1996

Venice in September (up/short)
Thirty Years of Insomnia (up/short)
Backstage (viok./doc.)

E pericoloso sporgersi/Mnyv xpépeote an’ 1o napaBupo / Don’t Lean Out the Window
Asfalt Tango / Asphalt tango / Tayxé omnv Gogpairo

Dolce far niente / Muxié anpagia

Filantropica / ®@\avBpwnia/Philanthropy

Restul e tacere/Ta unéAowna eivat owwnh / The Rest is Silence
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Mnv kpépeote an’ 1o napdbupo

E pericoloso sporgersi / Don’t Lean Out the Window

Poupavia - [aA\ia / Romania - France 1993

IknvoBeoia-Levapio/Direction-Screenplay: Nae Caranfil

Qwroypagia/ Cinematography: Cristian Comeaga
Movta/Editing: Victorita Nae

‘Hxo¢/Sound: Anusavan Salamanian
Mouokn/Music: Nae Caranfil, Anton Suteu

KaAAwtexvikii SieGBuvan / Art Direction: Gloria Papura

Mapaywyécg/Producer: Titi Popescu

Mapaywyn/Production: Compagnie des Images, France & Filmex, Romania

Awapkera/ Duration: 104" Eyxpwpo/Color. 35mm

HBonotoi/Cast: Natalie Bonifay (Kptativa/Cristina), Giorgin Alexandru (Ntivo/ Dino),
Marius Stanescu (Opatiog/Horatiu), Valentin Teodosiu (Zav/ Jean),
Florin Calinescu (Aoxaydg Mkpavéka/Lt. Graneca), Liviu Topuzu (MwvZarou/ Minzatu),

Marius Florea (Bilavte / Vizante)
Awkpioeig - BpaBeia / Distinctions - Awards:

AekanevBnpepo twv IknvoBet@y / Quinzaine des Realisateurs — Cannes 1993,
BpaBeio Kpttkcdv / Critics Award — Montpellier Mediterranean FF 1993,
Méya BpaBeio / Grand Prize — Bratislava 1993, BpaBeio Kpiraov/ Jury Award — La Baule, 1994

0 otpanwtng Opdatiog ovelpeletat va kKavel épwra. H
Kptotiva, paBntpla aképn oto yupvaoto, bev €xel
npoBAnpa P’ auté aAAG dxt npty tov appaBva. Auth
givat n apxn tng. Tn pépa dpwe nou o Nrtivo, enibo-
€og nBonoldg, apxilet va tnv npooeyyilel n Lotopia
aMaZetr. H pvnpelwdng avtiotaoh tng 6ev kpatdet
yta noAu, o Nrivo 6pwg bev eivat kat o€ noAU KaAn
@oppa ekeivn tn vOxta. Tpeig {wég oe tpia pépn,
6nou n (6ia wotopia Aéyetat ané tnv nAeupd kaBevog
and TouUg XaPAKTNPES, 0av Hia KWHIKN ekBoxn Tou
Pagopdy 6nou eykAnparta kat kAonég npayparonot-
oUvral unéd 10 Kpartog tng oe§ouaAikhg pataiwong.
Mpdypart, undpxouv KANOLEG HEPEG NOU KaVE(G
eUxeral va eixe va avipetwnioel pévo tn ouvnBLopé-
vn Tou pourtiva...

Soldier Horatio dreams about having sex. Cristina,
stillin high school, has nothing against that, but not
before they become engaged. It's a matter of
principle. But when would-be actor Dino starts
making moves on her-... it's a whole different story.
Her glorious resistance doesn't last very long; even
though, that night, Dino is not in top form. Three
lives told in three parts, where the same story is
told from the point of view of each of the three
characters, like a comical version of Rashomon,
where all the crimes and thefts are committed in
the grip of sexual frustration. There are indeed days
when one would rather have to deal simply with the
usual routine...



Nae Caranfil

H paBhtpia, o orpaning
Kat o nBonoiég
1ou Expérou Kepoavibn

Ltn Poupavia tou Toaouoéokou n BAiyn fAtav, Bap-
peig, eyyevhg ouvBnkn tou kaBeatwrog. Ta xpévia
T0U OTaAWIOPOU —Kal Xt KOpHOUVIopoU, 600 KL av
enpévouv Kanolol va tov anokaAouv £tat- bev ntav
anAwg 60okoAa, aA\G xpévia ata onoia n kaBnpept-
vétnta kuAoUoe péoa oe évav yehoio napaloytopo. Ot
avBpwnot yehoUoav pe YEALIO o@lypévo, avannpo.
Ovelpeudvrouoav KIGAag - NG aAwg Ba Aeybviou-
oav GvBpwnot; - Hévo nou ta dvelpd toug Atav n npo-
OwnIKA aviikaBeotwtikh otdon Tou kaBevog. Znv
atpdopaipa unhpxe évag blotaypdg, anotéAeopa tou
Slaxeépevou péBou. ANMwote n navrodivapn kparti-
Kh ao@aAela, n poBeph Kat Tpopeph LEKOUPLTATE
(Securitate) Atav navtaxou napoUoa. Hrav 1600 kaAa
opyavwpévn nou kavévag e yvpie nolog Kappw-
ve notov. Exovrag {noel ekeivn tnv nepiodo otn Pou-
pavia wg pountig, dev eivat unepBoAn va oag 61
pnopei 6uo GvBpwnot ot onoiot tn pa pépa oulntol-
oav, TNV endpevn va kappwvav o €vag Tov GAov!

Nwg pnopei va Biwvav tnv npaypatkétnta Twv
Gyplwv ekeivwv xpovwv pia veaph pabntpla Aukei-
ou, évag veapdg otpandIng Kat évag yvwotdg nbo-
notdg; Eival e§aipenika evbiapépouaa n enthoyn tou
Nae Caranfil, autdv Twv TpLdV Xapakthpwy otnv

npWTN Tou peyaAou phkoug Taviag Mnv kpéueate an’

1o napdéupo.

Ovepo, n anépaon

Tieivat exeivo nou ouvbéel autolg Toug TPELG avBp-
noug; H paBntpia ovelpeletal pia kaAltepn wn
Hakpld ané  pikph enapxiakn néAn otnv onoia et
0 otpatdtngovelpeUetal tn pépa nou Ba anoAuBei. 0
nBonoiégovelpeleratva puyeLoto e§wrepikd. Exouy,
Aotndv pia kownh eppovn: tnv anédpaon!

H pikph enapxiakh néAn kovtd oto AolvaBn, tnv
onoia 6ev ovopalet o oknvoBétng aAAG Ba pnopouloe
va eivat onolabnnote poupavikh enapxiakn néAn,
OUPNUKVAMVEL OAN TNV NpaypatkdTnTa tng Xwpag,.
Anonvéel pua pidépla, undpxet pla nepippéovoa
unvwon, pia npepia anonviktkn n onola nnyaZet
ané v aioBnon nwg 6Aa eivat npobilayeypappéva,
npoypappatiopéva HEXpL TNV NAPAPIKPh AENTOpE-
pewa. H néAn eival pra pikpoypagia tng xwpag, n
onoia efvat ouolaouka éva otparénedo. T kpipa yia
Toug avBpwnoug, T Kpipa yia ta 6velpd toug!

Ze autd 1o BABepd oknvikG ouvavioUpE TOUG TPELG
xapakthpeg tng tawviag, n onoia xwpileral oe pia
kepaaia: «H pabntpia», «0 nBonotdg» kat «O otpa-
nwrng», 10 kGBe éva and 1a onoia Baoileral otnv ibia
otopla, bwpévn, 6pwc, péoa and Ta pdna tou kabe-
V6 anod Toug TPELS XWPLoTE.

H paBhtpia n onola eropaeral yia va bwoer e§eta-
OELG 010 NAVENLOTAILO, NpoeTolpaleral pe n BonBewa
T0U OTpan@TN, KGvoviag pabhparta oe éva Baydvi
pévou. 0 orpan@ng, epwreupévog pall tng npo-
onaBel va v neioet va Tov navipeutel poAig TeAeid-

oeLtn Bnteia tou. Zto petagu, dpwg, pBavelotnv néAn
o nBonoidg pe évav Biaoo, n pabntpia yontedetal,
Kavouv épwra, o otpatdtng {nAevel. Eva tnAepdvn-
Ha avaotatwvel tov nBonotd, n pabntpia vopidet nwg
eivaunyuvaika tou, ekeivogvopilet nwgeivatn aopa-
Aeta. Tehikd, autég nou tnAe@wvei eivat o otpatiw-
g, 0 onoiog npoonaBei va Tov anopakpUveL and tnv
ayannpévn Tou.

H tawia eival pia nikpn kopevti otnv onofa ot axpég
evavriov Tou otaAwvikoU KaBeotdrog bev eival eppa-
ve(G, aAAG unovooUvral 1apKWG. XapakTnPLoTIKA
ivat n oknvn ato oxoAeio, 6tav pia kaBnyhtpla ava-
KaAunTel éva Kouti avilouUAANNTIKG 0Ta XEpLa TwV
paBntdy, kdt nou anayopeudtav otn Poupavia enet-
6n n napavola Tou K6ppatog eixe BEoel wg évav and
TOUG PEYAAoUG NG oTéXxoug TNV al§non tng YEwnTi-
kotntag. (Aekaréooepa xpdvia perd, o Cristian
Mungiu Ba ndpet tov Xpuaé Qoivika oto @eotiBAA
wwv Kavav pe 1o 4 priveg, 3 Bboudbeg kat 2 nuépeg,
Tawia nou enkevip@verat oto Bépa tng GuBAwong
v enoxn ekeivn.) Akdpa, Tnv Wpa tng napdotaong
o010 B€atpo o nBonotég pnepdevet g AEelg kat avtl
va netL «alyoupld», xpnotyonotei tn Aé§n «aopdAeia»,
HE anotéAeopa va xelpokpotnBel, enetdn 6Aot Tnv
eéAaBav wg npagn avriotaong.

Ané6paon otn pova§ia

MNpéketatyia éva Baupdoto belypa evogAaikoU, alha
6xuAdikioTikou Kivnpatoypd@ou, pE poviépva ypagh
nou Baoiletal o€ éva kahobouhepévo oevaplo Kat pia
oknvoBeaia xwpig nAatelaopols, pe puBud tétolov
nou Kpatd 1o evbiagépov apeiwto. H 16éa va 6oBei n
otopia Wbwpévn and Tpelg SlaPopeTIKES ONTIKEG,
eKEIVES TWV TPLAV Baokdv xapakthpwy, Sikatdvel
andAura tov Caranfil kat 8npoupyei éva evbiapépov
o0 enikevipo Tou onoiou Bpioketal 1o pwinpa: not-
oG TNAeQVNoe otov nBonotd Kat o teAeutaiog e§a-
paviotnke;

Z10 PIVAAE OL TPELG NPWEG KatapEéPVOuV TNV noAund-
Bntn anédpaon, aAAG ekeivo pe 1o onoio épxovrat
avupérwnot eivatn povagid. H pabhtpia poAig pabai-
VEL Nw¢ o Biaoog éxel pUyeL ayopalel éva elothplo
Seltepng Béong kat pelyel yia 1o Boukoupéon npo-
Kelpévou va avanthoet tov nBonotd. 0 otpandIng
anoAUetat Kat yaxvet va Bpet tnv ayannpévn tou. 0
nBonoldg, tpopaypévog and 1o TNAEP@VNUA, NEPVA
1a oUvopa koAupnavrag. TeAika ev ouvavrioUvrat
nouBeva: «eivar enikivbuvo va beopeleoat», aAd
Kapa gopa pnopei va eivat kat oduvnpd.

H atpéogatpa tng enoxng anotundvetal e anéAutn
akpiBera, ot nBonotoi kivouvral péoa oto pouvtd
tonio ¢ toaouoeokikhg Poupaviag, 6nwg akpiBdg
ol neploodrepot GvBpwnot exeiva ta xpévia. Na nwg
Hnopeig, av EXELS 10 TAAEVTO, va KAVELS pia Tawvia yia
Hia wropikh nepiobdo, xwpig pwvaokieg kat unepBo-
Aég. MNarti o Caranfil katagépvel, evouveibnta
notelw, va anoTuNWOoEL Kat Tnv aBwértnta Twv
avBp@nwv Tng enoxng, o€ pia aviinapdBean tng
unokpioiag nou akoAoUBNOE TV NTMON Tou oTaAvi-
opou. Eivat Siakpiukécg, dev agopilet, oUre yiveral
Bi1baxtkdg. AvriBera, avipetwnilet pe pupepdnta
avBpdnoug Kat Karaordoetg, yiveralr GAAote oapka-
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0TIKGG KL GANOTE aoTeiog, GANOTE NIKPGG Ki GANOTE
alo1660€og, GANoTE OKANPOG KL GANOTE YAUKGG. Aev
npobibet v lotopia tng natpibag tou aAAG pdAhov
npoonaBei KL autdg va Katavonoet npdypata, 6xi
noAuAoyvtag, aAAG pAddviag yla avBpwniveq {weg.
Yndpxet KAt Mo onpaviké ané autd;

OktBpiog 2007

The School Girl, the Soldier
and the Actor

by Stratos Kersanides

In Ceaugescu’s Romania, one would think that sadness
was endemic to the state of being. The Stalinist years —
notthe communistyears, in spite of what certain people
insist on calling it—were not just difficult, but they were
yearsinwhich everyday life flowed through aridiculous
insanity. People’s laughter was forced, crippled. They
even dreamed — how else could one call them human?
—buttheir dreams stood for their personal resistance to
the state. There was a hesitation in the air, the result of
the general fear. The almighty state security force, the
frightening and terrible Securitate was everywhere. It
was so well organized that no one could know who
betrayed whom. Having lived in Romania during that
time as a student, it is no exaggeration to say that two
people could be chatting with each other one day and
the next day turn each other in!

