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CinEd has joined a mission of transmitting the 7th art as a cultural object and as a support to understand the world. For that 
reason it was elaborated a common pedagogy, starting from a collection of movies produced in the European countries, partners 
to this project. The approach intends to be adapted to our era, marked by a rapid, major and continuously change, regarding the 
way of seeing, receiving and producing the images. These last are viewed on a variety of screens: from the biggest – those in the 
halls, to the smallest – (to smartphones) ticking, of course, TV sets, computers and tablets screens.The cinema is still a young art 
whose death has been predicted many times. It is very clear that this didn’t happen.

 These changes affect the cinema, transmission must seriously take into account the manner increasingly fragmented of viewing 
movies, starting from this screen diversity. CinEd publications propose and talk about a sensitive, inductive, interactive and 
intuitive education providing knowledges, analysis tools and dialog between image and film possibilities. The works are described 
on different levels, of course, viewed in entirely and in pieces, according to different temporality, fixed image, plan and sequence.

Educational brochures invite us to take the movie with freedom and suppleness. One of the major challenges is to intelligently 
get the movie open – mindedly: description, essential step of any analytical enterprise, the ability to extract, select, classify, 
compare, confront the images between movies and with the images of other performing and exposure arts (photography, 
literature, painting, theatre, comics…) The purpose is images not only to run but to create emotions ; cinema is an artificial art, 
extremely valuable for build and consolidate the vision of the young generations.
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The Way I Spent the End of the World, Cătălin Mitulescu’s first feature film, has a special place in the context of the New Romanian 
Cinema after the 2000s. Shot in a key that incorporates elements from several cinematographic stylistics, it is a charming chronicle 
of the last period of communism in Romania, from the perspective of a child and his teenage sister.
The fact that the director invites the audience to empathize with the characters Lali and Eva can help a young spectator to 
question and start researching the historical context in which the action goes on: the moment immediately before the 1989 
revolution, a hot spot for Romania. Representing relationships between people of the same community, between weighed down 
figures (teachers, parents) and children is full of details that reveals the way an oppressive political system was working and 
shows the effects this may have had on personal lives. But the focus is on one of the periods that the arts are very interested to 
approach: childhood and adolescence. 
Finding first love and the naive dreams of a child to solve the problems of an adult world are experienced by a teenage girl and 
her brother, with a spirit of incredible lightness. The subjectiveness of their perspective is built by a director who was a teenager 
in 1989.
At an age similar to that of Eva, Cătălin Mitulescu is one of the Romanian film directors who works in the film of art industry, 
often called art film (or le cinéma d'auteur). The art film system is considered to be a niche, in contrast to the mainstream film 
industry, which produces films in order to be seen by as many people as possible, the importance of financial success being very 
high. Hollywood is such a film production system dedicated to the large public, using big budgets, both for production and for 
publicity.  Art films are financed either by independent or public sources (for example the National Cinematography Center of 
France and Romania). They are defined by various aesthetic searches, by using actors who are not necessarily celebrities (they 
usually have enough notoriety to bring the large public in cinemas) and by aiming to inspire people to reflect, with a very 
important mark by the author’s individuality. Art movies are often assumed not to be liked by many people, but Cătălin Mitulescu 
has a declared interest to appeal to the audience.  With this intention, he has used elements in a seductive way, such as script, 
music, songs, the professional and non-professional actors and scenography, in order to represent the moment with a scent of 
nostalgia.

Production Romania - France, 2006, 35 mm, color 
Total time: 1h 46 min
Estimated budget: 1 500 000 €
Romanian premiere: 15 September 2006 (spectators)

Direction: Cătălin Mitulescu
Script: Andreea Vălean, Cătălin Mitulescu
Principal assistant directors: Bogdan Mustață, Ciprian 
Panaite
Assistant director 2: Mihai Ardelean
Assistant director 3: Andrei Ștefănescu
Producers: Cătălin Mitulescu, Daniel Mitulescu, In-Ah Lee, 
Philippe Martin, David Thion
Associate producers: Andreea Vălean, Raffaele Donato
Executive producers: Martin Scorsese, Wim Wenders
Production Manager: Florentina Onea, Helene Bastide
Image: Marius Panduru
Montage: Cristina Ionescu
Sound: Yves Marie Omnes, Stéphane Thiebaut
Scenography: Daniel Răduță
Costumes: Monica Răduță, Ana Pleșea, Smaranda Iftime
Make-up: Nolwenn Goupil
Make-up assistant: Maria Trifu
Montage assistant: Cristian Nicolescu
Sound editor: Claire-Anne Largeron, Sébastien Pierre, 
Arnaud Rolland
Music editor: Curtis Schwartz
Special effects: Thomas Brettschneider, Oliver Kaehler, Axel 
Klostermann, Lo Iacono
Casting director: Emil Slotea
Music consultant: Nicu Alifantis
Original music played by: Alexander Bălănescu – violin, 
Evelina Petrova – accordion, Chris Laurence - bass
Actors: Dorotheea Petre (Eva), Timotei Duma (Lali), Marius 
Stan (Tarzan), Marian Stoica (Silvică), Alexandru Becheru 
(Alexandru zis Vomică), Cristian Văraru (Andrei), Mircea 
Diaconu (Eva's father), Carmen Ungureanu (Eva's mother), 
Grigore Gonța (Ceaușică), Cristian Nicolaie (Nucu), Jean 
Constanin (Nea Florică), Valentin Popescu (profesorul de 
muzică), Nicolae Praida (uncle Titi), Corneliu Țigancu (Bulba), 
Florin Zamfirescu (vocational school manager), Adrian Roșu 
(Bones)

EDITORIAL TECHNICAL SPECIFICATIONS

Poster Romania
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In 1989, in the Socialist Republic of Romania, Vomică, Eva’s 
boyfriend, breaks the statue of the leader Nicolae Ceaușescu, 
in their prestigious high school. He doesn’t take responsibility 
for this, forcing Eva to take the blame by refusing to talk about 
the incident. She decides not to talk about what Vomică did 
so that she will not lose her self-respect. 

The school board considers her decision to be an act of 
rebellion which must be punished, as a result Eva is moved 
to an industrial school. Eva sacrifices her relationship with 
Vomică.  A rumor that Vomică’s father would hold a function 
in Security or a similar institution makes Eva’s parents beg 
her to reconcile with Vomică. At the new school she makes 
a new friend, Andrei, the son of an arrested dissident, 
and participates in the end of the school year celebration 
singing and playing guitar. Andrei helps her to complete 
the workload and the two become friends. Over the summer 
holidays, their last as high school students, they make a plan 
to flee the country. Lali, Eva’s brother conspires with his 
friends: they want to overthrow Ceaușescu in order to get rid 
of the problems that affect almost all the adults around them. 
At the first hair cutting ceremony of a little boy from their 
neighborhood, Eva and Vomică seem to grow close again. 
Anyway, Eva doesn’t deviate from the established plan but, 
when she has to take the final step on the opposite margin 
of the Danube (already outside Romania), she turns back. Lali 
seems to be closer to his goal: he is chosen to say a poem 
at an event for the dictator. Eva quits school and launches 
herself in the manufacture of whistles along with “Uncle” 
Florică from the neighborhood.

When the revolution began in Bucharest, Lali was 
participating in a festivity dedicated to Ceaușescu. Vomică 
died during the revolution and he was declared a hero. Eva 
gets to work on a cruise ship abroad, from where she sends to 
her brother chewing gum.

A COMING OF AGE FILM. 
The transition from childhood to adulthood gave birth to an 
entire genre in literature and film: the coming of age. Teenage 
characters, first love, gap generation, school issues, a special 
attention to music given by the characters are some of the 
conventions of the coming of age movies. These genre of 
films are extremely popular all over the world, especially 
in Hollywood. The changes in Eva's life (changing schools, 
quitting school, starting her sexual life and the developing 
an ambiguous relationship with another boy, getting her first 
job) are part of her process of growing up. The way Lali, as the 
smaller brother, participates as a witness at all this is part of 
the process of initiation that he lives through.   

ADULTS AND CHILDREN
Although they're not actually bitter persons, the parents 
are resigned, with fears and no hope, with a personal voice 
cancelled by a long oppressive system. The children either 
don’t allow to be touched by this crushing code which the 
society imposes (like Eva), either they feel the atmosphere 
around and let themselves be imbued in a certain manner 
(like Lali). Lali tries to solve adult problems on his own, naive 
way, but there is a moment when he tries to suicide himself 
with the iron.

DARKNESS AND LIGHT  
The stage lighting and color of the movie were designed 
in several directions: as many frames have a bluish-grey 
dominant (similar to how human eye would see in enclosed, 
poorly illuminated or not at all illuminated spaces or how it 
would see in the moments when it is raining or the winter 
is coming), so many are those where is used the flattering 
light regime. The lack of indoor artificial lighting sources (see 
Testimony) could be considered as an influence of a current 
direction in several movies classified as New Romanian 
Cinema. The second stylistic option is the choice of a director 
who built a film loaded with the subjectivity of his memories 
regarding those days (see Testimony). 

FOCUS SYNOPSIS

REALITY VERSUS IMAGINATION
The director introduces periodically sequences that can be 
recognized as escapes from the realist convention where most 
of the film is made. By observing  some elements introduced 
by Cătălin Mitulescu that seem to be from the reality where 
the film action takes place, but they are not, the viewer can 
realize he sees dream or fantasy sequences, related to the 
character Lalalilu and his subjective, naive perspective.

PROFESSIONAL AND NON-PROFESSIONAL ACTORS  
The director Cătălin Mitulescu chose to work both with 
professional actors, prepared for this job and already having 
some experience in theatre and film roles (most adults in the 
movie) and non-professionals (most of the young). Dorotheea 
Petre (Eva) was still a student, but with a main role in the 
featured film Ryna (2006, dir. Ruxandra Zenide). Timotei Duma 
(Lali), Alexandru Becheru (Vomică), Cristian Vararu (Andrei) 
and the multitude of students were at their first acting 
experience. The director introduced non-professionals, just 
like the Italian neorealists in the 1940s, but he chose to build 
a classical movie. 

LIFE IN COMMUNISM 
Lali's dreams are influenced by Ceaușescu, the communist 
leader of Romania until 1989.  The historical context in which 
the film's action is happening, the last year of communism in 
Romania  has effects on people's lives that the film  integrates: 
Andrei's parents being arrested as disidents, Andrei and Nucu 
illegally fleeing the country, Ceaușică bringing medicines 
to Lali only because he has some influence in the political 
system. 
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THE CONTEXT 

ROMANIAN FILM INDUSTRY BEFORE 2000 
Romania had a highly developed film industry, with film studios which had provided both 
genre films for the large public and arthouse movies. Film distribution had a very efficient and 
well planed infrastructure. Before 1989 there were more than 500 cinemas across Romania.

Socialist Romania history has passed through several stages and had different effects on film 
industry. In the 1950s, cultural exchanges were permitted with the Soviet Union and the states 
in its area of authority so that the influence of the socialist realism were fully manifested. The 
socialist realism required that the protagonists had to be the heroes of the socialist work, the 
ideological direction has to be the one established by the only political party and the movie 
has to have a positive key: they were trying to systematically educate the masses through films 
(and other art objects) which had to show how socialist life had to be. The 60s had represented 
a more relaxed period, pointed by openness to the West, both through exchange of films and 
by making co-productions. The films began to diversify both the aesthetic and the narrative. 
The 70s impressed a nationalist spirit in the romanian cinema and as time passed Nicolae 
Ceaușescu’s personality cult expanded.

 Produced movies were up to date, trying to illustrate the realities of socialist Romania, most of 
them having as protagonists working people whose aims were to help the society (agricultural 
engineers, builders, doctors, eventually moved to the country and so on). In these films the 
characters were often built artificially, to serve the visibly propagandistic purpose. The 
historical movie grew in the same direction, meant to reinforce the regim values and implicitly 
the legitimacy of Nicolae Ceaușescu as an infallible leader of the Socialist Republic of Romania 
(the official name of the Romanian state during Ceaușescu).

The state was the only producer and to assure that the ideological direction was respected, 
they instituted the censorship. The films went to production after the approval of the scenario 
but only those whose montage version was verified and authorized, got to the cinemas. The 
censorship apparatus was as coercive as possible. The freedom of expression and diversification 
of cinemas suffered while the direct criticism of the political system was practically prohibited. 
Thus, the cinephils have come to create a double code, to criticize the system using metaphors 
that seemed innocent at the surface. The artists’ situation (filmmakers alike) was, of course, 
under scrutinity. There were cases of filmmakers who were allowed to leave the country (given 
that it wasn’t so easy to obtain a passport), just so that they would not cause trouble any more 
by developing art objects critical to the system (Lucian Pintilie). For others it was forbiden to 
work as film directors, at least for a while (Mircea Daneliuc).

After the fall of communism and Ceaușescu’s execution (24th of December 1989), the transition 
period from socialism and contemporary Romanian society, was one in which the film industry 
has gone through many changes: in 2000 no films were released and the number of cinemas 

had visibily shrunk through a mixture of negligence, corruption and lack of education, until in 
2015 they reached 22 cinemas 1.

NEW ROMANIAN CINEMA FROM 2000S - NO MORE GENRE MOVIES  
The period after 2000 is an important one: genre movie industry is dying (no more movies for 
the large public, only rarely) but in the art film’s field appears a generation of young directors 
-classified by critics in The New Romanian Cinema- with a huge internatonal success. Many 
of the filmmakers of this generation are awarded in festivals such as Cannes or Berlin. They 
share in some of their films an aesthetic developed around a kind of a space-time realism, with 
long as duration frames (often sequence-frames) and wide as framing, where the complexity is 
given by the choreography that the director gave to the characters, with a narration in which 
apparently nothing happens, with subjects related to social issues and a soundtrack coming 
from the universe where the action unfolds (sources that can be indentified in film: voices of 
the characters, songs that they are humming or listen to the radio, sound that not seem to be 
added at post-production). Each director (Cristi Puiu, Radu Jude, Corneliu Porumboiu, Călin 
Peter-Netzer, Cristian Mungiu, Cătălin Mitulescu and others) has a particular path and a distinct 
reference to the cinema.

In 2006, Romanian production manage to have more than ten premieres. Three Romanian film 
directors launches in cinemas films on the subject of the 1989 revolution in Romania. Corneliu 
Porumboiu launches Was it or wasn’t? Radu Muntean Paper will be blue and Cătălin Mitulescu 
The way I spent the end of the world.

Romania is the only country in the communist eastern that went to a violent revolution, where 
the leader and his wife, Nicolae and Elena Ceaușescu, were quickly judged and convicted to 
death. The filmmakers become interested in exploring the subject but they choose different 
ways to do it. Porumboiu chooses to place the film action at the present days, in a bittersweet 
key, questioning the way those who were contemporaries to the event, relate to. Radu Muntean 
makes a radiography of the organizational chaos at the level of those who were present in the 
hot spots of revolution, trough the eyes of some soldiers. Revolution ends tragically for players: 
they are shot because of a communication error (the author presents this moment at the very 
beginning of the film, and after that the action development shows the events preceding the 
tragedy.

In this new cinema context, Cătălin Mitulescu brings to the screen a coming of age story of Eva 
and his brother Lalalilu, last months before Ceaușescu falling. His film differ from the other two 
by a certain playful perspective and by the manner the author builds his point of view over the 
pre-December 1989 world.

The Way I Spent The End of the World isn't a completely classical movie – for instance, there are 
many dialogues which are not shot counterplan-plan, but includes, contrary to the other two 

1„STOLEN ROMANIA. Cinemas, a ruined real estate treasure” published on 20.01.2015, last accessed on 

8.05.2016, http://www.digi24.ro/Stiri/Digi24/Special/Romania+furata/ROMANIA+FURATA+CINEMATOGRAF

E+RUINA+AFACERE 
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movies, elements of classical cinema – foregrounds, conventional term frames (shorter than 
those in the other two movies) etc. The director shoots several sequences in a summer sunset 
light. Sunshine flatters the objects and the people that illuminates. Thus, by this choice, he 
creates magical moments of everyday life.

The moment of the revolution itself, by certain stylistically procedures is presented by Mitulescu 
in a naively assumed way. His perspective is a full of affection and a kind of sweet nostalgia. 
His choice defines the way he builds the audio-visua layers, this perspective being related to 
the characters. The two characters around whom the movie’s action focuses are Eva, a teenage 
high-school student and Lali, her younger brother, elementary school student.

People were educated through various tools controlled by the state (education, culture, laws, 
institutions), to become obedient and to fear of repercussions in case of revolt. People were 
afraid to talk ironically or critically about Ceaușescu, sometimes even in their private spaces. 
There was a risk of being heard by any informer and be imprisoned. Although at a moment Lali 
and Eva’s father amuses his children by imitating the leader, he stopes Lali’s jokes about Nicolae 
Ceaușescu. Rats were those who were part of Security (Intelligence Service) but were working 
undercover: they were spying their neighbors, colleagues, even their kin, in order to transmit 
forward the cases which were showing signs of revolt against the system.

People were educated through various tools controlled by the state (education, culture, laws, 
institutions), to become obedient and to fear of repercussions in case of revolt. People were 
afraid to talk ironically or critically about Ceaușescu, sometimes even in their private spaces. 
There was a risk of being heard by any informer and be imprisoned. Although at a moment Lali 
and Eva’s father amuses his children by imitating the leader, he stopes Lali’s jokes about Nicolae 
Ceaușescu. Rats were those who were part of Security (Intelligence Service) but were working 
undercover: they were spying their neighbors, colleagues, even their kin, in order to transmit 
forward the cases which were showing signs of revolt against the system.

But Mitulescu’s choice is to point out on the fact that the characters might be at the most 
impressionable time of their lives, a time of self discovering, time to explore their personality 
through the interaction with others (either friendship or love relationship) and this choice sets 
the tone of the film as an easy one – although the social context where the characters were 
living was, at the macro level, a dramatic one.

The feeling of nostalgia is born inside the spectator also from the manner the director uses 
music (see Questions Cinema) and the natural light (warm sunlight, twilight that enveloped the 
characters from the neighborhood or the children playing).

In European cinema there are depictions of communism from different countries from Central 
and Eastern Europe which are related to nostalgia. For example, in 2003, Wolfgang Becker 
made the film Good Bye Lenin!, which was discussed related to the cultural phenomenon 
called Ostalgie (term built by merging the words Osten=East and Nostalgia). Ostalgie is a 
brand of a culture of young people who become more and more fascinated by visual aesthetic 
representative for communists countries: objects, colors, logos, elements of architecture. Both 

scenography, the one of the movie Good Bye Lenin! and the other one of The Way I Spent the 
End of the World help to map the year 1989 in the communism (East Germany and Romania).