How did a young lyceum student, a young soldier and a
known actor experience the reality of those savage
years? Nae Caranfil’s choice of these three characters
for his first feature film Don't Lean Out of the Window is
particularly interesting.

The Dream, an Escape

What connects these three people? The schoolgirl
dreams of a better life away from the small town in
which she lives. The soldier dreams of the day he is
relieved of duty. The actor dreams of leaving the
country. So, they have acommon obsession: escape!
The small town near the Danube, which the director
never names, but which could be any small Romanian
town, concentrates the entire reality of the country. It
reeks of misery, there is an atmosphere of sleepiness,
a suffocating calmness which stems from the fact that
everything is preordained, programmed, right up to the
slightest detail. The town is a microcosm of the country,
which is in essence a concentration camp. What a
shame for the people, what a shame for their dreams!
In this depressing landscape we meet the film’s three
characters, The film is divided into three chapters: “The
Schoolgirl”, “The Actor” and “The Soldier”. Each one of
them is based on the same story, but seen separately
through each one’s eyes.

The schoolgirl is getting ready for her university
entrance exams, she is preparing with the help of the
soldier, taking lessons in a train compartment. The
soldier, in love with her, is trying to convince her to

marry him as soon as his service is over. But in the
meantime, the actor arrives in town with a troupe, the
schoolgirl is enchanted, they make love, the soldier is
jealous. Atelephone call upsets the actor, the schoolgirl
thinks it's from his wife, he thinks it's from the
Securitate. Finally, the one who calls is the soldier, who
is trying to get him away from his beloved.

The film is a bitter comedy in which the jabs against the
Stalinist state are not obvious, but are continually hinted
at. The scene at the school is characteristic, when a
teacher finds a box of birth control pills in the hands of
the students, something illegal in Romania since the
party’s insanity had set as one of its highest goals the
increase of the birth rate. (Fourteen years later Cristian
Mungiu would win the Golden Palm at the Cannes
Festival with his 4 Months, 3 Weeks and 2 Days, a film on
the subject of abortion during those years). Moreover,
during the theatre performance, the actor gets his
words mixed up and instead of saying “security” says
“Securitate”, resulting in a round of applause from the
audience, because they all believed this as an act of
resistance.

Escape to Loneliness
This is an admirable example of a popular but not low-
brow cinema, witha modern approach, based on a well
written script and a directing style without platitudes,
and with a rhythm that keeps one’s interest. The idea of
having the story seen through three different points of
view justifies Caranfil absolutely and creates an inter-
estatwhose centeris the question: who called the actor
who then disappeared?
At the end the three heroes manage to achieve their
much sought-after escape, but then they have to face
loneliness. As soon as the schoolgirl learns that the
troupe has left she buys asecondclassticketandleaves
for Bucharest in order to meet the actor. The soldier is
released and searches for his beloved. The actor,
frightened by the telephone call crosses the border
swimming. Finally, they don't meet anywhere: “ltis
dangerous to commit yourself’, but sometimes it can
also be painful.
The atmosphere of the time is reproduced with absolute
accuracy, the actors move through the dull landscape of
Ceaugescu’'s Romania, just as most people did at that
time. This is how you can, if you have the talent, make a
film about a historical period without hysterics and
hyperboles. Because Caranfil manages, | believe
consciously, to record the innocence of the people as
well, as opposed to the hypocrisy that followed the fall of
Stalinism. He is discreet, does not make generalizations,
noris he didactic. Quite the opposite, he treats peopleand
situations with tenderness, sometimes he becomes
sarcastic, sometimes funny, sometimes Dbitter,
sometimes optimistic, sometimes hard and sometimes
sweet. He does not betray the History of his country, but
rathertries to understandthings, notthrough wordiness,
but by speaking about human lives. Is there anything
more important than that?
October 2007
Translated by Tina Sideris



Tayko otnv dopairo

Asfalt Tango / Asphalt Tango

Poupavia - [aA\ia / Romania - France 1996

ExnvoBeoia-Levapio/Direction-Screenplay: Nae Caranfil

Qwroypagia/Cinematography: Cristian Comeaga
Movtaf/Editing: Mircea Ciocaltei
"Hxo¢/Sound: Anusavan Salamanian

Mouowkfi/Music: Nae Caranfil, Reinhardt Wagner, Anton Suteu
KaArexvikii S1eGB8uvon/Art Direction: Christian Niculescu

KootoGpia/Costumes: Viorica Petrovici
Napaywyég/Producer: Marc Ruscart
Mapaywyh/Production: Domino Film, Romania
Eupnapaywyh/Co-production: France 3 Cinema
Awdpkera/Duration: 100" "Eyxpwpo/Color. 35mm

HBonotoi/Cast: Charlotte Rampling (Mdptov/Marion), Mircea Diaconu (Avipév Andrei),
Florin Calinescu (ZiZU/Gigi), Constantin Cotimanis (cogép/driver), Catalina Rahaianu (Ntépa/Dora),

Marthe Felten (@eAiowa/ Felicia)

H Ntépa, Deliowa, lkparotéAa, BaAevriva kat ot GAeg
POUNGVEG KAAAOVEG €XOUV HNAPLACEL NLa |’ QUTH T
xwpa 6nou ta Ae@rd Bpiokovral ndvra otig T0ENEG
wv AMwv Kat n evtuxia avaBaiieral Slapkwg yt’
apyodrepa. Delyouv Aoindv yia 1o MNapiot, pe okond va
enbeiouv 10 TaAévro Toug —kat 6xi pévo auté- ota
kapnapé ing piing wvng. Zuvbuaopog KaAITEXVL-
KoU atlévin, képBeEpou KAt UNEPNPOOTATEUTIKAG
papdac. n Mapiov eivat apxnydg tng anootoAng. ANG
uN@pXeL Pia AeNToPEPELa NOU ayvoEel: 0 vipag Ing
Ntépag, Avipé, Ba kavel ta ndvra yia va §avaxepbi-
o€l n yuvaika rou. H Ntépa bev apyel va yivet n abu-
vapia g Mdpiov. n onoia xpnowonotei kGBe péno
Y0 va pnet avapeoa otov Gvipa kat  yuvaika rou
AMG xat 0 Avipér bev Ba pelver dnpayog, gravovrag
HéxpL Kal v napavopia yia va Siekbiknoet v aya-
nnpévn Tou

Dora, Felicia, Graziella, Valentina and a few more
Romanian beauties are fed up with this country
where the money is always in someone else’'s
pocketand happiness is constantly being postponed
till later. So they take off for Paris, intent on showing
off their talent - and that's not all - in the cabarets of
the third zone. Marion—their agent-cum-watchdog-
cum-mother-hen - is heading the expedition. But
there’s something she's unaware of. Dora’'s
husband, Andrei, is determined to get his wife back
at any cost. Dora soon becomes Marion's favorite,
and the older woman will stop at nothing to come
between the man and his wife. However, Andrei is
no pushover and will not hesitate to break the law in
order to get back his beloved

N
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Xopedovrag pe eibwAa
Kal HETAHOPPWOELS
tou Anpntpn Xapitou

Mia anéAuta KGBetn Topn XxwpileL ToV NPV TNV NTWON
1ou «Teixoug tou BepoAivou» (kat 61t tnv akoAoUBnoe)
KLvnpatoypa@o twv BaAkavik®dv XwpdV Tou npwny.
unapktoU coolaAiapou. OAeG, Gpwg, ot ahhayEg (moAut-
KEC Kal KOWVWVIKEG) nou akoAoUBnoav htav 1600 ypn-
Yopeg Kat ave§EAeykTa avatpentikég wote 101990 va
Holalet onpepa ypagika «npoiotopikd». H noAtkn
@theAeuBeponoinan, n ak@AUTN NA€ov eNtkovwvia He
n AUon Gvoi§e Tnv nopta Kat o€ noAhoUg GAhoug «bai-
HOVEG» KOWVWVIKNG XELPAPETNONG Kat avoxng. To, pe
onotodnnote kK60ToG Katdktnang 6éAeap andAauaong
TwV péxpL XBeG anayopeupévwy «ayaBv» Tou Kantta-
AwotikoU poviéhou BaBpndoév katdpynoe Tnv avacTtoAn
nou eixe entBAMeL 1o «NeBapxnpévo» 0ooLaAOTIKO
KaBeoTthG aANG Kal ot MOAUXpovoL KWBIKEG NBAV Kat
€B{pwV oTIG XWPEG TNG XEpoovhoou Tou Aipou. To 6pa-
0 TouU KatavaAwTopoU wg KOWVWVIKAG KAl MOATIOTIKAG
kataiwang ntav Npo Twv NUAWV Kat ing Poupaviag.
Aadg pe BaBid aioBnon TG aUTOKPLTIKAG, EwG TOV aUTO-
0apKaopd, NG NPayHatkétnTtdg Tou, dnwg tou Tnv bia-
popwvav ot pakpaiwveg eBVOTIKEG Tou Slepyaoieg
aM\d Kat apydtepa n oTeEVA TOU ENAQn HE T SUTIKA - L61-
aitepa pe T yaANKn Kat v taAkn - kouAtoUpa (Aoyo-
1exvia, B€atpo, ElKAOTIKA Kal Kivnpatoypd@og), eixe
£€rolpo andéBepa buvapewy yla va enavéABeL, pETa tnv
0apavianevidxpovn «avactoAn» ato Npooknvio. |5iai-
TEPQA 0 POUPAVIKOG KIvnpatoypdpog BpéBnke ETolog va
napakoAouBnoeL anc Kovtd OAEG TIG HETAMOATEUTIKES
aM\ayég nou and xp6vo o€ xpévo Slapdppwvav i pou-
pavikn Kolvwvia. H autokpitikn adtipa Kat n Slakwpwm-
&non tou kaBeotwrog Tou Toaouaéokou péaa and Ty
avanapdotaon eUTpAnNeAwY NEPLOTATIKWY EKEIVNG TNG
okAnpng enoxng (évag AAog, SnAabn, Tponog va Neig 1o
§061, yAukadi). Xapaktnplotikd napabeiypara araBnkav
0@apadou Sinisa Dragin (2004), H 06uooeta rou kupi-
ou Aalapéokouou Cristi Puiu (2005) kat n nepotvn bie-
Bvngenttuxia tou 32xpovou Corneliu Porumboiu (np-
N ToU peyaou pnkoug tawia), Hrav i 6ev Arav;. OAeg
Toug, évTIpeG avalnTNOELG KaL Kataypapég tng PetaBart-
KNG NEPLOBOU TOU KOVWVIKOU HETAOXNUATIOHOU.
Mp66popog tng véag authg yevidg, o Nae (Nicolae)
Caranfil, pag eivat hén yvwotég oto DectiBAA tng Beo-
oahovikngané tnv 6ieBvdg noAuBpaBeupévn Tou Tawvia
@avBpwnia (2002). levvnpévog 1o 1960 ato Boukou-
péotl, Ba tov Bpouv ekel, oxebov 30xpovo, Ta peyaia
YEyovOTa TG NTONG Tou KaBeotwrog tou Toaouoé-
okou. Kat givat ot ENNTWOELG QUTWV TwV aAAaywV ot
onoieg kataypagpovrat, ouvhBwg Pe YAUKONIKPO Kat
0atipiko tpéno, otig Heyahou pnkoug tatvieg tou. To
KaAG KaMTEXVIKG Tou 6vopa (nBn Bewpeltal wg o no
avVILNPOoWNEUTIKGG OKNVOBETNG TOU POUNAVIKOU Kivn-
patoypagou tng Sekaetiag tou ‘90) kat n npdoBaon Tou
ota yaA\KG péoa napaywyng Tou OTEKOVIaL 0UoLaoTIKol
BonBoi @ate va napouotdlel Gpria KAAMTEXVIKG anoTte-
Aéopara.

To tayké ¢ aopdAtou eival pia kwpwbia nou avipew-
niel 6yeig autol Tou oUYXPOVOU KOIVWVIKOU OKNVIKOU
g Poupaviag, nBav kat oupnepipopyv 6nwg ta dia-

Hop@wVEL n ap@ibpopn «npoogopd kat {Atnon» oly-
Xpovawv NOAUGUAEKTIK®Y avaykdv. H avapvnon (ta
£pya Kat ot pépeg tou Toaouoéokou) napapével, and
xiAieg apoppég, navtaxol napodoa kal Gonenta ava-
(popoiwtn.

0Zwnv tawvia, évieka 6poppa kopitola, ta onoia vwpigto
Bpadu eival xopeltpieg atnv Kpatikh Onepa tou Bou-
koupeotiou, aAAG ouvexifouv oe otpintit{adiko h wg
16nAeG yKapadveg o€ pnap, npoopidovrat —6nwe xhia-
6eg ano 11 avatoAIKEG XWPEG ~ yia TV axéptayn ayopd
«\eUKNG odpkag» TG Eupdnng kat 6xt pévo. Etoltn tn
OUYKEKPIHEVN Popd npooplopdg eivat to Mapiot kat
at{éving, o napnévnpog Poupdvog ZiZi oe ouvepyaoia
e v Kopyn laAAiba «taatod» Mdpiov (givat n eppn-
veia ing Charlotte Rampling). Auth eivat nou Ba eAéygel
TNV NOLOTIKN KataAANAGTNTa TOU «EpNopelpatog» agol
auth Bato SloxetedoeL oTnv ayopd. Ba ouvodeloouv Kat
o1 600 ta noUApav pe TG KonéAeg oto pakpu tagibi toug.
Avdpeoa ot évieka oupnepihapBdveral kat n Ntépa,
yuvaika tou Avipél, 18loKtATn Kat Texvitn ouvepyeiou
autokwitwv. Koupaopévn and tnv abié§edn povotovia
NG Navipepévng eykataAeinel n ouduyikn eotia. Ava-
otatwpévog o AvipéL and Tov ev aiBpia kepauvé ako-
AouBei pe o autokivnto Tou To NoUApav Npoonabaviag
va petaneioeL Tn yuvaika tou, n onoia 6pwG Napapeévet
aperdnelotn. H nopeia tou noGApav atnv UnaiBpo Kat
o€ noAelg ing Poupaviag Siakdntetal kaBe téoo ané
anpdopeveg apoppéG GAAOTE and To Ypagikd mAéov, €10t
o6nwg e§eAiooetal, neiopa tou ayaBol poupdvou oull-
you Kat GA\ote ané g avaloyeg aviilbpdoelg ing napéag
ToU MoUApav.

Llyd-otyd, 6HwG, N «KWUIKN» Npdooyn Tou apnynpua-
106, €101 6nwg TNV ePnAoutilel pe kaB’ 0bov aoxera
NEPLOTATIKA O OEVAPLOYPAPOG-OKNVOBETNG, HETATTOL-
XELMVETaL, Npoteivoviag naparay£ég TG KOWVWVIKNAG
avayvwong. Ot konéAeg apxi{ouv va «npooyeLDVouV»
TIG aUpLlavEG Toug NPoadoKieg evd 0 AVIpEL, avavantel
HE Tn BUuENA@BN Kat YEUATN EPWTIKA «MUPOTEXVAHATA»
«BonBela» tng ouvédou Twv Kopttolwv Maplov, aAAa
Kal Twv neplotatik®v pe tn OeAiaia, n Poupdva nou
apveitat va JANGEL NA€oV poUpAVIKa, YAwooa —0nwg
Aéel- BapBapng Kowvwviag, aAA@ pévo Ta euyevikd yaA-
Akd. Mua avtiotpogn nopeia apxidet. To tapnod Tou
akatdAutou HeapoU TOU YAHOU XAVEL TNV UNEPACNILOTIKA
T1ou 1oxU. H aneAelBepn {wn Biekdikel tnv autodidBean
ng. 0 Beatng SlaAéyet: Metd tov Toaouoéakou —h Evag
kakoU plpta énovrat, h evog kahoU, eniong pupta €no-
viat.

Tawia nAoUola o€ oevaplaka eupnpata, o€ avekdotoAo-
Yk0 UAIKG, o€ aipviblaotika onypidtuna ta onoia Opwg
Sev anopakpUvel Tov Beath and tov Kevipiké agova.
lMap’ 6Aa autd, 600 0 xpdvog Tng Tawviag wpipalet, pnai-
VELG OOV NElpaopd va avapwrtnBeig panwg o Caranfil
Baletto 1agibLTwv KOPLTOIWDY KAt 1o AaXaviaopévo Kuvn-
yn16 Tou aneAntopévou oudlyou wg NPAOXNKa, EVA 10
aAnBivé agnynpa eivat auth n «nivakoBAKN» Tou NAR-
Boug Twv alviopwy enelcodiwv n onoia napouotdlel
Toug nAoUatoug xupoUg tng tpéxoucag {wng, ouxva
anpoetdonointng, aAAd kat eubidkpiro nalA piag Kat-
voupylag, avoixtng, Kowvwviag, apdAyapa and oteped-
Tuna rou napeABoviog, Twv doo va ‘vai, xaAapwv nBav,
Kat nv npoonabeta ewgédou otn yn tng Xavaav tou
naykoopLou KatavaAwtiapou.

0 Caranfil 6ev npoteivet pwa coBapogavn tawvia. ApBovo



Nae Caranfil

kai e§aipetng nowdtntag xioUpop Sratpéxet v tawvia. Kat
elval, 6pwg, auté nou tov BonBael va nAaodpel todnoon
KpLukn twv coBapv npoBAnpdtwy v onoia ouvena-
YETaL 0 aupviBlaopdg T vEag NOATIKAG Kat KOWWVIKAG
16€ng npaypdrwv n onoia Siatpéxet v Eupdnn.
To taykd tn¢ ao@dArou eival pia KAAMTEXVIKA npétacn
Kivnpatoypagou a§loAoyika népa g BaAkavikng xep-
oovhoou. Hrav népa and t' GAAa, n Houaikn Tng tawviag
We nepdopata kat tpénoug Nino Rota. Muwa tawvia aato-
6ogiag.
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Dancing with idols and

metamorphoses
by Dimitri Charitos

An absolutely vertical line separates the cinema of the
former socialist Balkan countries to that of before the
Fall of the Berlin Wall and after. However, all the
sociopolitical changes that followed were so rapidly and
uncontrollably subversive that today the 1990's seem
quaint and “prehistoric”. Political liberalization and free
communication with the West opened the door to a
great many other “demons” of social emancipation and
tolerance. The quest to acquire at any cost those things
enjoyed by the capitalist model and until recently
prohibited by the “virtuous” and “disciplined” Socialist
moral codes and customs imposed for many years in
the Balkan peninsula. This vision of consumerism as
both a social and a cultural value was knocking at the
gates of Romania as well.
A people with a deep sense of self-criticism bordering
on self sarcasm, as to the reality that had been shaped
by centuries long national processes as well as close
contact with Western culture, particularly French and
Italian (literature, theater, visual arts and cinema) had
enough reserve power to make a comeback to the
limelight after a 45 year hiatus. Romanian cinema had
particularly followed closely the post war changes that
from time to time altered Romanian society. Self critical
satire ridiculing the Ceaugescu regime by representing
the absurd incidents during those hard times (a way to
call attention to the doublespeak of the times).
Characteristic examples that stand out are Pharaoh by
Sinisa Dragin (2004), The Death of Mr. Lazarescuby Cristi
Puiu (2005), and last year's international success of 32
year old Corneliu Porumboiu’s first feature length film
12.08 East of Bucharest. All of these are honest
explorations and recordings of a fleeting period of social
transformation.
Nae Caranfil, a precursor of this new generation, was
already known to the Thessaloniki International Festival
by his international multi award winning film
Philanthropy (2002). Born in Bucharest in 1960, the fall of
Ceaugescu's regime finds him living there, almost 33
years old. It is the ramifications of these changes that
are recorded, usually in a bittersweet and satirical way,
in the films he has made. His good reputation as an
artist (considered the most representative director of
Romanian cinema in the '90s), and his access to French
production tools are vitally important in helping him
achieve excellent artistic results.

Asphalt Tangois a comedy that examines these aspects
of the contemporary Romanian social scene, morals
and behavior, shaped by the bilateral demand and
supply of modern acquisitional needs. The memory of
Ceaugescu era remains, ever present and difficult to
digest.
In the film, some beautiful girls, who are dancers at the
Government owned Opera of Bucharest, but later in the
evening work at strip clubs or as topless waitresses in
bars, are destined - as are thousands like them from
Eastern European countries - for the ever growing
“white slave” trade of Europe and elsewhere. This
particular time the destination is Paris, the agent is the
sly Romanian Gigi, working with the elegant French
Madame Marion (acted by Charlotte Rampling). She is
the one who will check the quality of the “merchandise”
and then channel it to the market. They will both
accompany the girls on their long bus journey. Among
them is Dora, wife of Andrei, garage owner and worker.
Fed up with the monotony of her marriage she leaves
home. Andrei, upset and thunderstruck by this sudden
turn of events, follows the bus in his car, trying to change
his wife’s mind, who remains unmoved. The journey of
the bus in the Romanian countryside and cities is
interrupted every so often by what has by now become
the quaint stubbornness of the husband, and other
times by the reactions of the passengers.
Gradually however, the “comical”facade ofthe narrative,
as it is enriched by the various incidents by the
screenwriter/director, changes, giving alternative
readings to the social situation. The girls begin to lower
their future expectations, while Andrei recovers, with
the tempestuous and full of “erotic fireworks” help of
Marion, the girls’ chaperone, but also with the incidents
with Felicia - the Romanian woman who refuses to
speak Romanian any longer, a language she calls
“barbaric”, and will henceforth speak only French. A
backwards journey begins. The taboo of the heretofore
unbreakable bond of marriage loses its defensive
power. Free life demands selfdetermination. The viewer
can choose: post Ceaugescu —a million evils can come
from one, or a million good things.
The film is rich with an inventive script, anecdotal mate-
rial, unexpected snapshots which however do not
remove the spectator from the central theme. In spite of
allthese, as the film goes on, one is tempted to wonder
if Caranfil is using the girls’ journey and the passionate
chase of the husband as a device, while the genuine
narrative is this “art gallery” of short episodes which
represents the rich juices of life, often coming upon one
unexpectedly, as well as the clearlyvisible jigsaw puzzle
of a new, open, society, an amalgam of the stereotypes
of the past, the more or less relaxed morals, and the
effortto enter the Canaan of international consumerism.
Caranfil does not offer a serious-seeming film.
Abundant and excellent humor fills the film. And it is
what helps him sell his critique of the serious problems
involved in the sudden political and social changes in
Europe. Asphalt Tango is an artistic cinematic offering
beyond the Balkan peninsula. Aside from everything
else, the music of the film is in the style of Nino Rota. Itis
an optimistic film.
October 2007
Translated by Tina Sideris
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Dolce Far Niente

aAAia - Itakia - Béhyto / France - Italy - Belgium 1998

IknvoBeoia/Direction: Nae Caranfil

Zevdplo/Screenplay: Nae Caranfil, Bao. oto pub. 1o0/based on the novel by Frédéric Vitoux

Qwroypawpia/Cinematography: Cristian Comeaga
Movta{/Editing: Maryline Monthieux

"Hxo¢/Sound: Henry Morelle, Vittorio Relloni, Joel Raneon, Reine Wekstein

Mouawki/Music: Nicola Piovani

KaM\texvikin S1eG8uvan/Art Direction: Elena Ricci Poccetto

Mapaywyéc/Producer: Antoine de Clermont-Tonnerre

Mapaywyn/Production: Mact Productions, France
Zupnapaywyn/Co-production: Sintra, ltaly
Awapkera/Duration: 110" Eyxpwpo/Color. 35mm

HBonotoi/Cast: Francois Cluzet (ZtavtdA /Stendhal), Isabella Ferrari (T¢ooegiva/ Josephina), Margherita
Buy (Tkapnptéha Nevioivi/Gabriella Necini), Giancarlo Giannini (Képung Nevroivi / Count Nencini),
Pierfrancesco Favino (T¢oakivo Poaivi/ Gioacchino Rossini)

BpaBeia/Awards: BpaBeio Golden Bayard KaAUtepou Zevapiou / Golden Bayard for Best Screenplay —

Namur Int. Festival of French-Speaking Film 1998

Bplokopaote oto £tog 1816. O Avpi Mné\, npwnv
olTloTng oto otpatd tou NanoAéovia, ev xel akGUN
uloBetnoeL 1o Yeubvupo ZtavidA. EykataAeinet tn
Pdpn kat kateuBOveratl npog tn NanoAn. O veapég
Kat noAAd@ unooxépevog ouvBétng T¢oakivo Poaivt
agnvel tn NanoAn kat odevet npog tn Pdpn. Ot duo
Toug Bpiokovral nayibeupévol o€ pia Kwp6noAn ata
oUvopa tou Baot\eiou tng NanoAng. Zto petagu, pia
6pop@n ouvtagbiwTIo0a Toug NaipveL unéd v npo-
otaoia tng Tov aplotokpatiké Ao, npookaidviag
Tov va peivel oo PIAGEevo oniti tou ouyyevh tng Kéun
Nevtaivi, o onoiog et exei e§6piatog. O ayannpévog
Tou KowvoU, Pooivi, Ba pthogevnBei oto tonikéd navbo-
x€elo. O1 vanoAedvieleg ekoTpateieg €xouv TEAEIWOEL
Kal Jla gawvopevikh npepia enkpartel otnv neploxn.
Aev undpxet kAt nou va otéketal epnédio otg ivipt-
YKEG KaL TG epwToBoUAEL€S. Ki 6pwg, n vixta avia-
Aei ané g kpavyEg Twv e§eyeppévav nou nupno-
Aouvral oto 6Aoog Kat undkewvtal otnv nio Bavauon
Tpwpia anéd tn gpoupd rou Baoa.