ABOUT THE AUTHOR 

Cătălin Mitulescu was born in Bucharest, on 13th of January in 1972. He is a Romanian director, 
producer and screenwriter. He is co-working with his brother, Daniel Mitulescu, on a production 
company, which he founded in 2004, called “Strada Film”.

In 1989, the year of The Way I Spent the End of the World movie’s action, the director was a senior 
student, same as one of the main character, Eva. Mitulescu remembers his calling for cinema 
also came from his old habit of going to the Cinemateque: “In high - school – I was in my senior 
year in 1989- I think I was almost every day in the Cinemateque, sometimes I would even skip 
classes to go. Meanwhile, I was writing any kind of stories and novels, I would go to the literary 
set and try to publish in the high - school magazine. In my case, the movies I’ve seen and the 
Cinematique were a big influence. Obviously, due to this approach I came up with the idea 
of narrating while making a movie.”2 His senior year found him interested in philology and 
Architecture too. He was preparing for both, to end up signing up for Geology.

As a young student at the Geology University, curious to know if he can earn a living by his own 
and to see things differently3, went to work in Italy, where he worked as a chef, gardener and 
waiter. That’s where he took his inspiration from, for his set Across the Railway (2016).  He came 
back to Romania, where he took his exam for the class of film directing of the Film and Drama 
Academy, Bucharest, but he didn’t pass it.

An important moment, was the following year, when he lived his first outstanding experience 
on a movie set: “In that time I was Dan Pița’s assistant for his feature-film The man of the Day, 
because I was accepted to a private university, with him being my teacher. I think it was a great 
chance for me. I first got a job as a simple staff person and then I became stage assistant, care-
taker with the B plan and the walk-on. ”4

After the first year at the University of Film and Television of the Media (private university), he 
tried again for the Film and Drama Academy, succeeding, being a graduate boy of stage of film 
in 1997-2001.

Another important moment in Cătălin Mitulescu’s path is the Short Film Traffic (2004). After 
attending the Cannes Film Festival, in the Cinefondation section, with another 2 short films, 
Traffic has brought the Palme d’Or award. The distinction is very important, especially in a system 
of making films how the system of art film is. The event from Cannes has the role to validate 
the voices of the author, voices that seek the attention of the producers and distributors from 
all around the world. Financing the possible projects becomes an easier process as a validation 
effect. The Cannes Festival experience, also a huge context where people from this field get to 
know each other, buy and sell movies, has inspired Cătălin Mitulescu to start his own priduction 
company, realizing that he can help other filmmakers through its network of 
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FILMOGRAPHY 

Shorts
Bucharest – Vienna (2000)
17 minutes delay
Traffic (2004)

Features
The Way I Spent the End of the World (2006)
Loverboy (2011)
Across the railway (2016)

THE PLACE OF THE FILM IN THE WORK OF THE 
AUTHOR 

The I Spent the End of the World is the debut feature film of the director Cătălin Mitulescu. Until 
2016, the director has also written and directed feature films Loverboy and Across the Railway. 

The film has released at Cannes Film Festival in 2006, in the section A Certain regard (At a 
Glance) where the actress Dorotheea Petre received the Award for Best Actress. The movie was 
Romania’s proposal for the Best Foreign Film at Oscar Awards 2007 edition. The featured film 
is a co-production Romania-France and had the chance to be, from the development of the 
scenario, sustained by Martin Scorsese whom Cătălin Mitulescu met in 2004 at Cannes6. For a 
debut project, this vote of confidence from directors with established names in the field (like 
Scorsese or Wim Wenders) might be absolutely essential. In 2005, Cătălin Mitulescu won the 
NHK/Sundance prize, which goes to the filmmakers taking into account a previous film and a 
developing project.

The film includes stylistic choices and thematic or visual motives that the director will use 
in the future projects (see Author). For example, the iron rail motive where we see Eva and 
Andrei spending a summer day on their holiday, is used in Across the Railway. Moments when 
the characters sing (Eva uses guitar and voice) can also be found in Across the Railway when 
the female character sings at a wedding. In Loverboy the characters are also at the age of 
adolescence and the film critic Andrei Gorzo notes that “Loverboy can be ranked as elegy due to 
the unrepeatable-youth-summers-when-not-everything-that-was-pure-was-corrupted-yet” . 
Cătălin Mitulescu take forward proposals related to narration and scenography and in previous 
exercise: “I did, among others, At Noon, a short film which I shot in Colentina where I also shot 

2 Mihai Fulger, „Cătălin Mitulescu: : Movie, Show and business”, interview insert in „New wave in Romanian cinematography », 
Group Editorial ART, Bucureşti, 2006, published online at https://mihaifulger.wordpress.com/2012/05/11/Cătălin-mitulescu-
filmul-spectacol-si-business/  
3 Ana-Maria Onisei, INTERVIEW The Director Cătălin Mitulescu: „: „I was a sort of head waiter s in a restaurant in Italy “, 
published in „Weekend Adevărul“ from 12-14 September 2014, available online “, published in „Weekend Adevărul“ from 12-14 
September 2014, available online la http://adevarul.ro/cultura/arte/interviu-regizorul-Cătălin-mitulescu-ajunsesem-fel-desef-
sala-intr-un-restaurant-italia-1_541536cf0d133766a81dd587/index.html
4 Mihai Fulger, „Cătălin Mitulescu: : Movie, Show and business”, interview insert in „New wave in Romanian cinematography », 
Group Editorial ART, Bucureşti, 2006, published online at https://mihaifulger.wordpress.com/2012/05/11/Cătălin-mitulescu-
filmul-spectacol-si-business/  
5 Marius Ghenț, „I’ve talk to Director Cătălin Mitulescu about fiddler music in his new film”, published on 14.04. 2016, at http://
www.vice.com/ro/read/am-vorbit-cu-regizorul-Cătălin-mitulescu-despre-muzica-lautareasca-din-noul-lui-film

friends among people in the field. Thus he become co-writer and producer of several films 
rewarded at the film festivals directed by different filmmakers. Feature film If I Want to Whistle, I 
Whistle (2010 Directed by Florin Serban), shorts Music in the Blood (2010 Directed by Alexandru 
Mavrodineanu), A Day Good for Sunbath (2008 Directed by Razvan Mustata). Strada (the Street) 
Film Production Company develops projects in fiction film area and also documentaries such 
as Toto and his sisters (Directed by Alexandru Nanau).

The projects in which the filmmaker gets involved (as a director, co-writer or producer) have 
often characters that belong to subcultures or lower social classes (fiddlers, young lawbreakers, 
gypsies). Influences of the Bucharest outskirts (Colentina-Voluntari area) from his childhood are 
used to give a picturesque atmosphere to his films. The director talks in an interview about his 
relationship with the music from Across the railway. “In the places where I grew up, in Colentina 
neighbourhood, fiddler music were part of everyday life. People had a cult for the fiddler who 
had accompany them in the most important moments of their lives, or simply randomly or 
when somebody called him to sing. I still listen to this type of music.”5 In “The Way I Spent the 
End of World”, an important moment for the community from the outskirts of Bucharest (a place 
untouched by  the socialist architecture) is first hair cutting for a boy, where the fiddlers and 
their music are essential elements in shaping the atmosphere.
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The Way I Spent the End of the World which had something of my featured film. I even showed to 
the scenographer Daniel Răduță. It was somehow, a first approaching to the world of The Way 
I Spent the End of the World a story of a kid sitting in the sun all day long and having nothing to 
do falls in love with a girl”8.

The debut is also a personal reference in the way that the period that the director chose 
to represent was lived by this at the same age as Eva. “I felt like making a movie about my 
generation. I was inspired by this period, so I made a movie based on the memories and feelings 
of me and my team’s. We all felt like turning back the time and find ourselves in that certain 
period, to understand where we came from. The movie is kind of our confession. Since is my 
first movie it’s also a way to express myself, to tell my story, through me I try to tell the story of 
a whole generation. That’s my main concept. ”9

6 http://www.sfarsitullumii.ro/index.swf
7 Andrei Gorzo, „Mitulescu’s poetry” – Loverboy, article published in October, 2011, weekly magazine „Dilema Veche”, at: http://
agenda.liternet.ro/articol/14101/Andrei-Gorzo/Poezia-lui-Mitulescu-Loverboy.html
8 Mihai Fulger, „Cătălin Mitulescu: : Movie, Show and business”, interview inserted in „New  wave in Romanian cinematography 
», Group Editorial ART, Bucharest, 2006, published online at https://mihaifulger.wordpress.com/2012/05/11/Cătălin-
mitulescu-filmul-spectacol-si-business/  
9 Mihai Fulger, „Cătălin Mitulescu: : Movie, Show and business”, interview inserted in „New wave in Romanian cinematography 
», Group Editorial ART, Bucharest, 2006, published online at https://mihaifulger.wordpress.com/2012/05/11/Cătălin-
mitulescu-filmul-spectacol-si-business/  

From left to the right: the director Cătălin Mitulescu 

with Cristian Vararu (Andrei) and with Valentin 

Popescu (the music professor of a middle school) on 

the movie set from the school yard.