Theyearis 1816. HenriBeyle, former quartermaster
in Napoleon's army, has not yet assumed the pseu-
donym Stendhal. He leaves Rome and sets out for
Naples. The young and promising composer
Gioacchino Rossini leaves Naples and sets out for
Rome. Both get stuck in a small town on the border
of the Kingdom of Naples, but in the meantime a
beautiful fellow passenger from the coach takes the
courtly Frenchman under her wing and invites him
to stay at the hospitable house of her relative, the
Count Nencini who lives there in exile. That favorite
of the public, Rossini, is put up at a local inn. The
Napoleonic campaigns are over and on the surface
a sleepy calm rules the land. It seems there is
nothing to impede intrigues and affairs of love. But
night resounds with the cries of rebels, burned in
the forest by the king's guard and subjected to the
cruelest of punishments.
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Inpeiwpa tou cknvoﬂém

H Kivnpatoypagiknh petagopd tou puBlotophiparog
tou Frédéric Vitoux Atav pua npékAnon yia péva.
MNepiépywg, pe yonteuoe n 16éa va opnow pia oto-
pia yUpw ané évav naBnuké hpwa: évav dvbpa nou
OTEPEITAL CUYKEKPIPEVOU OTOXOU, KL EXEL yla Hovabi-
K6 exBp6 Tov eautd tou. 0 veap6g LtavidA eival évag
\blaitepa aoteiog kat aouvABIOTOG KIVNUATOYPaPIKAG
hpwag — avikavog va Bpel katedBuvan otn {wh tou,
kaBg Bapiérat kGBe npoonTikhA Nou avoiyetat unpo-
ot Tou, Kat napanAavd tov (6o Tou Tov eautd Kavo-
vrag xphon tg eugpuiag kat tng lalyeldg tou povaxa
navw otoug GA\oUG.

phiyopa katdAaBa 6t noAAoi anpepivoi véol Ba pno-
povoav va avayvwpioouv Toug Eautolg TOUG OToV
fpwa autd tou 19ou awiva. Opota pe tov Avpi Mnél
noAAof ané epag ovelpeuthkape va yupiooupe 6o
10V KOO0, anobeapeupEvoLand Ta KowvwviKd beapd,
xwpig va BEAoupe va napadextoUpe nwg autd an’ 10
onoio BéAape va epuyoupe htav ot HikéG pag anotu-
xieg. Onwg Kt 0 Avpi Mné noAoi véol €xouv kdnola
otyph GoKIAoEL TV TUXN TOUG HE pia «anpoonéla-
otn» yuvaika, eykataAeinovrag tn paxn oTo NPwIo
onpadt andppuyng, noAl dethoi yia va Siakivbuvel-
oouv éva aképa tpadpal Mpdketrat yia Kotvotonieg
g {wh¢ ondvia 6pwg 11§ BAénoupe otnv 086vn.
YnotiBetat 61t ot Kivnpatoypagikoi Apweg pravouv
MEXPLTO TEAOG, ENTUYXAVOUV TOV 0TOX0 Toug h neBai-
vouv oto nedio tng paxng. Ot otopieg Hev Baoi{ovtal
noté otnv acuvaptnaia tng avBpwnivng kabnpept-
votntag ...

E, auth Aowndv to kave!

Xpnowonotwvrag 1o puBiotépnpa npoonddnoa va
Hopnow tnv nAokn yupw and tov kUpLo Npwa, xwpig
n 6k Tou epnAokn. Mpaypatikd: o Mné bev BéAe
va egnAakei otnv otopia yia évav noAu anAé Adyo:
éxelL anogaoioet va pnv epnAéketal nAéov nouBeva,
va PEVEL EKTOG TOU KOOpOU ToUTou Kal va otoxadetat.
Lta 33 tou xpévia, éxeL anoyonteutel and OAeg TG
nponyoUMEVEG TOU EVAOXOANOELG — TO EPNGPLO, Ta
OLKOVOIKG, Tov NdAepo... ‘Etal, xpilet Tov eauté Tou
napatmnpntn.

L10 PIKPO auTO XWPLO OPWG HE TIG OKOTEWVESG NOATL-
KEG, ME G Aypieg Beloibatpovieg Kat Pe g KPUPES
aiBouoeg Baoaviotnpiwy, otov 1é6no autd énou 10
@avraopa tou NanoAéovra bivel pia teAeutaia paxn,
Ba 10 kara@épeL Apaye va PEeivel «<napatnpnthes;

Me évav neplepyo 1péno, BAénw toug undAotnoug
hpweg Tou pubilotophpatog va xopevouy TplyUpw
an’ tov Mné\. KaBévag toug Ba pnopouoe va avi-
npoowneVEL KATL Nou Tou Aeinel: 0 K6png, vootaAyi-
k6¢ e€auriag Tou akoUolou eoplopoU Tou, EXEL WOt~
00 TNV Kataywyh tou, evd o Avpl awoBdveral
Eepilwpévog. H Tolepiva éxel tnv niotn tng, evd 0
Avpi napaeival Aoyikog yia va ouMa@Ber tnv unapgn
Tou Beou. H Mkapnpiéla eival natpidnooa - o Avpi
bev eixe noté oxéon p’ autd 1o Bépa. O Rossini éxet
my entuxia.

AvantUooovrag 1o oevapto, okdnpua SiaAega va pnv
Bwow orov Rossini tnv onoubatétnta nou eixe oto

HuBot6pnpa. Matov Frédéric Vitoux 1o «La Comédie
de Terracina» 6inyeital pla paviaotikh ouvavinon
avapeoa otov Stendhal kat tov Rossini. Eivat éva
Aoyotexviko nawxvibi, oxebov polaet pe tok-obou.
Mou @dvnke Aotndv nio taiplacté va kpatnow tov
MnéW yua npwtaywvioth Kat va 1ov NAaLoLow Pe
xapaktnpeg e§ioou anpavtikoug. NotwBw oiyoupog
ot n wotopia bev npénet va yepioel pE NOMTIOTIKEG
avapopéc,. Etatl 6nwg 1o avihapBavopat ey, 1o La
Comeédie de Terracina bev eival kav pia tawvia navw
otov Stendhal.

Eival pia tawvia yia évav tino nou tov Aéve Avpi.

‘H aképa pia tawvia ndvw otnv nveupatikh abuvapia
yla 6pdon.

H npaypatikn npwrotunia nou npoondénoa va ent-
tWxw htav Pua avapet§n twv eldwv. Aouleloviag pe
£va nAnBog uné-nAokwyv, He NnapepBardpeveg Loto-
piegkalp’ éva eibog oupPwVIKAG BOPNG, To anotéAe-
opa énpene va €xeL Pua napagevn kat e§wukn yedon!
KwpelbUMo, nepinétela, Bpilep €Noxng, popaviikn
Kwpwbia, eupwnaiké youéotepy, 10 Koo Ba énpene
va Bpel kat an’ 6Aa autd otnv tawvia. H enoxn kat o
10n0¢ eivatl ta nio eAKUOTIKG oTowxeia Kat Snploup-
yoUv éva eviunwaolaké katouvapa aioBnotaké Suva-
HiKO yia 10 pwg Kat Tnv SouAEld Pe TV Kapepa.

A, val! - vopilw nwg évag véog ouvBETNg ovopatt
TCoakivo Pooivt éxet ABN ypAweL Tn JOUOIKN TNG TaL-
viag ...

Metdppaon Zwn-Mupt@ Pnyonotiou

Director’s Statement

Adapting Frédéric Vitoux's novel for film was a
challenge for me. Strangely, | was charmed by the
idea of basing a story on a passive hero: a man
without a specific goal, whose only enemy is
himself. The young Stendhal is a particularly funny
and unusual film hero — unable to find a direction in
his life, since he is bored by every prospect that
presents itself, and deludes himself using his
genius and clarity only on others.

| quickly understood that many of today's young
people would be able to recognize themselves in
this 19th century hero. Like Henri Beyle, many of us
have dreamed to travel the world, free from social
ties, without being willing to admit that what we are
trying to get away from was our own failures. Just
like Henri Beyle many young people have at some
point tried their luck with an unavailable woman,
abandoning the battle at the first sign of rejection,
too cowardly to risk one more wound. These are the
pedestrian things of life, but we seldom see them on
the screen. Film heroes are supposed to go to the
end, achieve their goals or die on the field of battle.
Stories are never based on the incongruityof human
everyday life...

Well, this one is!

Using the novel | tried to build the plot around the
main character, without involving him. Beyle really
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480 OeauiBaA Kwnpatoypdgpou Beaaalovikng / 48th Thessaloniki International Film Festival

doesn’t want to get involved in the story for a very
simple reason: he has decided to not get involved
with anything, to stay out of this world and to
contemplate. At 33 years of age he has been
disappointed by all his previous activites — trade,
economics, the war... So he calls himself an
observer.

But in this little village, with its dark politics, its
savage superstitions and its secret torture
chambers, inthis place where the ghost of Napoleon
gives a final battle, will he be able to remain an
“observer?

In a strange way, | see the rest of the novel's heroes
dancing around Beyle. Each of them could have rep-
resented something missing: the Count, nostalgic
because of his exile, still has his descent, while
Henri feels rootless. Josephina has her faith, while
Henri is too logical to understand the existence of
God. Gabriella is a patriot — Henri has never had
anything to do with this subject. Rossini has
success.

Developing the script, | purposely chose to not give
Rossini the importance he has in the novel. For
Frédéric Vitoux, the “La Comédie de Terracina”
narrates an imaginary meeting between Stendhal
and Rossini. It is a literary game, it almost
resembles a talk show. So it seemed to me more
fitting to keep Beyle as the protagonist and frame
him by characters who are just as important. | am
sure that the story must not be filled with cultural
references. The way | understand it La Comédie de

Terracinais not even a film about Stendhal.
Itis a film about a guy named Henri.
Or even a film about the spiritual weakness to act.
The truly innovative thing | tried to achieve was a
mixing of genres. Working with many subplots, with
back stories and a kind of symphonic structure, the
result should have had a strange and exotic taste! A
comic idyll, adventure, period thriller, romantic
comedy, European western, the public should have
been able to find something of all of these in this
film. The age and the place are the most attractive
elements and create an impressive and sensual
dynamic for lighting and camera work.
Oh yes! — | believe a young composer named J.
Rossini has already written the film’'s musical
score...

Translated by Tina Sideris

MNwc diaokevaotnke
éva ano ta BuBAia pou

tou Frédéric Vitoux

EivatoUvnBeg pawvdpevo. Otouyypapeic anoyonted-
ovrat and g Siaokeuég twv BiBAiwv toug. Mpobooia!
‘Oot Bupdpaate tnv veupikn Kpion tng Marguerite
Duras étav yupiotnke O epaotri¢tou Jean- Jacques
Annaud. Onwg o Victor Hugo anaydpeue tnv peho-



Nae Caranfil

noinon twv otixwv Tou, 101 ané 6 Kat népa Kat ot
ouyypagelg anayopeUouv ta tpaBeAvyk katd pikog
1wV oeAibwv Toug ([agou elonpagouv npdra ta Sikat-
@patd Toug...). Zexvouv 6t n LoTopia tng téxvng eivat
Qraypévn and anotunwpara, avipetaBEoeLg kat
napaAiayég. O Alownog evénveuoe tov La Fontaine,
o Haydn tov Brahms, n BiBAog epnvéet 6Aov tov
k6opo, o Adving tov Botticelli, o Beaumarchais
epnvéeitov Mozart kattov Rossini... ANa ag enavéA-
Bouype o€ nto npootd napabeiypara.

0 Antoine de Clermont- Tonnerre, BéAovtag va Kavel
v napaywyh piag tawviag Baowopévng oto «La
Comédie de Terracina» (ekb6oeig Seuil) pe pidtnoe
av Ba nBeAa va kavw o (6o Tnv Blaokeun. Aev 10
hBeAa kaBéAou. Av o oknvoBEtng entBupoloe va
XpNoonothoeL To €épyo pou oav Bdon yia va otnpi§et
10 61k6 ToU NpoownIk6 épyo bev EBploka KATLKaké o
autd. 0 Nae Caranfil, o veapdg oknvoBétng and tn
Poupavia tou onoiou n nptn tawvia to 1993, Mpv
Kpépeate an'to napdBupo pou eixe apEoet NoAU, npo-
tipnoe va ouAéyel pévog Tou napoucidoviag pou
napo6A’ autd to oevaplo ota Sidpopa otadid rou. Mpé-
1eiva NnoAAEG aAAayég pévo eneldn o Caranfil bev
yvpie kaAd tov Stendhal oUte Tnv ltaAia Twv apx@v
tou 19°Y awbva. Auté fitav 6Ao. Etot to «La Comédie
de Terracina» éywe lAukid anpa&ia.

Mpiv 10 puBlotépnpd pou unhpxe éva Keipevo, Yla
napdypagog tou «<Rome, Naples et Florence» énou
o Stendhal avagepdrav otnv ouvavinoh Tou pe Tov
Rossini oto navboxeio tng Terracina tov lavoudpto
tou 1817. H guvdvtnon auth htav gavraotikn. O
Stendhal aviAhgBnke tnv eniBupia Tou w¢ npaypa-
ukoétnta, npaypa copd. Ondre yiari va pnv avantiget
Kaveig autd to Wépa kat va pnv gaviaotei toug 0o
autoug Avipeg va nepvoUv NOANEG HEPEG O” QUTAV TNV
néAn otaBpé ota oUvopa tou BaotAeiou tng NanoAng;
Eyw nBeAa va anobwow éva kAipa Aiyo peAayxoAkd
ané énepa pnouga. O oknvoBEétng, éxoviag pia tpa-
ykh npooéyyion otnv lotopia, ané yépa o€ Yépa,
1évioe 1ig avtiBéoelg tou BiBAlou. H ykapobdva tou
navboxeiou, évag xapakthpag and Tov Xwpo g
kwpwbiag, yiveral otnv tawia pia pdylooa f nabia-
opévn bohogdvog. O oknvoBétng bev Biotalet va piget
tov Stendhal (eppnveupévo ané tov Frangois Cluzet
He pla proyeph eowrepikdtnta) akdpa kat otnv
QuAakn. MEAa kat Baoaviothpila ouvundpxouv otnv
Terracina tou Nae Caranfil. Ev ouvtopia Bploképa-
ote Aiy6tepo oto pavredl kAipa tou Rossini katnepio-
od6repo o€ peAdSpapa tou Verdi.