From the left to the right: Cristian Văraru (Andrei), 

Adrian Roșu (Bones) and director Cătălin Mitulescu, 

on the set from the industrial school

FILIATIONS

CHILDREN PLAYING WITH THE VILLAGE LUNATIC
At the time that Cătălin Mitulescu formed himself as a cinephile (see Author), films like 
Dodesukaden (1970, directed by Akira Kurosawa) and Then I sentenced them all to death (1972, 
directed by Sergiu Nicolaescu) were available to be seen in Romania. The choice of introducing 
Bulba, the lunatic, as a particular character in contouring the atmosphere of the community 
can be put on the base of the influence that movies like the two mentioned above had on the 
director. 

Roku-chan and the children from the rubbish 

damp of Dodesukaden, 1970, director: Akira 

Kurosawa

Ipu and the little by from Then, I condemned all to 

death (1972, director: Ser giu Nicolaescu)

The Way I Spent the End of the World (2006, director: 

Cătălin Mitulescu)
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FILIATIONS

THE TRADITIONAL FAMILY GATHERED AROUND THE TABLE IN THE NEW ROMANIAN CINEMA
Parents and children gathered around the table: in the Romanian movies of the 2000s, the 
common situation is a conflictual and tensional one, more evident or more subtle. The gap 
generation is characterized by the expectations that parents have and the children don't fulfill. 
Parents are caught in their own world and "they know for sure how things are and how they 
should be", having a superior attitude in front of their children, not being able to open to 
their children's feelings. Even when it comes to a younger family in Tuesday after Christmas, 
underneath the playful attitude, is a father who imposes himself to keep things under control 
and a mother who lets him do that, for the sake of the family.  
 
The Way I Spent the End of the World is the most classical example from the examples chosen 
underneath when it comes to the choices of framing and building a sequence. A few large 
shots allows the spectator to see all the members of the family together in the kitchen; the 
entire sequence is composed from many other tight shots (the faces of the characters talking 
etc). The other movies don't break up the sequence into shots, following the tradition of the 
large, long shot.

The Way I Spent the End of the World, 

director: Cătălin Mitulescu, 2006

4 months, 3 weeks and 2 days, 

director: Cristian Mungiu, 2007

First of all, Felicia, 

directors: Razvan Radulescu, Melissa de Raaf, 

2009

Tuesday after Christmas, 
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TESTIMONIALS 
MARIUS PANDURU, DIRECTOR OF CINEMATOGRAPHY:

«At The Way I Spent the End Of the World I was very objective, without distorting through light 
or color. That was Cătălin’s wish, who said «  I don’t want a movie that shows Ceaușescu’s period 
through a dominant aesthetic -a firsthand idea - no, it’s almost an enchanting thing, because 
that’s how I felt and how I remember my childhood years.” There was no need to retouch with 
the imagine because the places where we shot were colorful enough- That green field with 
grass and trees, etc. and the interiors were neutral because they were some apartments or 
rooms dyed white, only with some curtains. The only part where I had to retouch was the school, 
in the classroom I had to lower the light a little bit, because, to be honest, as I remember, that’s 
the way the light would have been- we would go to school early in the morning, it sort of dark 
and very cool outside ; that was a subjective intervention »

Cătălin, for example, is never working after the decoupage; you go to the shooting, at the set, 
he starts the rehearsal with the actors and you have to be extremely fast and come up with 
ideas for every alternative. It’s very difficult to work this way. On the other hand also, some 
unpredictable things from the shooting may help you a lot with the story. When you work after 
a strict decoupage, you fail noticing that it’s raining, e.g. and that it’s forming a nice shadow in 
a certain place. Hence, there are also advantages with this « raw » style, but it doesn’t work for 
big productions, when you depend on the celebrities who are paid for hour.»10

DOROTHEEA PETRE, ACTRESS:

«Reporter: The smile from the The Way I Spent the End of the World is a built or is it yours?
Is a part of the character, it’s an attribute of it. The smile belongs to Eva Matei. When you are an 
actor, you understand the technique in building a character. Actually, that is all about. A lot of 
technique. Is has very much to do with the way you assume the character and how you build 
it. There are some steps you need to follow. Acting is a profession like any other and also has 
its tools.

Reporter: What was like the shooting in that space?
We have shooted in the old quarters, at the outskirt, which kept the air they had there, in 
the days of  Ceaușescu. The houses have remained the same, no new buildings were made. 
It’s very nice to play on the street. To play in the studio it’s thing and to play on the street it’s 
another thing. It is about the contact with the environment. It’s a real environment, not like in 
the studio. And this changes you.»11

10 Gabriela Filippi, Andrei Rus, „About cinematography with Marius Panduru” – interview with Marius Panduru, published in 
Film Menu film journal, no. 11, June 2011, available online https://filmmenu.wordpress.com/2014/09/30/interviu-marius-
panduru/
11 Ioana Calen, Dorotheea Petre: „I was said many times I have no talent" – interview with the actress Dorotheea Petre, 
published ar http://www.9am.ro/stiri-revista-presei/2006-12-12/dorotheea-petre-mi-s-a-spus-de-multe-ori-ca-n-am-talent.
html#ixzz46PztXT7k  on 12.12.2006 

12 Mihai Fulger, „Cătălin Mitulescu: : Movie, Show and business”, interview insert in „New wave in Romanian 
cinematography », Group Editorial ART, Bucureşti, 2006, published online at https://mihaifulger.wordpress.
com/2012/05/11/Cătălin-mitulescu-filmul-spectacol-si-business/  
13 Gabriela Filippi,, „Romanian directors about film music”, series of interviews including an interview with Cătălin 
Mitulescu, published in Film Menu magazine, no. 2, October 2009 available online at https://filmmenu.wordpress.
com/2011/10/09/ancheta-regizorii-romani-despre-muzica-de-film-4/

CĂTĂLIN MITULESCU, DIRECTOR:

«I was thinking of Dorotheea Petre since I was preparing Ryna. . I read the script and I said 
to Ruxandra Zenide that she had a great fortune. I told her to come in Romania to make 
the film and see Ryna was walking on UNATC corridors, waiting. That was, Dorotheea gave 
the measure of her whole talent in that film and more than that, she showed what she was 
able to do. From that moment to that of distributing her in The Way I spent the End of the 
World was only one step. I tried to make Eva to take as more as possible from what she was; 
in the same time she understood very well the character and did something very simple 
and natural but attractive and powerful as well. In addition, she played an 11th grade class 
student making a triangle with two non-professional actors who were for real, high-school 
students »12

«Even me with Bălănescu we have had moments when we got along really well and 
moments when things didn’t went precisely so. I liked it even more because it was a clash 
of sensitivity and we met somewhere. For The end of the World we didn’t need a soapy 
music or a nostalgia awakening one to induce some emotions. I can’t even say that music 
worked equally for all the sequences I used it. It worked every time differently. I refer 
strictely to the music composed for the film. There were sequences that wouldn’t have 
had the feeling that they had if they didn’t had that music. There were also sequences 
for which Alex composed the music and seeing that I liked them the way they came out, 
intimate, restrainedly or on the contrary, explosive, I kept them without music. I never 
felt the need to potentiate, to hope that music will rise up the scenes. Music is a tool for 
creating, through which you express yourself, that is why I really like it but this not means, 
that I use the music all the time, in all my movies.»13
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SEQUENTIAL DECOUPAGE

3. The road to school. There, Vomică breaks away 
the plaster bust of Ceaușescu (5:21-10:19)

4. Lali s dream of the submarine and him playing 
with his family. (10:20 - 13:06)

6. Lali gets sick. (16:55 - 20:34)

1. Lalalilu and his baby teeth - dreaming one night 
of meeting Ceaușescu who finds out he still has 
baby teeth and losing his tooth in the morning 
after, while having breakfast with Eva. (00:00-5:20)

Eva assumes the guilt for Ceaușescu’s bust, through 
silence, because Vomică does not take responsabi-
lity and she is excluded from Bălcescu high-school. 
(13:07 - 16:54)

2. Generic (00:31-00:34, 00:46-00:53, 1:26-1:29 -  
merged with 1) 

8. La cérémonie païenne (liée au baptême de 
l'enfant) du "Tăierea motului" est l'occasion d'une 
fête dans le quartier : tout le monde interagit 
avec tout le monde, Eva danse avec Vomică qui 
est finalement là malgré le fait que son père n'ait 
intitialement pas été convié.

7. Andrei emménage dans le quartier et remarque 
Eva. Ils vont au lycée professionnel. C'est leur 
premier jour. Lali rend visite à Andrei, et s'en 
revient en rapportant à Eva un cadeau de la part 
d'Andrei : un vinyle.