Mou apéoouv autd ta GApata tng avraociag. O Beyle
e@euplokel Tov Rossini oto npdro BiBAio nou uno-
ypaget wg Stendhal. Exnoa éva puBiotépnpa ndvaw
o€ autd 1o eUpnpa. Evag oknvoBETng 1o xpnoionot-
el yla va puaget pua rawvia pe andvBpwnn kopyoétnta.
Notog puBiotoploypdgocg, oknvoBétng, Spaparoup-
Y6¢, xopoypa@og h pouoikég Ba epnveuotei pe tn
oepa tou ané to €pyo tou Caranfil;

Observateur | Anpikiou 1999
Metagpaon EAniba KaMviépn

How One of my Books Was Adapted

by Frederic Vitoux

It is a common phenomenon. Writers are
disappointed by adaptations oftheir books. Betrayal!
We allrecall Marguerite Duras’ nervous breakdown
when Jean- Jacques Annaud's The Loverwas shot.
Just as Victor Hugo forbade the setting to music of
his lyrics, writers forbid tracking shots of the length
of their pages (after receiving payment for the
rights...). They forget that the history of art is made
up of traces, transpositions and variations. Aesop
inspired La Fontaine, Haydn inspired Brahms, the
Bible inspires the whole world, Dante inspired
Botticelli, Beaumarchais inspired Mozart and
Rossini... But let us get back to more approachable
examples.

Antoine de Clermont- Tonnerre, wanting to produce
a film based on “La Comédie de Terracina” (Seuil
publications) asked me if | wanted to do the
adaptation myself. | did not want that at all. If the
director wished to use my work as a base from
which to create his own work, | found nothing wrong
with that. Nae Caranfil, the young Romanian direc-
tor whose first film in 1993, Don't Lean Out the
Window | had liked very much, preferred to work
alone, nevertheless showing me the script in its
various stages. | suggested many changes only
because Caranfil did not know Stendhal well, nor
the Italy of the beginning of the 19th century. That
was all. So “La Comédie de Terracina” became Dolce
Far Niente.

Before my novel there was a text, a paragraph from
“Rome, Naples et Florence” where Stendhal referred
to his meeting with Rossini at the Terracina inn in
January, 1817. This meeting was fantastic. Stendhal
handled his desire as a reality, which was a wise
thing. So why not develop this lie and imagine these
two men spending many days in this station town
near the border of the kingdom of Naples? | wanted
to give it a somewhat melancholy air, from opera
buffa. The director, having a tragic understanding of
the story, from lie to lie, stressed the contradictions
of the book. The waitress at the inn, a comic
character, becomes a witch in the film, or a maniacal
murderess. The director doesn’t even hesitate to
throw Stendhal in prison (acted by Frangois Cluzet
with a burning inwardness). Laughter and torture
coexist in Nae Caranfil's Terracina. In short, we are
less in the flamboyant style of Rossini, and more in
the melodrama of Verdi.

| like these flights of imagination. Beyle invents
Rossini in the first book he signs as Stendhal. | built
anovelonthisinvention. A director uses itto make a
film of inhuman elegance. Which novelist, director,
dramaturge, choreographer or musician will be in
turn inspired by Caranfil's work?

Observateur | Anpiiou 1999
Translated by Tina Sideris
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OuavBpwnia

Philantropica / Philanthropy

Poupavia - l[aMia / Romania - France 2001

IknvoBeoia-Levdpio/Direction-Screenplay: Nae Caranfil

Qwroypawpia /Cinematography: Vivi Dragan Vasile
Movra/Editing: Thierry Derocles, Tiberiu Teodoroscu

"Hxo¢/Sound: Jean Claude Brisson, Francois Domerc, Horea Murgu

Mouoiki/Music: Marius Mihalache

KaMwtexvikn ieGBuvon/Art Direction: Mihnea Mihailescu

KootoGpia/Costumes: Svetlana Mihailescu

Mapaywyég/Producer: Cristian Comeaga, Antoine de Clermont-Tonnerre

Mapaywyn/Production: Domino Film, Romania & Mact Productions, France & Media Pro Pictures,
Romania. Awdpkeia/Duration: 110" Eyxpwpo/Color. 35mm

HBonotoi/Cast: Mircea Diaconu (OBiviiou [kopéa/ Ovidiu Gorea), Gheorghe Dinica (Mr Pepe), Mara
Nicolescu (MipoUva/ Miruna), Viorica Voda (Nudva NtopnpoBioéokou/ Diana Dobrovicescul), Cristian
Gheorghe (Pépnept NtopnpoBioéakou / Robert Dobrovicescu).

BpaBeia/Awards: BpaBeio Kowvou / Audience Award —

Paris FF 2002, Young European Jury Award - Mons

Int. Festival of Love Films 2002, E\61k6 BpaBeio Entponig / Special Jury Prize — Wiesbaden goEast 2002.
BpaBeio Kool / Audience Award — Wiirzburg Int. Filmweekend 2003, BpaBeio KaAutepou Zevapiou /
Best Screenplay Award — Newport Beach, 2003, BpaBeio KowvouU / Audience Award — Bratislava, 2003

0 OBivtiou eivar 35 xpovv, avinavipog, kat {eL akd-
Ha e Toug Yoveig Tou oto Boukoupéott. Epyaletat wg
baokahog kat ovelpedeTal pla pépa va yivel peyarog
ouyypagéag, av Kail Bpioketal aképa otnv npdtn
napdypago tou pubiotopnpatdg tou. H Lwh tou
KUAGEeL xwpig anpéonta Kal xwpig noAAG xphyara,
HéxpLTn pépa nou epwrelerat tn Nudva, pia navé-
Hop@n ElKOoApa Nou KAVEL pla Stapnpion obovis-
Kpepag otnv tnAeépaon. H Nudva, yvhola eknpéow-
nog tNG Nio NPAyHatiotikng véag yeviag, Héxeral va
Byel pe tov OBivriou, aAAa ot entBupieg tng eivat
HuoBAoTaKTES yla Ta NEVIXPA OLKOVOUIKGA TOU péoa.
Anogpaotopévog va pnv T xaoel, o OBiviiou pnAéxke-
1aLy’ éva nepiepyo ibpupa nou Aéyetal «Filantropica»
KalL NPOOPEPEL TIG UNNPEDIEG TOU OE OPABEG NOU avi-
Kouv otn pagia Twv {nudvwy, naipvovrag nocoota
an’ 1a képbn Toug...

Ovidiu is 35 years old, single, and still living with his
parents in Bucharest. He works as a school teacher
and dreams of becoming a great writer, but he can't
get beyond the first paragraph of his novel. His
uneventful, modest life is turned upside down one
day, when he falls in love with the beautiful, twenty-
year-old Diana, who appears in a toothpaste
commercial on TV. Diana, a true representative of a
pragmatic younger generation, appears to go out
with Ovidiu, but her desires put a significant strain
on his meager finances. Determined not to lose her,
Ovidiu becomes involved in a strange foundation
called “Philantropica”, which offers its services to
various beggar Mafia groups and charges a
percentage of their earnings. ..



Nae Caranfriil‘

®avlpwnia A. E

tou Alex Leo Serban

H @avBpwnia (2001) tou Nae Caranfil npaypatedetat
10 {610 oxeb6v BE€pa pe 1o [Epr) Mnddatou Cristi Puiu 1o
2001 (6nAabh pia anooaBpwpévn ané tn Magia Pou-
Havia). O Caranfil 6ev evbiapépetat yia 6éypara kat bev
ovelpeUETaL «va PEPEL ENAVACTAON» OTOV KIVNHATO-
ypdpo. EivatévagkAaooikdg oknvoBETNG: NPOOEKTIKGG
aAAG otépeog. An' Tnv GAAN, 60€G POPEG Kal va enava-
Ad@Bet kaveig Tnv Kowvotonia nwg «kGBe Lotopia enné-
YeLn poppa ey, bev eival pdAov apketég. H kapepa
oto xépt Atav avikn yla tnv anewkévion g dpdong
otn [Epn Mndda, dnwg akpBg Ki n «naAopobditikn»
agrhynon talplaet TéAELa e 10 ElpwVIKG napapdBilnou
eivaun @AavBpwnia: éva eibog «/Movoiwv Kkat Prwxwv
nou BAénouv tnAeépacn».
(¢ kaBapdg Kivnpatoypagog, n @avBpwnia ivat
avartepn tou Tayko omnv Aopalto (1996)- we kaBaph
aghynon eivat noAU nio ouvapnaotukn and 1o MAukid
Anpaéia (1998)- ki 6oov agopd tnv kaBaph pdon
unepBaivel katd noAU 10 Mnv kpéueate an’ 10 napd-
Bupo (1993). Le kGBe nepintwon, nap’ 61t pnopoUpe
V@ aVTIHaxnoOUHE yia to ndoo KaAd ta nfiye n @kav-
Bpwnia ot oxéon pe tnv npwtn taivia tou Caranfil,
éva npdypa polaet oiyoupo: pe Tnv enthoyn tou Tit-
Aou, 0 oknvoBEtng anokaBaipeoe enttuxwg 1o ouvat-
oBnpatiké Kat 1o npoowniké (tou tinou «Baoiopévo
OE Npaypatkég epnelpieg») kat Siakivbuveuoe pe
enuruxio - pe 1o iblo elbog ayoyou oevapiou Kat eAku-
OTIKWYV Npwwv nou unoBonBABnke 6 and tnv
npaypateia ndvw otnv Aoyotexvikh npoownonoinon
nou fitav n Aukid Anpa&ia- otn ogaipa tng Kowwvi-
KAG kKwpwbiag otnv onoia k6AAnoe péxpt éva BaBud
10 Tayké omnvAopaAro. H @havBpwniapnopei aiyou-
pa va nepngaveleratl nwg Atav Pia e§alpenkd epno-
pwnh tawvia, kattautéxpova éva auteur pavigéoro. Ev
oAlyorg, eivat pa wvravi anédet§n 6t ot oknvoBEteg
HnopoUv va Kavouv NoLoTIKG Kivnpatoypapo xwpig
va Xavouv 10 Kotvo f TNV atopIkéTnNTa Toug.
Me Aiya Aéyta, n @havBpwnia eivar évag {oupepdc,
Herapoviépvog HUBoG EKNANKTIKAG EMvonTikétnTag
(nEvwon twv {nudvwv!), a§lopvnpdveutwy SiaAd-
ywv, Kt evog 1évou 1600 Slapopetikol and ekeivov
nou enkpatel oTo oUYXPOVO POUHAVIKO Kivnpato-
ypdgo ote o Caranfil Ba énpene va BpaBeutel
~npwra an’ 6Aa, pe 1o BpaBeio «Birapivn tng xpo-
vido» yuari S1éBAeye pla kwpwbia Tou evég exatop-
Hupiou ekel nou ot Aot bev Ba éBAenav pakpUtepa
ané pag dexdpag 6papa. Enibé€og kat E§unvog
oevaploypagog, o Caranfil anogelyet ra kaBiepwpé-
va kho€, ByaZel baxkpua yélou ané v kaBnpepivi
nelohoyia, kai bev §exva oUte yia pua otyph nwg n
Eg@eupenkérnra (kat 6xt n Mipnon) eival o aopaAé-
otepog 1pénog va kavel kavelg autdv tov bialtepo
Kivnparoypago nou pével otn pvipn. TéAog, n @av-
Bpwnia kepbilel koIvO KaL KPIIKOUG OE Wia XDPa
otnv onoia Kt ot 500 emloUv PePopEvOL Povo HE
mAeépaon. ..
Libertatea. 2002
Metagpaon Zwh-Muptad Pnyonodhou

Philanthropy Ltd

by Alex. Leo Serban

Nae Caranfil's Philanthropy (2001) deals with much
the same subject as Cristi Puiu's Stuff & Dough from
2001 (namely, a Mafia-riddled Romania), though
differently. Caranfil is not interested in dogmas and
entertains no dreams of ‘revolutionizing’ the
cinema. He is a classic filmmaker: safe, but solid.
Butthen, can one repeat the truism that “every story
chooses its form” too many times? The handheld
camera was ideal for portraying the action in Stuff &
Dough, just as ‘old-fashioned’ storytelling is perfect
for the ironic fairytale that is Philanthropy: a sort of
“The Prince and the Pauperwatch TV"!
As pure cinema, Philanthropy is superior to Asphalt
Tango (1996); as pure narrative, it's much more
exciting than Dolce Far Niente (1998); and as far as
sheer scope is concerned, it far outstrips Don't Lean
Out of the Window (1993). In any case, though we can
still debate how Philanthropy fares in comparison
with Caranfil's debut feature, one thing seems
certain: with his choice of title, the director has
successfully purged the sentimental and the
personal (of the “based on real experiences” sort)
and ventured successfully — with the same brand of
clockwork-script-&-endearing-characters, this
time helped out by the essay on literary
impersonation that was Dolce Far Niente — into the
sphere of social comedy which was, to a certain
extent. bogged down in Asphalt Tango...
Philanthropy may surely claim the panache of being
both a hugely popular movie entertainment and,
paradoxically, an auteur manifesto. In short, it is
living proof that directors can make quality cinema
without losing either their public or their
individuality.
Inanutshell, Philanthropyis a succulent postmodern
fable of astonishing inventiveness (the beggars’
Union!), memorable dialogue, and a tone so unlike
that prevailing in current Romanian cinema that
Caranfil should be awarded - first and foremost -
with the “Vitamin of the year” award for seeing a
million-dollar comedy where others see no further
than two-penny dramas. A deft and intelligent
scriptwriter, Caranfil sweeps away the accepted
clichés, milks tears of laughter from everyday prose,
and never forgets for a second that Invention (rather
than Imitation) is the safest way to making that
special cinema-to-remember.  Ultimately.
Philanthropy wins over both public and critics in a
country in which both survive on a dietof TV...
Libertatea. 2002
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MouAwvrag Aiyn ductuxia
TngAQ\u M. Manayiavvn

H kaBuotepnuévn nopeia tng Poupaviag npog éva
0UOLa0TIKG KaBeaT)G Gnpokpatiag EQepe éva peyd-
Ao HEPOG TOU KolvwVIKOU GUVOAOU TNG XWpPag o€
apnxavn kat Suopevh BEon, OTPLHWYHEVO Yia ApKETA
xpovia avapeoa o’ évav Nald Kat o’ évav — Pévo ev
Suvdpel - véo kdapo. Etn Hekaetia tou ‘90 npoékuye
£101 pla eUPELa KOWWVIKN TAEN, OPKETG OUYKEKPIHE-
vn NAIKLOKG, He paveph anatctobogia kat eEAaxioteg
duvarétntegyla eupdpela. inv @havBpwnia, o Néne
— EMMNVEUOTAG TOU OPWVUHOU «16pUpatog»- xtileL 1o
Batpo twv {nidvwyv Nnavw o’ auté akplBWE 1o THRpa
ToU KowvawvikoU totol. Exel entnAéov katavonoel ot
otov 210 awva akdpa Kat n nio asnpavin piiavBpw-
nia anoteei péBodo Gpeang apaptidy yia noAAoug
oUyXxpovouG evoxIkoUg NAEOVEKTEG. Kal 6Tt n npoow-
nikn atuxia pnopei va eivat éva véo Kat Loxupo epno-
PIKO 6rA0: 6x1 pia Slagnpion nou napakoAouBeig pe
euxapiotnon —enedn NPooPEPEL EIKOVES Plag wpat-
61epNnG {wNnG- aAAG pLa SuophpLon TwV oVEipwY oou,
nou Ba NANPWOELG EuXapioTwg yia va ano@uyeLg.

1o ypageio tng Filantropica, kat niow ané ng koup-
Tiveg nou anewkoviouv toug Aidupoug Mupyoug, pla
napaotatkn Kat éPyuxn Beatpikn oknvi anAdverat
oto &popo. Mavw oe autiv Nepipévouy yia 10 poAo
T0UG oL £NalTEC Kal 0 XEIPLOTAG TOUG NAGBEL pE euBu-
pia ta aplotoupynpatd tou, bnploupyel Lotopieg,
ouvBEétel kootoUpLa, ypdgel tpayoudia, avabétel
XAPAKTAPEG, HE TPOMNO XapLOPaTIkG Kat yEAaoTd anet-
Antkd. H ibia n Poupavia, niotevel o MNéne, éxelano-
10xeL ywati Sev €pel ndg va {nuiavéel enttuxnpéva
ané toug ebnopoug tou nAavhtn -bev SlaBérel Tov
anapaitnto Beatpviop6 Kat TAAEVIO OTO HAPKETIVYK.
Mnopel va eivat pla xdpa nou opUZeL and UALKS

AONNg Kat oupPopdg, alAa bev éxel pdBet nag va 1o
nouAnOEL 0° AUTOV ToV KalvoUplo K6OWO TG Nayko-
optonoinong, pe ta véa 6ebopéva kat TG okANpEG
anatthoelg. To kAeldi yia tov napabeioo twv oAa-
piwv tou Pepe kat o nupfivag tng 616axng tou, 6pwe,
eivat ot Lotopieg Tou.

Me évav noAU kaBopiotiké tpéno, n don Kat n xph-
on NG TEXVNG TNG apnynong, TNG pavraciag Kat ing
KAtaktnong tng yAwooag petapop@avetat piiika oe
£va TETOL0 LOTOPIKO Kal KowVIKO NAaioto 6nwg autd
g @AavBpwniag. OLIOTOPIEG, OL OIKOYEVEIOKEG apn-
yNoeLg, ot pUBot, naifouv ndvia péAo atn Siathpnaon
TNG UVARNG Kal oTnV Katavénon tng unéotacng evog
OUVOAOU OLKOYEVELaKOU, PUAETIKOU, KOIVWVIKOU,
BpnokeutikoU. Ztnv @lavBpwniia, o€ pla Kowvwvia
aBeBaldtnTag kal oUYKeXUpEvwY agldv, ot LoTopieg
yivovtal epyaleia otnv epnopeuparonoinon tng
duotuxiag —o péBucog notnthg Tou otabpou anay-
YéNAeL Ta 600 Kat povadikd Tou notipara, yla éva
opnvakt Botka. Ot anoAaBég tou ivat UMKEG, aAAG
Kat Yuxikég. Ba pnopoloe va Bewpnoet Kaveig —pe
Aiyo napandvw 6eaAtopé- 61t o {nTidvog notnthg
yupeUet éva yhypa entkovwviag péoa and to guvro-
Ho dyylyHa HE Toug akpoatég Tou. Ta nopata pwe
6ev eival kav ypappéva ané tov idlo, kaBilotdvrag
£101 TOV ouvaloBnpatiké, avBpwnive Toug poAo pia
wpaia oknvoBetnpévn NAGVN.

Auth 6pwg bev eival povo pia otopia pidépiag, aAAa
Kal pia otopia yAagupng epeupeuikotntag. Mpdypa-
1L, Tou {61ou Tou Caranfil tou apéoet va enwvoei yia n
Xapd tng apnynong — undpxel eggaving anéAauon
otnv naxvidLapikn patd tou otnv Lotopia, TpaBnypé-
vn ané pla napatnpntikn, oxedov KWHIKA KApepa,
nou petakiveitat taxdtata ané 1o éva npéowno oto
GMo. H tawvia &€ Bapuvetal and tov KOWwviKo Tng
npoabloptopd, aAaG endelkvUeL aydnn yia tnv eAa-
@pOTNTa Kal 1o eutpdnelo Ki ival Beppn anévavtt
OTOUG NPWEG TNG, NOU povo hpweg Sev eival.

0 npwraywviothg, o OBivtiou, eival anotuxnpévog
ouyypagéag, Ki o (610G EQeUPETNG LOTOPLWV -NOU
Kaveig &€ BéAeL va SlaBdoel-, kakopoipng alAa pe
a§onpéneta. MNa va ta BydAew népa, yiverat o idog
Xapakthpag Ylag nAaotng apnynang, otnv onoia
QpXIKA QVTIOTEKETAL, PEXPL VA apXxi{OeL va tnv anoAap-
Bdvel, va tnv ekAoylKeUOEL Kat TEAKE va HETAHOPPwW-
Bel o€ authv. Ztnv NpwIn 10U YETAPOPPWON, yia va
EVIUNWOLdoeL Tn yuvaika-gavraciwon eival, «{nua-
vog LG KaBnpepvég, npiykinag ta ZaBBatokUplaka»,
TEAIKG OpWG a@nveTal otov Nouxo, xwpig noAAa
pioka péAo nou eivat nto Kovtd atov (6o Tou Tov EQu-
16. Autdg eival o TpoNog va XwpPEoEL, E0Tw Kat nAa-
014, ota 6pla eveg Kovwvikou cupBoAaiou nou tov
QQAVEL aNoyUpVWHEVO and auBeviikn NPoownike-
NTQ, TOV HETAPOPPWVEL OE APXETUNO —KaL OTEPEGTU-
no-, otepnpévo ané 1§ aAnBivég Tou Lotopieg. O 0Bi-
vilou Kat n Mipouva napabibovrat oto napapibt nou
TOUG EVEVEL, WE éva Tpdno Aunnpd, aAAG Kat TpuQepod:
TouAdxtatov n ouvevoxn otny atafia kat kanota
auBeviika ouvaloBnpata Ba kdvouv uno@epth ™
ouvunapgn toug oto i6lo kpeBart.

OxtwBprog 2007



Nae Caranfil

Selling a bit of misery

By Lilly M. Papagianni

Romania’s delayed journey towards a meaningful
democratic regime dragged a large part of the
country’s social whole into an awkward and
unfavorable place: crammed, for a period of many
years, between an old and a not quite new world.
During the 90s, a wide social class emerged, one
that was quite age-specific, obviously disillusioned
and which enjoyed little chance of prosperity. In
Philanthropy, Pepe — the inspiration and driving
force behind the ‘institution’ of the same name —
builds his beggars’ theatre on precisely this exact
social stratum. He also understands that even the
slightest gesture of philanthropy is the designated
method for having one’s sins absolved for many
contemporary, guilt-ridden, greedy people.
Individual misfortune becomes a new and
powerful commercial weapon: not an advertise-
ment you watch with pleasure as it proffers
images of a better life, but a visualization of the col-
lapse of your dreams. And you will gladly pay to
avoid that.

In the Filantropica headquarters, behind the
curtains depicting the Twin Towers, an vibrant
theatrical stage sprawls onto the street. On it, the
beggars await their entrance as their puppet
master joyfully creates his masterpieces, concocts
stories, makes costumes, composes songs and
allocates roles in a charismatic and cheerfully
menacing manner. According to Pepe, Romania
itself has failed because it lacks the ability to
purloin from the world's affluent; it does not
possess the necessary theatricality and marketing
talent. It may indeed be a country replete with the
raw material for stories of wretchedness and
misfortune, but it has no idea how to sell them to
this new globalized world, with its new specifics
and its new demands. The key to Pepe’s dollar-
heaven, and the core of his teachings, are his
stories.

In a very determinative way, the nature, use and art
of narration, imagination and the conquering of
language are radically transformed into
Philanthropy's social and historical context.
Stories, family accounts and myths have always
played a part in the preservation of memory and
the understanding of the essence of a group, be it
a family, ethnic, social or religious one. In
Philanthropy. in a society of uncertainty and con-
fused values, stories become tools in the
commercialization of misery. The drunken train
station poet recites his two and only poems for a
shot of vodka each. His payoff is both material and
psychological. Being overly idealistic, one could
say that he is looking for a smidgen of human
communication through interacting with his
‘audience’. The poems, however, were not even
written by the drunk himself, which establishes
that their human and emotional role is that of a

well-staged fallacy.

But this is not a story of unrelenting gloom:; it is also
a tale of startling ingenuity. Indeed, Caranfil himself
is keen on inventing, for the pleasure of storytelling
itself. There is a perceptible delight in his playful
perspective on the story, shot by an observant,
almost comic camera which moves rapidly from
one face to another. The film is not burdened down
by its social orientation, but demonstrates a love of
lightness and facetiousness, as well as warmth for
its heroes—who are really anything but.

Ovidiu, the story's protagonist, is a failed writer,
himself an inventor of stories, albeit stories nobody
really wants to read: a poor—but dignified—sod.
To make ends meet, he becomes the main
character in a fake story to which he is initially op-
posed. Very soon he comes to enjoy and rational-
ize it; in the end, he becomes it. In his first
transformation, in order to impress his ultimate
fantasy woman, he is a “beggar during the week
and a prince at the weekend". Ultimately, though,
he will become a not-so-risky character who is
closer to his own self and disposition. For him, this
is the way to fit, even in a bogus way, into the
framework of the social contract: the contract that
strips him of an authentic personality and moulds
him into the role of an archetype — and a stereotype
- deprived of his real stories. Ovidiu and Miruna
surrender to the fairytale that unites them, in a way
that is both sad and tender: at least their complicity
in this mischief and a degree of genuine emotion
between them will make it either to sleep in the
same bed.

October 2007
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Ta unoAotna eivat owwnn

Restul e tacere / The Rest is Silence

Poupavia / Romania 2007

IknvoBeoia-Zevaplo/Direction-Screenplay: Nae Caranfil

Qwroypapia/ Cinematography: Marius Panduru
MovraZ/Editing: Dan Nanoveanu

"Hxog¢/Sound: Gelu Costache, Florin Tabacaru, Brian Riordan

Mouowkn/Music: Laurent Couson

KaMurexvikn 61eG8uvon/Art Direction: Calin Papura
Kootolpia/Costumes: Doina Levintza
Mapaywyég/Producer: Cristian Comeaga
Mapaywyn/Production: Domino Film, Romania.
Awdpkera/ Duration: 140" Eyxpwpo/Color. 35mm

HBonotoi/Cast: Marius Florea Vizante (Tkptyk/ Grig), Ovidiu Niculescu (Aeév/ Leon), Mirela Zeta
(Epiha/Emilia), loana Bulca (ApiotitZa/Aristizza), Nicu Mihoc (Tévi/Tony)

BpaBeia/Awards: BpaBeio KaAUtepou Zevapiou / Best Screenplay Award - Paris FF 1995,

Aeltepo BpaBeio / Second Prize — Hartley & Merrill Int. Scriptwriting Competition, Los Angeles 1999

Aev eivat eGkoAo npdypa va €xel kaveig nAoUoto na-
1épa. O lkpyk eival o Hekaevviaxpovog ylog evog
otap tou EBvikoU Bedtpou otig apxég tou 20ou aw-
va. O npoownikég tou entd6oelg elval, nap’ 6Aa au-
14, KANWGE aNoYoNTEUTIKEG. .. YNEpBoAka Kovtdg yia
I oknvh, unepBoAka viponaAdg HE TG yuvaikeg,
unepBoAikd nAnBwpikég otov Tpéno {wng tou, o
ylog etoipaletal va Kavel 1o éva kal jovadiké npay-
Ha nou o narépag Tou Bewpel aouyxwpnto AdBog:
va oknvoBETAOEL pia Tawvia yla Tov Kivnpatoypdgo!
Ovelpeletal Tnv nio PeyaGAn o€ xpovikn Blapkela Kat
peyahonpenh tawia nou éywve noté. Npdkeat yia
v Aentopeph €§LOTGPNON TOU MOAEHOU HE TOUG
ToUpkoug, katd tov onoio n Poupavia képbioe tnv
ave§aptnoia tng, npwv ané 35 xpovia. ..