III – ANALYSES

11. The music teacher reherseas with the class 
from the industrial high-school for the end of 
the school year celebration. (38:26 - 42:13)

12 Celebrating the year ending at the indus-
trial high-school. (42:14 - 44:16)

9. Andrei and Eva interact for the first time: he 
helps her in the school's workroom to finish her 
homework. (34:18 - 36:23)

10. Oase (Bones) and Andrei fight for Eva at the 
high-school. (36:24- 28:25)
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14. Titi, Nucu's father, is arrested, because Nucu 
tried to flee the country by swimming on the 
Danube. (45:46- 46:44)

13. Summer holiday arrives: Vomică is sad, Eva 
befriends to Andrei and go together at the 
railway. (44:17 - 45:44)

16. Vomică accosts Andrei and they argue. Eva 
and Andrei are intensively preparing for the 
escape. Lali and his friends are watching them. 
(49:42- 52:38)

15 Eva brings pies to Andrei and they prepare 
for the journey to the Danube. (46:45- 49:41)

19 Eva changes her mind when she is swim-
ming and turns back home. Lali tries to commit 
suicide again, but Bulba saves him from drow-
ning.  (1:00:31 - 1:03:44)

20. Lali is interested in a proposal from the 
school: the opportunity to sing for Ceaușescu. 
He builds a plan to take down Ceaușescu. 
(1:03:45 -1:06:31)

22. Small fragments of the two brother's life: Lali 
works for his plan, Eva receives a package from 
Andrei, Lali chews the chewing gum and dreams 
himself making huge bubble gum with his friends.  
(1:08:35- 1:16:12)

17. Vomică runs away from home and Eva is 
punished. (52:39 - 56:16)

21. Eva gives up school and gets hired to Uncle 
Florica to make whistles. (1:06:32-1:08:34)

18. Police comes in the neighbourhood and the 
two run toward Danube by train. Lali sees her 
leaving and wants to commit suicide with the 
pressing iron. (56:17 - 1:00:30)

24. The revolution begins and Ceaușescu is 
taken down: Lali appears on TV and thinks that 
he succeeded, Eva sees Vomică for the last time. 
(1:26:33- 1:33:16)

23.  Eva and Vomică renew the relationship: he 
shows her his new apartment, they make sex. Lali 
prepares for the meeting with Ceaușescu. (1:16:13 
- 1:26:32)
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26. Generic (1:37:35 - 1:41:02)25. Lali with his friends from the neighbourhood 
takes a letter to the post to send to Eva, who 
works abroad on a cruise ship. He writes to her 
about his new life at school and about visiting 
the tomb of Vomică, who died in the Revolution 
as a hero. (1:33:17 - 1:37:34)

CINEMA ISSUES

MUSIC

THE CONVENTIONAL WAY. 
At the baby's first haircut ceremony, the accordionist and the violinist who perform live music 
help at portraying a happy event of the neighborhood life, the context in which Vomică tries to 
get back with Eva. Here, music has inside the action of the film its conventional role: cheering 
people up and helping them to interact and express their joy through dancing. Music and 
dancing are elements that, traditionally, no common celebration of an important moment in 
people's lives lacks of: in this case, Romanian hore (in Romanian, it's the plural for horă, a rapid 
collective dance that people do in a circle) . When it comes the couple's dance (see Dialogue 
between CinEd films), there's another representation of a classical role of music and dancing in 
movies: to romantically connect characters. 

POETICALLY LUDIC OR BIZARRE
When Andrei comes in the school's workroom to help Eva clean the mechanical parts that she 
has as homework, her new colleagues ogle. This sequence has a certain rhythm already given by 
the montage (20 tied frames from 36:41 to 37:53), but the director adds a layer of suave music. 
The musical piece adds sweetness and innocence, underlining the tension eventually amorous 
from the interaction of Eva and Andrei. This moment is as poetic as it is ludic, because the new 
colleagues who keep staring at them are funny for the viewer, but annoying for Eva and Andrei. 
The music helps with obtaining a dainty feeling, which the spectator will feel when it watches 
the scene. This helps to empathize with what's happening on the screen. At the same time, 
the music from this scene prepares the upcoming scene: the one with the schoolyard fighting, 
between the two boys. After the spectator is inspired to watch pieces from the student’s lives, 
highlighted in a sweet way (poetic effect), the music stops all of a sudden, to create a moment 
of astonishment. The spectator is taken by surprise with the scene of the boys fighting, which 
contains a lot of action, in counterpoint with the precedent one.
Another type of effect when Cătălin Mitulescu adds music in post-production (see Testimonials) 
is the constrast one. For example, the music we can hear in the sequence with the huge bubble 
gum baloons adds a bizarre feeling to a scene that had only the potential of a naive cuteness.

Min 32 sec 22 Min 34 sec 50

Min 35 sec 16
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Min 37 sec 27

LIVING IN A STATE OF GRACE

Sometimes, the music from the film is emitted from the sources that are part of the film 
action as characters voices or musical instruments they use. The film has a distinctive 
atmosphere and the characters are particularized by the songs they sing. Such moments 
are happening in the house when Lali knocks out the guitar and Eva starts to play the 
guitar and sing with her voice or when the two listen to the vinyl disc given by Andrei 
as a gift.

H 1, min 17, sec 17

Min 26, sec 15

This is a very important layer that helps the atmosphere of that world to gain the contour that 
the director wanted. It helps the everyday life of the main characters to be charming and have 
a certain state of grace. 
Eva, when she sings with her brother and plays the guitar, especially when she begins to sing 
at her new school, invited by the music teacher, is highlighted by her naturalness, contrasting 
with the rigid manner of acting and singing of the others.

Min 41 sec 3 Min 43 sec 9

Thus, the ceremony which could have boring and rigid, turns into a positive experience in 
which the students and the public begin to act naturally and enjoy it, unlike the moments in 
which the director speaks to them. 

Min 44 sec 21
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Celebration songs that students learned by heart, without thinking what are their thoughts 
or feelings about that music, represent an important part of the culture of a generation raised 
up in the communist era. Because the State apparatus was using as propaganda any form of 
expression and representation, the songs and poems at the school celebrations weren't an 
exception. “Three colors” was the official anthem of the Socialist Republic of Romania from 
1977 till 1989 (music by Ciprian Porumbescu). But “Our Country” is not an official song. It's the 
choice of the teacher from the industrial school, probably the most nonconformist figure with 
authority. His free spirit is given by the way he interacts with students (in a relaxed register in 
which the students feel that they can initiate a dialog, sprinkled with small jokes), by the way 
he was dressed (with pilot sunglasses), but also the choice of the patriotic tinge song derived 
from a free expression area (the folk). The song was composed in 1979 by Nicu Alifantis, lyrics 
by Ion Nicolesu (in a slightly epigones after Romanian poet Nichita Stănescu, placed in the New 
Romanian Modernism between 1960 -1970).

ELEMENTS OF NARRATION: SPECTACULAR VS. ANTI-
SPECTACULAR 

NOTHING TOO DRAMATIC. 
Movies built on dedramatized narratives were born in relation with the classical drama. In the 
classical narratives the moments of the story are logically connected, they all have sense and 
show important parts of the character’s self, which are clear to the spectator. Small gestures 
are rarely left without carrying the plot forward and everything is put so the spectator can 
understand everything and get attached to the story and to the characters. 

The gap between the generations, Eva dropping out of high-school, the fact that Nucu's father 
does not want Ceaușică in his yard at the party, Eva and Andrei swimming in the Danube with 
a very big possibility of getting caught, Eva and the neighbors seeing Lali at the TV right in the 
middle of the place where the revolution begins, Vomică's death or Ceaușică going crazy- all 
these narrative lines have a big potential to become juicy conflicts and big dramas. A classical 
movie, made in the style of the Hollywood studios, would exploit these narrative moments to 
the maximum in order to stimulate the attention and the tension inside the viewer. For example, 
to show the viewer that Eva and Andrei don't get caught, the screenwriter and the director 
could have chosen to show the spectator longer shots of the guards, maybe from a subjective 
viewpoint, and then show the effect on Eva and Andrei: the characters could have been scared 
and until they make it to the end, could have had many moments of heavy breathing and every 
sound could have scared them more. 
 
Some of these small actions do not necessarily have a purpose in how the lives of the characters 
change, for example in the train Andrei touches Eva’s breasts, but they don’t kiss and never 
develop a romantic relationship. 

The director chooses to put the focus on the purity and freedom of the two brothers in that 
world before Ceaușescu's death, not on building a movie with a severe tone and big "strong", 
dramatic moments. When Eva is moved to the industrial high-school, a colleague tells her: 
"Welcome to the prison". But the director and the screenwriter choose not to show us how bad 
can life be in such a place. These decisions are an influence of the dedramatized standard in 
which a movie can be made. 
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ANALYSIS OF A PHOTOGRAM

A POETIC FIGHT

Min 38 sec 28

CONTEXT OF FILM NARRATION
It's the middle of the fight between the boys in the schoolyard. An isolated fight which 
started between Oase (Bones) and Andrei for a girl, Eva, transformed into a general fight. 
The music teacher put himself in, in order to stop the quarrel.  

DESCRIPTION. 
It's a wide shot, which allows the viewer to see what is happening from a generous 
distance. The sun is warm. The photogram is very dynamic in its superior part: there's a 
lot of action going on there, which raised the dust in the air. The boy in the left recovers 
from the last punch and prepares for the next one. Most of the boys are scuffling, 
gathered almost like a pyramid. Taller than the majority, caught in the middle, is the 

A COMING OF AGE FILM
The film starts with Lali losing his teeth, helped by his older sister. The relationship 
between Lali and Eva is very important, especially for the little one: initiates him in 
different aspects of life. He is a witness of her growing up process. Lali is in many moments 
of the film the attentive observer of Eva's life. He notices when she is troubled (because 
Vomică broke the plaster bust of Ceaușescu), he watches her at the party when the boy 
dances romantically with her (the director shows him observing and eating watermelon), 
he spies with his friends on her meetings with Andrei. A very candid moment is the one 
when Lali tries to commit suicide, because his sister ran away: his mother asks him what's 
wrong, but he keeps the secret about her escaping.  They listen to music together and 
they're complices in the small laughs of the domestic life.