It's no easy thing to have a rich father. Grig is the 19-
year-old son of a star of the National Theatre at the
beginning of the 20th century. His own
achievements are, however, slightly
disappointing... Too short to get on the stage, too
shy with women, too excessive in his lifestyle, the
son is about to make the greatest mistake, to
commit the one thing his father would consider an
unforgivable sin: to direct a movie! He is dreaming
ofthe most grandiose and long film to ever be made.
It will be the exact retelling of the war against the
Turks, in which Romania gained its independence,
35yearsago...



_Nae Caranfil

Inpeiwpa rou oxnvoBétn

Na péva, n (ev péperaAnBivi) wotopia tou TaundAona
elvat owwnry 6ev eivat anAd éva aBpd apiépwpa otnv
«enoxh tng aBwdtntag» Tou kivnpatoypagpou. To
KIvnTpd pou éxel va KAVEL PE TNV aLdvia NEPINETELD
TOU KAAALTEXVN.

0 kdopog yupvael yOpw ané exeivoug nou dnpioup-
youUv kat ané exeivoug nou ayopaouv. Ot pev xpela-
Zovtat toug 6e. Mia tpayikh avarapaxh entkpartei
ndvw ané tn cuppaxia auth: avdpeoa otnv xwpig
avidAAaypa KaAATexvia Kat Tnv npaypatiotiki ayo-
pa, o ndAepog elvat anAwg BEpa xpovou. Alapéoou
Twv aiwvwy, o KaAitéxvng kat o Enitponog navra
aAnAookotwvovral. MNavw épwg and ta 600 Toug
owpara, 1a anotpénata kataBpoxBiopéva ané ta
OKOUANKLA, Ndvw akpitBg and tTnv anokpouoTikh
auth ogayn, otékeral TO EPIO péoa oe 6An T 668a
Tou pe éva apatoBappévo xapdyelo ota xefAn Tou. ..
Nat, §épw: yia pia tatvia nou Bewpd pnapdk kat
EVEPYNTIKA, OUYKLVNTIKA Kal aoteia, enkn Kat eAa-
@p1d, Ta Aéyla pou pnopei va akoUyovral KAnwg
nopnon, av 6x1 evieA¢ pakabpia. Npoanepdote
10: QuUT6 Nou €xoupe atnv 086vn eival pla KAaokn
LoTopia eNKeVIpWHEVN OTNV EKNANKTIKA NEPINETELQ
twv Mkpiyk kat Aedv. Kaveig kivnpatoypa@opirog
Hev Ba ndpet AdBog petpd ya to onitt tou, pnepbepé-
VoG and 1a peTapuotkd pou aUpBoAa. Av pia aAnyo-
pia ywa tnv kardotaon tou KaAAtéxvn npdKettal va
yivetavriAnnti otnv oAokAnpwpévn tawvia, auth eivat
HOvo pE TNV Hopph evEg acagpoug ouvaloBhparog,
Hiag avatpixidag, evég puotnpiou, kdu 6GokoAou va
ovopatiotei, koviivol o' auté nou cuvnBilape va
anoKaAOUWE «KIvNpatoypaQikn payeia».

Mari ot tawvieg, v enoxn nou apxilel n otopia pag,
poidouv npaypatika payikég! Eipaote oto 1911.
MbAig éxoupe §enepdoel TNy NpTn oTyph Navikoo,
nou éxet NpokaAécel n poBeph atpopnxavh nou gat-
vétav 61 Ba ouvrpiyet ta ndvra. Tprydpw undpxouv
payot: nidvouv eIkOVEG Kat TIG KAvouv va Kivouvral
otoug 1oixoug. Ztnv GAAN NAeupd Tou wKeavou, évag
kanotog Griffith voiBet viponn nou kepbietta npog
10 {nv pE pia navnyupldtikn atpagév. H «7M Téxvn»
pével va avakaAu@Bei. To kowvé dpwg eivat AN exel,
oto okotabi. ..

Kouwrd€re! Kuveitar ...

Metdppaon Zwh-Muptd Pnyonodiou

Director’s note

For me, the (partly true) story of The Rest Is Silence
goes beyond a gentle homage to the “innocent age™
of movie-making. There is something about the
artist's eternal adventure which makes me tick.
The world spins around those who create and those
who buy. The ones need the others. A tragic
confusion plans over this alliance: between
gratuitous artistry and pragmatic purchase, war is
just a matter of time. The Artist and the
Commissioner have always killed each other
through the ages. But on top of these two corpses
atrociously devoured by worms, right over this

repelling butchery, The Oeuvre stands there in allits
splendour, with a bloodstained smile onits lips...
Yes, | know: for a movie that | see as baroque and
energetic, touching and funny, epic and light, my
speech may seem somewhat pompous, if not
downright morbid. Skip that: what we have on the
screen is a classical story centered on Grig and
Leon’s fabulous adventure. No moviegoer will take
the wrong subway going home, confused by my
metaphysical symbols. If an allegory about the
artist’s condition is meant to become perceptible in
the finished film, it is only in the form of an obscure
emotion, a shudder, a mystery, something difficult
to name, close to what we are used to call “movie
magic”.

For movies, at the time our story begins, look really
magic! We are in 1911. We have hardly passed over
the first moment of panic, created by that terrible
steam engine which seemed to crush everybody.
There are magicians around: they catch pictures
and make them move on the walls. On the other
side of the ocean, a certain Griffith feels ashamed to
earn his living with a fair attraction. “The 7th Art" is
stillto be invented. Butthe audience is already there,
inthe dark...

Look! It's moving!...

Huépeg Ave€aptnoiag

tou Aeutépn Abapibn

«Zav dnpoupydg, 6nwe Kat 0 Xxapaktnpag Hou otnv
tawvia, aviinpoownelw pia pikphn Kat elBpavotn
KouAtoUpa. Aev eival eUKOAO va KATAKTAOELG TOV
K6opo and To Boukoupéat». Me autd ta Adyia o Nae
Caranfil kAelvet to onpeiwpad tou yia tnv teAeutaia
T1aivia Tou otov kat@Aoyo Tou QeoTIBAA Tou Aokdpvo.
Liyoupa bev nitav eUKOAO OTIG APXEG TOU NPONYOUHE-
Vvou aiwva, va 6pwg nou 1o 2007 n Poupavia BpéBn-
KE OTNV KOPUPN TNG KIVNHATOYPAPIKAG Npwronopiag
Katakrwvrag otnv kuploAe§ia tov kdopo. Kat 6pwg,
€V oL Kptukol napaploly yia tn peaAloukn ypagn
KaL 10 PIvigaAlop6é Tng véag yevidag Twv Poupdvawy o
«vovOG» Tou VEOU poupdvikou owvepd anogaailet va
otpagei oxebdv otnv npoiotopia Tou Kivnparoypd-
pou.lowg yrati 0 oknvoBETng nou 1o 1993 éBale pe o
viepnouro tou Mnv kpépeote an’ 1o napdBupo §ava
v natpiba Tou oo HieBvh Kivnpatoypa@ikéd xaptn
Hev aloBaverar ma 6u éxet va anobeiet tinote kat
enotpé@et e aBwadtnta otnv nnyn tng kKaBapng
Kivnparoypa@ikng anéAauong, tou AaikoU Bedparog
nou Atav Kanote 1o owvepd. lowc yrati pnopei noAAG
npdypara va éxouv aAAGEeL and 1ote, Gpwg n Snpt-
oupyia e§akolouBei va anoteAei éva owoigeto GBAo.

Ta undAotna eivat owwnn avoiyet kat KAelver pe n
@6ppa piag BouBng rawviag kat oto evéidpeoo ent-
otpateVel Tn Hop@h pagAapnpic toxoypagiag, évag
yvA010¢ 600 Kat VOOTaAYIKOG POPOG TIPNG oTnV ENoxn
wwv epeupéoewy, Tng Sarah Bernhardt kat tou
Houndini, tn¢ enéAQONg TOU POVIEPVIOHOU, OTN
payeia puag nepiéSou Gnou o KivNUaToypAPog KaL n
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yAwooa tou avakaAUntovrat and pndevikh agetnpia,
6nou n taxubaktuloupyia, av BupnBoUpe To ekNAN-
KTK6 The Prestige tou Christopher Nolan, Aiyo 61é-
Pepe and autd ta npwra BApara tng téxvng tng e€a-
natnong. Eivatn enoxn nou, 6nwg Kat ato KaAnuépa
BaBuAwvia twv abeppv Taviani, 6Aa poiafouv
Suvatd, nvéa, €BGopn, téxvn undoxetat tn Suvarétn-
10 VA JETAHOPPWOEL TOV KOOHO avanaploTwvIag Tov.
Eivat aképn n 1otopikn ottyph nou ot autokpatopieg
Karappéouv kat divouv tn B£an Toug ota ave§aptnta
€Bvika kpatn.

Me titAo davelopévo kaBoAou Tuxaia and TG TeAeu-
T1aieg aviydatikég AEEeLG Tou «ApAeT», EVOG Epyou
nou enavépxetal noAAanAd otnv tawvia, Ta undAotna
eivat owwnn eival Spapatoupyikd oUte Aiyo oUte NOAU
€va oe§nnpiké Spdpa, éva yaitavakt and ouykpou-
O€1G. AN TN HLa €XOUHE TOV ay@Va Tou VEapoU KaAAL-
téxvn [kplykép va xelpapetnBei, va §epuyet and n
Beatpikn kapiépa katano 1o «Baoikelo» nou o Seono-
KOG, Sidonpog nBonoldg natépag tou BéAeL va Tou
kAnpovopnoet, KaBw¢ BAEéNeL unoTiuNTIKA TN VEa
téxvn. And tnv GAn n AucoaAéa ndAn avaueca o€
€va veapo dnploupyd, nou etoipddetat va oknvoBe-
thoet npuw Tov Griffith tn peyaAUtepn oe Sidpkela tat-
via, kat atov abngayo paiknva Agdv, Evav npdipo
napaywyo nou StaAaAei xwpig evbolaopoug 6t npo-
otatevel Tnv Téxvn Kat Xt TOUG KAAATEXVEG, OTL va
enevoUelg bev onpaivel va bivelg, aAAd va naipvelg.
AUo avBpwnwy nou yvwpilouv 6t undpxet Béan
Hovo yla évav ané autolg otnv latopia. Ma tov
Caranfil 8ev eivat napd «n awvia Siapdxn avapeoa
otoug MixanA AyyeAoug kat tou lMdaneg autol tou
K6OpoU» €0Tw Kat av bev Bplokopaote pnpootd atnv
Kanéha Zi€tiva tou owvepd. Mpokettat 6pwg Kat yta
Tov ayva evog ave§aptnTtou napaywyol anévavil oe
€va navioxupo otoUvTlo 6nwg Atav TOTe N yaANkn
Gaumont, n etaipeia nou katéypaye povonwAaka
péoaandta enikalpa ot éva peyalo BaBué tnv eupw-
naikn wotopia twv apxdvtou 200V aibva. Eivat dpwg
Kal 1o Kuvhyt, T€Aog, plag yuvaikag, ylati nwc Kat
otnv Tawvia péoa otnv Tawvia n napoucia piag yuvai-
Kag ndvia evioxUeL kat KAvel nio evblapépouaa tnv
iviptyka. Kat 0pwg 6Aeg autég ol Gpapatikég
ouykpoUoelg avaBantiovial TOUAGXLOTOV OE KWL~
KOTPaYIKEG PEOA and To avatpentikd, Jaupo xtolupop
evOG oknvoBETn nou yonteUetal otaBepd and tnv
avBpnivn kwpwbia kat 6ev niotelel Kat oAU oTig
ayaBég npoBEoelg Twv avBpnwy, xwpig dpwe noté
va YIVETaL KUVIKOG,

Tautéxpova pag unevBupilel 6 Bplokdpaote ot éva
«npwtéyovo» napeABov 6mou n onpepivh naviodu-
vapia g elkévag potael akdpn pakpivn, 600 yla tn
oknvoBeaia tng elvat evieAd g Ayvwotn. Le Pia eUQuh
oknvh o Baodg tng Poupaviag avapwriérat i Sou-
Aeld pnopei va kAvel o0 oknvoBETNG 6tav undpxet
xpnparoboétng, pwroypdgog kat nBonotof, yia va
elonpaget 6ia oréparog Mkplyk6p TNV aNooTOPWTIKA
andvinon: «BagiAeVew. Kal 6pwg 1o veoolotato
poupaviké kparog avithapBaverat 6w n lotopia kat n
véa Tou TautéTtnta yia va undpgouv npénel va kata-
ypagoUv nAéov Kal o€ EIKOVEG, N avanapdataoh 1oug
elvatanapaitntn. Kat B€Bata 1o iblo onpaviikdg eivat

0 €AeyXx06 QUTAG TNG avanapaotaons Kat 10 IATpapt-
opa g péoa ané v enianpn ekboxn. H poupavikh
KuB£pvnan pixvel otnv nupd tnv avtinaAn ekboxn
¢ Gaumontyia tov néAepo tng ave§aptnoiag yiari ot
nBonotoi potdfouv unepBoAikad. .. EBpaiot kat o iblog
o Baow\dg anogaoilel va enevbuoel o€ pia eyxwpia
napaywyn 600 1o Suvatév nto nioth ota eBvika npoé-
twna kat 16e@dn. O Caranfil wotéoo bev evbiapépe-
a1 1600 yla tnv noAtkn, oUte otoxadetal navw oto
nwe eyypdgpetal n lotopia. Ak6pa Kat oL okNVEG Twv
Betepdvwv otpatnywv nou 6ev urnopolyv va KataAn-
gouv 010 NG akp1BwG 66BNKe n teAkn pdxn anéva-
V1L 0ta 0Bwpavikd otpatelpata anoteAolv Kupiwg
KOppATia KwUIKNG avBoloyiag.