Eva is at the beginning of the movie a student at the best highschool in Bucharest, having 
a conventional love relationship with a good boy, neighbour and colleague. Because she 
assumes not making compromises, she is moved to an industrial high-school and breaks 
up with Vomică. She gets to know herself better by trying different things: she decides 
not to flee the country, but she prepares to do it and tries to do it. The preparations are 
also a pretext to develop an ambiguos relationship with Andrei: playing at the raildroad, 
getting themselves naked to oil their skin and stay in iced water.  She is not afraid to start 
her sexual life with Vomică and to quit school. All these firsts mark her road to adulthood. 

music teacher. A boy in the right is jumping over the others. Girls are watching. Another 
characters connects the off-screen with the onscreen: walking in a hurry, carrying 
something in the hand (in the right of the image).

YOUTH SPIRIT.
This quarrel is one perfect example of the many actions that teenage characters do in 
movies without having any specific reason or without taking the time to think of the 
consequences. The youth spirit usually is represented to be an active one, in search of 
different boiling situations to get into, in order to experience and live to the fullest. Also, 
there's a representation of the herd instinct: the sense of belonging to a group by doing 
what everyone else is doing. "Come on, man, let me throw a punch!", says one voice. 

IT'S A BOY'S THING.
The girls are quietly watching what is happening. None of them tries to stop them or feel 
eager to get into the fight. This is one of the clichés regarding the difference between 
boys and girls: boys fight, girls don't; boys are immature and don't have a sense of fear, 
girls are more mature, more quiet and choose the safest options in life. 

NOSTALGIA
It's almost impossible not to notice the amazing sunset light in this photogram. The 
boys fighting is a very poetic image, given by the contrast between the action and the 
aesthetical choices. The light is warm, one can notice the sun rays in the dust. The way 
that the director Cătălin Mitulescu and the director of cinematography Marius Panduru 
(see Testimonials) chose to shoot the movie is part an effect of the way the director 
remembers that period of his life (see Author), in a very enchanting manner.
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ANALYSIS OF A SHOT

A STORY TOLD BY GAZING  
CONTEXT

Vomică likes Eva a lot and wants to renew the relationship with her. His father 
came to the party and put himself in a ridiculous situation, but the girl ignores 
his son. Eva’s mother tried to convince the girl to get closer to Vomică, because 
she wants to thank this way to the boy's father for the favors and for further 
benefits. For her, the relationship between her daughter and Vomică is a good 
that she can trade in a society that often enslaves the people, without providing 
any alternative (Lali’s medicines can be obtained only with the intervention of 
Ceaușică, well placed in the system; as a parallel, Ceaușică is just a father who 
wants to see his child peaceful).

Fig.1 Fig. 2

Fig. 4Fig. 3

Fig. 5 Fig. 6

Fig. 7 Fig. 8
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DESCRIPTION
At minute 31, the director chooses to introduce an 18 seconds shot, without any dialog, where we 
can see the interaction between Eva, Vomică, Vomică’s father and Eva’s mother. The characters are 
placed on multiple layers. In the foreground, on the right side of the frame, we see Eva carefully eating 
watermelon (fig. 1). Eva is not in the focus, a technique (photo or movie) when the director puts in the 
blurred foreground a detail or a character (this time the character, Eva) to give deepness to the image 
and to help the incorporation of the frame as a part of the scene. On the left side of the frame, also 
in the primer we can see the headscarf of a woman, a minor character, who is sitting near Eva at the 
table. In the background there is Vomică who sits at the table with his father, face to face to Eva. From 
the manner he chooses the frame size to show the boy and his decision to focus the camera on the 
boy’s face, the director invites us to closely follow Vomică’s long and focused look on Eva (fig.1). The 
shot gets quickly dynamic: the camera moves from Vomică’s look and follows Ceaușică, his father, who 
was sitting next to him. Ceaușică gets up looking shortly, but intensely to Eva, whose hair remains in 
the foreground (fig.2). The camera moves slowly following Ceaușică clinking with one of the guests 
who rises his glass (fig. 3). Eva remains in the foreground (on the left side of the image) and next to 
her we can see her mother, also in the foreground, who is sitting at he table, with the back at the 
camera. Then Ceaușică goes hors champ (offscreen). The camera focuses on Eva’s mother, who turns 
her face and looks unsatisfied to the girl (so, we realize that she followed Ceaușică). She seems she 
wants to tell something to the girl but she gives up quickly because the young girl is still preoccupied 
to eat watermelon (fig.4). The camera returns to where it started: Vomică’s look is the same (fig.5). 
Eva’s mother stands up and also goes hors-camp, but we can see her hand easily pushing Eva’s back. 
Apparently she needs to be helped in her moving, but it’s a kind of sign she make to the girl to have 
her attention (fig.6). Immediately, Eva looks at her mother (fig. 7) and to the end of the shot towards 
Vomică. The director cuts the plan and juxtaposes it by montage to the following, which will show us a 
close up with Eva’s regard and smile to Vomică. 

NO DIALOG, JUST GAZING.
In just 18 seconds the information regarding relationships between characters is a thick one and 
the director chooses to exploit the visual part to deliver it to the spectator. The characters don’t 

communicate verbally and the background music is the music at the party they participate 
and don’t create any emotion for the character. Undoubtedly, the girl is the center of attention 
of the shot, although we can’t see her face: every character whom sights we see in the shot 
are related to the girl and to her charming independent attitude. The perspective doesn’t 
belong to any character involved in the plan. The camera is placed after Eva’s shoulder and 
could be considered the mark of an observational, objective perspective with an obvious 
interest in capturing the tension between the characters. The camera abandons the parents 
when they decide to eloign from the hot spot, which is the relationship between the two 
adolescents. Although the framing is a tight one, by the way he arranges the characters in 
layers, by glances exchanges and subtle movements of the camera who follow the characters, 
the director underlines a space that we perceive as full of human energy and a sort of tension 
defused by the smile of the most relaxed character: Eva.

Two shots ago, we saw the girl’s mother calling her to sit at the table to force somehow her 
interaction with Vomică. The plan which links those shows Lali eating watermelon and dance 
cheerfully- it is one of many Cătălin Mitulescu’s plans that not push the narration forward, but 
helps to outline the atmosphere of the movie and build the dimension of film - chronicle of 
that time when these characters lived.
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ANALYSIS... OF A SEQUENCE

THE IMAGINARY LOOKS ALMOST REAL 
NOT AN ESTABLISHING SHOT. 

In a movie built in a classical cinematographic code (as most Hollywood products, for example 
Home Alone) the sequence that opens the film contains a first overall shot which sets the place 
where the action occurs. This framework called "establishing shot" is used by the director to 
give to the spectator the information about the space where the action happens (in Home 
Alone, we see a frame with the house seen from the outside). In The Way I Spent the End of the 
World the director chooses not to set the space by this establishing shot. Thus, the spectator is 
introduced in the film atmosphere somehow abruptly, without really knowing where the action 
happens (fig. 1).

Image 1

Generally, the filmmaker chooses the first sequence to give to the spectator an idea of how 
the paradigm film works. There are moments when they want to create tension to make the 
spectators to become very curious, moments when they try to capture the essence of the 
whole film, eventually to build a visual metaphor. Director Cătălin Mitulescu gives clues about 
the historical time when the action takes place from the first sequence, introducing several 
elements of specific scenography and costumes. A spectator who can recognize the specific 
visual elements of the communist days in Romania, realizes that is about the time before 1989 
when sees the braids the schoolgirls wears, the uniforms (fig. 2), Ceaușescu’s portraits hanging 
on the walls. (fig. 3)  

Min. 0.17 Min. 1.20

COMMON CHARACTERISTICS BETWEEN REPRESENTING THE IMAGINARY AND THE REAL. 
Stylistically, this sequence has elements in common with the rest of the film: for instance the 
stage-lighting is similar – the image director thought of using as much as possible the natural 
light (there aren't any artificial lights to strongly illuminate the characters, to flatter them and 
to make very visible the details and the contours as in a movie made in a classical cinema 
convention). The colours are grey-bluish, dark, the same as several sequences in the film. The 
camera movements are trembling.

OUT OF THE ORDINARY ELEMENTS. It is true that we can also find “hand-held” shots in the rest 
of the film. But here it’s more visible that the camera is in a stirred searching. Like in the first 
shot (fig. 1), there are some other shots (fig. 4) when the character is looking straight into the 
camera, fact that suggests that someone might be behind the camera. In Pierrot le fou (1965, 
r: Jean-Luc Godard), the characters are looking at the camera eventually and Marianne (Anna 
Karenina) asks Pierrot (Jean-Paul Belmondo): “Who are you talking to? He answers “With the 
spectator”. This is a strategy by which the director reminds the spectator that he is watching 
the movie, not a part of reality. Jean-Luc Godard aims to “wreck the fourth wall”. The modernist 
art has as a purpose to question the artistic convention and to make the spectator aware of 
the fact that is only a construction. In The Way I Spent the End of the World, the fact that the 
characters are looking into the camera doesn’t mean that the director wanted to have the same 
effect as Pierrot le fou. It could be a material filmed by someone who is an amateur and who 
wants to document the ceremony - this drawing the attention of the people being filmed. On 
the soundtrack, through a lot of voices, it can be heard a child voice that shouts “The camera is 
coming!” The camera is coming!”, which strengthens the idea that someone could have filmed 
the event and the characters are aware of the cameraman's presence. 
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Min. 0.43 Min 1.48

The characters and the objects look realistic, but there is a mess of actions, a certain dynamics 
of the characters and some visual distortions of the elements that points out the fact that it 
might not be a glimpse of representation of reality, like most of the sequences of the movie 
are. The portrait of the president Nicolae Ceaușescu is a caricatural one and the other posters 
and other portraits are placed imprecisely. On a school ceremony where the president Nicolae 
Ceaușescu would have participated, everything would be on point, precisely arranged and the 
kids and also the adults would be arranged in harmony, with a serious attitude. It is known that 
when he announced his visit in an institution, all that building would be clean and tidy in an 
unrealistic manner, all of the people would be exemplary, the communication would be stiff 
and full of clichés: everything would be artificial. Instead of all this, all the scene is lively, noisy, 
relaxed. Kids are overtaking, they have the courage to express themselves freelly, playfully. The 
relationship with the authoritian figures is generally a rigid, formal one, but now the kids aren't 
very impressed of the presence of the adults around them: for example Lali is making a joke, 
showing the middle finger to his friends (fig. 5). 