Tov napacupel Kupiwg n Slaxpovikn Tpaytkn paxn
Twv 600 npwwv Tou, §uo Niovépwy nou avaiapBa-
VOUV va xaptoypagnaouv €va kavoUplo koopo, duo
nabaopévwy ovelpondAwyv nou eivat £Totpot va
Kataotpa@oUv KUVNYWVIag TG Xipatpég Toug Kat nou
Hev Ba diotdoouv va e€ovioouy o évag tov GAAov
ayvowvtag tnv epnuepn Sidotaon toug. e Kanowa
oknvn o napaywyog Aedv avapwTiétal av 10 GLAp
praypévo and UAké MoAU nio eUPAEKTO anod To xapti
Twv BiBAiwv f Tov {wypa@iké kapBa eival priaypévo
yta va eni{ho€l oo Népacpia 1ou xpévou. MNévre xpo-
via petd, 1o 1917 1o Boukoupéoti Bpioketat nAéov
KATw and yEPHAVIKN Katoxn, ol eoptacpoi yia ta 35
xpovia and tnv ave§aptnoia pavralouv nia apketd
Hakpivoi 6nwg kat o BpiapBog tng idlag ingtawviag. O
Baupaotég alvag nou PoAG Exel Eekivioet Ba alaG-
Eettoxdptn tng Eupdnng noAEG popég aképn onép-
VOVTag 010 NéPAcpd Tou eKatopBeg vekpv, o Agdv
Kat o Nkplykdp potpaia Ba xaBolv otadiaka otnv
avwvupia. Kat 6pwg 1o elBpaucto apvntikd Tng
auBevtikng Indipendenta Romaniei, Tng NPWING Tat-
viag puBonAaociag otnv 1otopia Tou poupavikou owve-
Ha@ Ba katopBwoeL va SlacwEl ev Pépet wG TG PEPES
Hag ota pdgua tng eBVIKNG TavioBnKNng, wg o andAu-
106 Kat 0 TEMKGG BplapBeutig pia oxeddv petapuot-
KNG 600 Kat Gviong HAxng e T0 XpOvo 6rou To €pyo
anobekvUeTal navia wxupdtepo ané 1o Snutoupyo.
‘OnwgAéeLoe kanowa oknvih n onoudaia nBonotég rou
Bedtpou nou neibetal va KAvel 10 ViepnoUTo NG 010
VEo avundéAnnto pégo «pnopei oto pEAAOV va pnv
éxouv tn @aibpa pou, Ba €xouv GUWE TNV KIVOUEVN
OKLA pou». Av 0 ApAet neBaivovrag and to SnAntn-
praopévo §ipog Autpdverat and To KUvayt Tng @lo-
Sogiag kat Twv oveipwv Tou KAnpovopwvTag 1o Bpo-
vo otov O@dprivpnpag, €dwd n  kAnpovopld
Hetapépetal kat Slaowletal oe pa tawvia waxvovrag
1oug BikoUg Tng napaAnnteg. Kat ta undAoina eivat
npaypat owwnn. ..

OktwBpiog 2007



Independence Days
by Lefteris Adamidis

“As an auteur, like my character, | represent a tiny
culture: it is not that easy to take the world by storm
from Bucharest™. With these words, Nae Caranfil
ends his note on his latest film in the Locarno
Festival catalogue. Surely it was not easy at the
beginning of the past century, but here we are, in
2007, with Romania at the forefront of cinematic
innovation, literally conquering the world. While the
critics rave about the realistic style and minimalism
ofthe new generation of Romanians, the “godfather”
of new Romanian cinema has decided to return
almost to the prehistory of cinema. Perhaps
because the director, who in 1993 with his debut film
Don't Lean Out of the Window placed his country
once more on the map of international cinema, no
longer feels that he has anything to prove and
returns with innocence to the source of pure

Nae Craranfil

enjoyment of cinema, to the popular spectacle that
once was cinema. Perhaps because many things
might have changed since then, but filmmaking
continues to be a feat of Syssifus.

The Rest is Silence begins and ends with the form of
a silent film and in the middle uses the form of a
brilliant mural, a genuine and nostalgic tribute to the
age of inventions, of Sarah Bernhardt and Houdini,
the invasion of modernism, the magic of an era
where cinema and its language were being
discovered from zero. where prestidigitation,
referring to Christopher Nolan's amazing The
Prestige, differed little from the first steps of the art
of illusion. This was the age where, as in the Taviani
brothers’ Good Morning Babylon, everything seems
possible, the new, seventh art promises the ability
to transform the world by representing it. It is also
the historical moment where empires crumble and
give way to independent nations

With a title borrowed from the final worlds of
“Hamlet”, not at all by chance, a work which is
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referred to multiple times in the film, The Rest is
Silence is dramaturgically more or less a
Shakespearian drama, a maypole of conflicts. On
the one hand we have the struggle of the young
artist Grigore to be emancipated, to escape the
theatrical career and the “kingdom” of his despotic,
famous actor father, who he wants him to inherit, as
he has contempt for the new art. On the other hand
is the rabid struggle between a young director,
getting ready todirect the longest film before Griffith,
and the greedy maecinas Leon, a budding producer
who shamelessly declares that he is protecting the
Art and not the artists, that investing does not mean
giving, but taking. Two people who know that there
is only room for one of them in History. For Caranfil,
this is nothing but “the eternal battle between the
Michelangelos and the Popes of this world", even if
we are not speaking about the Sistine Chapel of
cinema. It is however, also about the battle of an
independent producer against a powerful studio,
such as the French company Gaumont once was,
the company that monopolized, through newsreels,
to a large extent European history at the beginning
of the 20th century. And it is also the chase of a
woman, because just as in the film within a film the
presence of a woman always reinforces and makes
intrigue more interesting. Still, all these dramatic
conflicts become at least tragicomic through the
subversive, black humor of a director who is firmly
charmed by the human comedy and doesn’'t much
believe in people’s pure intentions, without ever
becoming cynical.

At the same time he reminds us that we are in a
“primitive” past where the modern power of the
image still seems remote, and her direction
completely unknown. In a brilliant scene the King of
Romania asks himself what sort of work would a
director do when there is a financier, a photogra-
pher and actors, in order to be answered by Grigore:
“he Rules”. The newly founded Romanian nation
understands that History and its new identity need
to be recorded asimages in order to survive and that
their reproduction is crucial. And of course the
control of this reproduction and the filtering through
its official version is just as important. The
Romanian government throws Gaumont's oppos-
ing version of the war ofindependence to the flames
because the actors look too... Jewish and the king
himself decides to invest in a national production as
faithful as possible to the national standards and
ideals. However, Caranfil is not so interested in
politics, nor does he ponder on how History is
recorded. Even the scenes of the veteran generals
who couldn't decide on how exactly the final battle
against the Ottoman legions was fought are basical-
ly pieces of the comedic anthology.

He is mainly swept up by the timeless tragic battle of
his two heroes, two pioneers who take it upon
themselves to map out a new world, two passionate
dreamers ready to be destroyed chasing their
chimeras, not hesitating to exterminate each other

and ignoring their ephemeral dimension. In one
scene the producer Leon asks himself if the film,
made of a much more flammable material than
paper for books or canvas for painting is made to
survive the passage of time. Five years later, in 1917
Bucharest is under German occupation, the
celebrations for 35 years of independence seem
very far away, as is the triumph of the film itself. The
wonderful new century that has just begun will
change the map of Europe many more times,
leaving hecatombs of dead in its wake, Leon and
Grigore will gradually be lost in anonymity. Yet the
fragile negative of the authentic The Independence
of Romania, the first fiction film in the history of
Romanian cinema will manage to partially survive
to our times on the shelves of the national
cinematheque, as the absolute and final winner of
an almost metaphysical and unequal battle with
time where the work always proves to be stronger
than its creator. As the famous theater actress who
was convinced to make her debut in the new media
“perhaps theywill nothave my Phaedrain the future,
but they will have my moving shadow”. If Hamlet,
dying by the poisoned sword is redeemed from the
hunt for ambition by bequeathing the throne to
Fortinbras, here the heritage is passed and saved by
afilm looking for its own recipients. And the rest, is
indeed, silence...
October 2007
Translated by Tina Sideris




Nae Caranfil

Bloypagpiké

levwnBnke oto Boukoupéott 1o 1960. Anogoitnoe and tnv Akabnpia Bedtpou kat Kivnpatoypdgou tou Bou-
Koupeatiou 1o 1984. Zekivnoe oknvoBetwvrag HikpoU PRKoug Tavieg nou BpaBeltnkav oe NoAAG SieBvi
peotiBAA. ApoU oknvoBétnoe apketd Beatpika épya otnv Poupavia, napakoAoUBnoe 1o npdypappa oevapiou
FEMI ouig BpugéMeg kat epydatnke pe tov Adktwp Frank Daniel ato oevapio tou Ta undAotna givat owwni. Ané
10 1989 éwgto 1991, éypaye noAuapiBua oevapia yia tn yaAMkn etatpeia napaywyng Compagnie des Images.
H npdrn tou peydAou pkoug tawvia, 1o 1993, Mnv kpépeote an’ 1o napdBupo (pia yaAhopoupaviki napaywyn)
npoBAnBnke ato AekanevBhpepo Twv IknvoBetdy oug Kaveg 1o ‘93 kat BpaBedtnke oto Movneli€, oto Aa
MnoA katatn MnpatioAdBa. Ot endpeveg tawvieg tou EAaBav NoAU KaAEG KPITIKEG Kat ATaV EPNOPIKES ENTUXIEG.
To 1996, oknvoBétnoe tnv kwpwbia Spépou, 10 Taykd amnv dopaAro, GAAN pia YaAAOPOUHAVIKA cupnapayw-
yh, pen Charlotte Rampling otov npwraywviotiké pdAo. H pitn tou tawia, MAukid anpa&ia (1998), pia oupna-
paywyn g MaAiag, tng ItaAiag kat tou BeAyiou, pe npwraywviotég toug Frangois Cluzet, Giancarlo Giannini,
Isabella Ferrari kat Marguerita Buy, pa tawvia enoxig nou SlabpapariZetat otny Itakia tou 19°Y awdva,
napouotdotnke oto Siaywviotké Tphpa tou PeotiBaA tou KapAoBi Bapt kat képbioe o BpaBeio kaAutepou
oevapiou otn Napoup. H padpn kwpwbdia @avBpwnia (2001), képbioe 1o BpaBeio Kowvol oto DeotiBAA Tou
MNapiotol kat noAAG GAa BpaBeia oe Bi{undavrey, Mov, Bouptopnoupyk, MnpatioAdBa kat Niounopt Mnurg. H
tawvia auth npoBARBnke oto PeouBAA Beooalovikng 1o 2002. To Ta undAouna eival oiwnn éxel Hidn AGBeL To
BpaBeio KaAUtepou Levapiou oto @eouBdA rou Mapiatou 1o 1995 kat 1o Seutepo BpaBeio oto AteBvi Alayw-
vioué Zevapiou Hartley & Merrill ato Aog Avideheg 1o 1999. O Nae Caranfil éxet ypayet 1o oevapio o€ 6Aeg tou
g rawvieg kat €xet oUVBETEL TNV HOUOIKN oTig Mnv kpépeote an’to napdBupo kat Taykd otnv dogaAro. Eivareni-
ong kaBnynthg otnv Akabnpia Bedrpou kat Kivnparoypdgou oto Boukoupéort.

Biography

He was born in 1960 in Bucharest, Romania. He studied at the Theater and Film Academy in Bucharest,
which he graduated in 1984. He started his career directing short films, some of them winning awards in
international festivals. After directing several stage productions in Romania, he went to follow the FEMI
Scriptwriting Programme in Brussels and worked with script doctor Frank Daniel on the project “The Rest
is Silence”. Between 1989 and 1991 he wrote several screenplays for the French production company
“Compagnie des Images”. In 1993 he made his first feature film Don't Lean Out the Window a French-
Romanian co-production shown at the Director’s Fortnight in Cannes ‘93 and prize-winner in festivals such
as Montpellier, Bratislava and La Baule. He went on with road movie comedie Asphalt Tango (1996), another
French-Romanian comedy with Charlotte Rampling in the leading part. His third feature is the French-
Italian-Belgian Dolce Far Niente (1999) starring Frangois Cluzet, Giancarlo Giannini, Isabella Ferrari and
Marguerita Buy, a costume piece set in 19th century Italy, presented in competition at Karlovy Vary
International Film Festival and winner of the Best Screenplay Award in Namur. Philanthropy (2001) is again
aRomanian-French co-production, a black comedy that won the Audience Award at Paris Int'l Film Festival
and various other prizes in Wiesbaden, Mons, Wiirzburg, Bratislava, and Newport Beach. The film was also
screened in Thessaloniki. The project “The Rest is Silence™ has already won the Grand Prize for the Best
Screenplay at Paris International Film Festival in 1995 and was 2nd Prize Winner at Hartley & Merrill
International Scriptwriting Competition, Los Angeles 1999. Nae Caranfil has written the screenplay for all
his films and worked on the music of the Don't Lean Out the Window and Asphalt Tango. He is currently also
a professor at the Theatre and Film Academy in Bucharest.
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