Also, the character of the president has a hilarious aspect (fig. 6). The presence of the cops with 
guns among the kids is an exaggeration (fig. 7). These elements, bits of reality, part of an official 
world, with a rigid protocol, put near a childish universe, of people with a playful attitude, 
with messy actions, have a comic particular effect, surreal, characteristic of a figment. When 
finally, the crowd is settling down a little bit and the military orchestra starts playing (fig. 8), the 
huge hard cheese wheel (which in reality would be heavy, here seems light) and the president’s 
observation (“How comes comrades, he still has his milk teeth? That’s unbelievable”), and then 
the fight between Lali and Ceaușescu for the hard cheese wheel (fig. 9), give the spectator the 
feeling, when comparing this scene with the rest of the movie, that is a strongly subjective 
scene. The perspective is a playful one, that doesn’t care about the atmosphere that the exterior 
events may have, as it is a mark of an interior feeling. Thus, is a sequence that has enough signs 
that make the viewer realize that it may be a child's dream or fantasy? 

Min 2.25Min. 0.29

Min. 2.05 Min 2.31

A SIGN OF LALI'S IMAGINATION. Lalalilu’s dream is a subtle mark of a subjective-childish 
perspective, characteristic to the entire film, contrasting with the harsh context, the drama 
and the severity of an oppressive system as it was in the socialist Romania. This sequence sets 
the serene tone of the atmosphere which the director chooses to cinematographically tell the 
story. The film contains other two dream sequences: the submarine sequence (the one when 
the community from the neighborhood is in a submarine lead by Lali and his friends) and those 
with the bubbles gum (Lali makes a huge bubble gum which flies to the sky).

The director choosed field sizes that emphasize who are the characters that will appear along 
the film and are important for Lalalilu, one of the protagonists whose perspective defines the 
first sequence. The director guides this way the attention of the spectator: there are some 
close-ups with Lali (fig. 10), with his mother and his sister (fig. 11), and also with his best friends, 
Tarzan and Silvică (fig. 12).

Min. 1.57Min. 1.53

Min. 1.51
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Seeing without being seen is one common instrument that children use in order to grow their 
experience. As a parallel, the curiosity that drives the cinema spectator may be similar to the 
curiosity of a child who discovers new things. 

BONDING IMAGES: SEEING WITHOUT BEING 
SEEN

Lali’s friend peeping in Andrei yard, a new 
entry in the neighborhood

The picture Batseba coming out from 
the bathroom Hans Memling, from 1480, 
one of the first suggestion of voyeurism 
in visual art . It seems that initially, in 
the original painting, the king David is 
painted in the up-left corner, looking to 
Batseba.

Miguel secretively looking to Luisa. Movie 
frame from Uma Pedra No Bolso (directed 
by: Joaquim Pinto, 1988)

Photo by Edy Hardjo, who used figures 
representing superheroes 15
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CONFIGURING THE AMOROUS TENSION: THE 
WAY I SPENT THE END OF THE WORLD (2006)  
VERSUS UMA PEDRA NO BOLSO (1988)
The two films have in common young characters 
who experiment first love. Miguel falls in love 
with Luisa, a young woman a little older than 
him. Eva lives her first relationship with Vomică: 
they're together, they break up and they get back 
together, living their first sexual experience. In 
between, she has an ambiguous relationship 
with Andrei - which is never obviously romantic, 
but sometimes there are hints.  The two films 
have distinct stylistic directions of configuring 
the amorous tension. 

DIALOGUE BEWEEN FILMS

THE DANCE SEQUENCES
Cătălin Mitulescu shoots the dance sequence in three shots. In the first one (fig. 1), we can see Eva 
and Vomică in an american shot, in the background. In the foreground there are other characters 
dacing (left), children passing by, Bulba going offscreen. The next two shots are medium close-
ups. The camera just goes near them and shows in a more detailed manner the exchange of 
glances, the mimics on their face, their feelings: an entire game of seducing (Eva) and being 
seduced (Vomică) (fig. 2 and 3).

Min 35 sec 53 (fig. 2)

Min 34 sec 53 (fig. 1)

Min 35 sec 19 (fig. 3)
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Mitulescu's way of breaking up the action in shots is close to the one from the classical films:  
showing at first the space of the action and then getting closer to the characters, he invites the 
viewer to empathize with the characters. The fact that a lot of characters wished for this dance 
to happen (see Analysis of Shot) makes this sequence much more rewarding. The music is live, 
the sun just set, the rain starts and they're the only two left to dance: the atmosphere is very 
romantic. The entire sequence has almost one minute, all together with other shots of actions 
that happen in the same time (people going inside the house, for example).

In Uma Pedra no Bolso, the dance sequence has three minutes and only two shots. The director 
Joaquim Pinto chooses to shoot the characters only in american shots. In the first shot, the 
camera travelling is slowly following Luisa and pans at the end to show that she found Miguel 
(fig. 4). She is playful, walks slowly and wants to surprise Miguel. The pan stops when she takes 
the boy to teach him how to dance.

Min 29 sec 48 (fig. 5)Min 29 sec 26 (fig. 4)

The second shot of the sequence has almost two minutes and shows them dancing (fig. 5). 
The camera moves almost imperceptibly at a certain moment just to get a little further, only 
to come back at its place. The spectator can see Miguel dancing in a naive, unsophisticated 
manner, definitely not in the same rhythm as Luisa. He's just a child: at a certain moment, he 
wants to quit (fig. 6). It is one of the sequences of initiation for him. The length of the shots and 
the fact that there isn't a variety of field sizes (details of their faces are not shown) invites the 
viewer to a more detached, observational perspective. In comparison with the classical way of 
building the sequence in The Way I Spent the End of the World, Pinto's choices are a mark of the 
refuse of artifice. 

Min 39 sec 19 (fig. 6)

GETTING CLOSER

In The way I spent the end of the world, the moment of maximum intimacy is the first sexual 
experience for Vomică and Eva, which the director chooses to break it in nine shots. The camera 
goes from a medium shot (fig. 7) to a counter-shot close-up of Eva (fig. 8), then back to its 
first position to show their closeness (fig. 9). Camera remains in that position, showing details 
and being at last concentrated on the girl's reactions (fig. 10). The very tight shots create the 
sensation of intimacy, of togetherness.  

fig. 7
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fig. 8

fig. 8

fig. 7

Joaquim Pinto shows in only two shots the only moment when Luisa offers Miguel an embrace. 
The second shot, representing the embrace (fig. 12), lasts about 50 seconds. There is a very 
subtle travelling of the camera who gets a little closer to the characters. Pinto uses a very 
important device in representing memories: the voice over. On this long shot, the spctator can 
hear the voice of an adult Miguel, with a touching approach of the past: "I was dreaming at this 
moment for a long time. But all I remember is cold hands on my neck and the smell of fried 
food". The moment is built in a very subtle manner and reveals the shyness of the character 
and the romantic innocence of the moment. It was a moment that Miguel had long expected 
it and the director creates the delicate sensuality by acumulation and observation, rather than 
breaking it up in various field sizes. In comparison with The way I spent the end of the world, he 
chooses to be anti-spectacular. 

The Way I Spent the End of the World contains elements which can be associated with several 
artistic directions. For example regarding the approached subject, the movie is similar to 
realism in painting. But the miscellanous manner the director chooses to approach the subject 
has alsos influences associated to other aesthetical channels.

Min 39 sec 19 (fig. 6)



IV
 - 

CO
N

N
EC

TI
O

N
S

26

1

Thus, the choice to represent the community from the outskirts of the city and their daily life 
scenes may be associated with the intention which revealed the realism in painting, at the 
begining of the XIXth century. Realist painters' intention was to represent the low social classes 
(the workers from the contryside or from the industrialized cities) and events from their lives 
which former directions ignored. They were interested in obiectivity and mundane life, in 
representing the reality and the people in a non-idealized manner. The realism can be considered 
a reaction to the romanticism. Romantics were interested in emotions, past, nature idealization, 
heroism and their perspective was one of glory, focused on human subjectivity. 

Romantism manifested itself in many arts from picture to literature or theatre. In cinema, the 
italian neorealists (see also Enjeux) from the Second War time, have left the set and went to 
shoot on the streets and in the places where ordinary people conducted their activities, showing 
interest for social issues and real hardship of lower class people. 

2

3

4

REPRESENTING ORDINARY PEOPLE. 

The neighbourhood of houses where were shooted sequences from The way I Spent the End of 
the World is somewhere on the outskirts of Bucharest. About people’s lives we can say that they 
are meager, the way their neighbourhood and houses look is not a specific one to a modernized 
or a bourgeois area. What is to be mentioned is that these aspects of their lives are not the effect 
of their choices (see contexts) as could be, for example, the life of a community of our days who 
choose to live as simple as possible and untouched by the technology and consumerism. 

None of the neighborhood residents seems to be the descendent of a bourgeois familly, 
who once, in the past, lived the good life. Although the political system was sustaining that 
the differences between social classes no longer existed and the resources were distributed 
equitably (see contexts), status quo, at least in the neighborhood of houses represented in the 
film is one that is sometimes in a lack of resources (food, drugs), specific to the lower class, the 
oppressed one. 

THE REALISM IN PAINTING
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CHIAROSCURO 
WHAT IS CHIAROSCURO? 
 
There are photograms in the movie where the light is directed in a way to give characters a 
mysterious expression and to bring out harmoniously physical features (countour of the faces 
and collarbones). This method, chiaroscuro, was and is used in all visual arts. This is an italian 
term translated by chiaro = light, scuro = dark. In achieving chiaroscuro very important is 
the relation between darkness and light: the contrast between them is strong, with possible 
gradations. In painting gradation are obtained by adding non-colors (white and black). The 
light source is often outside framework, but well directed so that source position can be 
determined reporting to the object or person it illuminate. In the The Way I Spent The End Of 
The World photograms we can see the light source is situated in the left of the character.

CHIAROSCURO IN THE HISTORY OF PAINTING. 
 
The chiaroscuro has been used in several movements in painting. First time it was seen at the 
greek painter Apollodores, in the fifth century BC, from whom’s creation nothing has survived. 
In the early fifteenth century, renaissance painters as Leonardo da Vinci used chiaroscuro 
especially to represent three-dimensionally human traits. Bassically, Leonardo da Vinci used 
chiaroscuro to render volumes in a bi-dimensional image by building an ilusory tridimensional 
image. The purpose was to enhance the effect of realism. But a contemporary receptor, familiar 
to see and analyse many more ways of using light and colour in visual arts which aim to 
represent the reality, can consider the way chiaroscuro was used in Renaissance and especially 
Baroque, to have a dramatic effect. Caravaggio’s paintings make from chiaroscuro a technique 
that defines the Baroque in the eighteenth century painting and Rembrandt van Rijn is one of 
the famous painters who used chiaroscuro. 

The upper class in France didn't receive very well Millet's painting - the French Revolution was 
still a fresh memory, the workers from the lower classes were much many than the burgeois, 
so the fear of another revolution that could overturn the actual order was inconfortable. 
Reminding to the upper class that there is a lower class took them out of their confortable 
positions.  Also, the women from the painting were considered even grotesque .16

Jean-François Millet, Des glaneuses (The gleaners), 1857  -

Courbet's painting remained in art history as one of the big declarations of realism in 
painting. Until then, a painting this big (315x668 cm) only represented heroic scenes, what 
was considered bacj then noble subjects. Also, Gustave Courbet used as models the ordinary 
persons from a real funeral from Ornans, not actors, as it usually was the custom. Their faces are 
not as dramatic as people were used to see in representations of people's grief and voices were 
saying that people's faces are ugly.

Gustave Courbet, Funerals at Ornans 1849 - 1850
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REMBRANDT LIGHTING IN PHOTOGRAPHY AND FILM. 
Rembrandt and the way he used light in his paintings also gave the name of the "Rembrandt 
lighting techinque" scheme of lighting in photography: basically, there is a strong source of 
light at one side of the subject (key light) and a reflector on the opposite side. One side of 
the face os the subject is strongly illuminated and the other is not illuminated, except for one 
triangle of light, under the eye of the subject. The triangle must be no longer than the nose and 
not wider than the eye. For the subjects with a round or a full face, these lighting scheme adds 
definition and slims the face – this is how it becomes flattering. The term „Rembrandt lighting” 
was used for the first time by the director  Cecil B. DeMille (1881-1959),  considered one of the 
founding fathers of the Hollywood film industry. 

Caravaggio, Vocation of Saint Mathew, 
1599 – 1600

Rembrandt van Rijn, 
Self – Portrait, 1629

BOUNCE

CAMERA

LIGHT

SUBJECT

REMBRANDT
LIGHTING

Rembrandt lighting is a small triangle of light under the subject's eye 

on the shadow side of his or her face. It is based on the work of the 

Dutch painter of the same name, who often used this type of lighting 

in his work.
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ANDREI GORZO, IN DILEMA VECHE - A WEEKLY CULTURAL MAGAZINE, OCTOBER 2006:

« Dorotheea Petre, the star from the movie The Way I Spent the End of the World, was blessed 
with a high class film presence – dominant but subtle, direct but mysterious. She plays Eva, a XI 
class student at a high school in Bucharest in 1989, who is moved to a vocational school when 
she is founded as guilty for destroying a plaster bust of Ceaușescu. The real responsible is her 
boyfriend Alexandru, who, at the moment of the accident, was trying to figure out the next 
attempt to the girl’s virginity while he was improving his karate schemes – two actions which 
can’t merge and having disastrous effects for the balance of a 17 years old boy although only a 
17 years old boy could try to combine. Despite the fact that Alexandru votes together with the 
rest of the class, for Eva’s exclusion from UTC, she refuses to denounce him. “If you cry, I’m out!” 
she summons her mother when they both are called to the teacher room.

She is not a rebellious teenager -  what is there is more than that : it is about moral tasteful, 
about an inner style which has had time until 17, to define, to discover demoralizing lack of 
style – of grace – of the people around and to develop a survival strategy. God knows how 
she contrived to do all these until 17 but, with Dorotheea Petre playing the role it is clear that 
it is : it is clear that Eva sees very well the misery of this world (starting with her parents, who 
encourage her to come to terms to Alexandru because he is a son of a security force worker) 
and, even she doesn’t comment it, she constantly releases a kind of a calm obstination, self-
control based on early and exactly knowing the value of the ego – which is private property, 
she doesn’t allow them to nationalize it, is her proud kingdom bound to get down only for 
minimum diplomatic contacts  with popular democracy that surround it. »17

ALEX. LEO SERBAN, IN LIBERTATEA NEWSPAPER, SEPTEMBER 2006:
« The Way I Spent the End of the World (excellent title) has many good things: first, some 
convincing interpretations (especially the children but also the veteran Jean Constantin in a 
role opposed to everything we knew), an image (Marius Panduru) pronounced and suggestive, 
a scenography which detailed recompose, the atmosphere of those days, etc. The story flows 
softly like a gelatin containing intrigue small parts, toward the end – when they accelerate 
because of the December events. Every moment is in its place, but altogether suffer from a lack 
of a well-rounded structure and a rhythm a little bit faster. Mitulescu chose to paint a fresco in 
pieces and to let the spectator the mission to bind them together. How much you feel like to do 

PERCEPTION OF THE FILM: CROSSING 
VIEWPOINTS 

it depends on how much you like the movie.  » 18

MARIE BIGORIE, CRITIKAT, REVISTA ONLINE DE CINEMA, AUGUST 2006:
« Par instants, le film surprend. Dans certaines scènes, une facture classique et trop convenue 
est délaissée, la narration est laissée à l’abandon au profit d’échappées burlesques ou rêvées. 
Lalalilu fait une bulle de chewing-gum. La bulle géante que les gamins tenaient quelques 
instants plus tôt s’échappe de leurs mains. La caméra suit l’envol de ce ballon devenu une 
sorte de globe terrestre. La volonté de réalisme du cinéaste (dans le choix du décor et des 
costumes qui font référence à une époque précise et particulière) est désamorcée par la 
portée onirique et absurde de certaines séquences. Et le burlesque point. Comme dans une 
scène farcesque où le père déguisé en Ceausescu mime le dictateur. Mais Catalin Mitulescu 
ne tourne pas en dérision gratuitement une page sanglante de l’histoire. L’absurde se mêle au 
burlesque, l’euphorie à la nostalgie. L’univers mis en scène, jamais fade, est tout en demi-teinte. 
Le cinéaste a réussi le pari de faire vivre et évoluer ses personnages dans ces instants hors du 
temps, comme s’ils cherchaient à se délivrer de la grande Histoire pour inscrire leurs histoires 
dans un avenir naissant.  »  

«Sometimes the movie surprises. In certain scenes, the classic and ordinary course is abandoned 
and the story is left to escape into the world of the burlesque or the unreal. Lalalilu makes a 
chewing gum bubble. A big ball that is kept by the little boys for a few minutes and then it slips 
gently from their hands. The movie camera follows the flight of the balloon which looks like the 
Earth globe. The director’s option for a realistic approach (by the choice of the scenery and the 
costumes ,sending us into a very precise and particular time) is dismantled by the oneiric and 
the absurd of certain sequences in the movie. And the burlesque point, as well. For example, 
in a scene where the father disguised as Ceausescu tried to imitate the dictator. But Catalin 
Mitulescu does not turn to derision a page of history covered with blood. The absurd mixes 
with the unreal, the euphoria with the nostalgia. The staged universe is never insipid, it is all in 
half-tones. The filmmaker won the bet to make his characters live and develop in those out of 
time moments, as if he tried to set them free them from the great History in order to enroll their 
stories into a future to be born. »19
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   AFTER WATCHING THE FILM  

1. RECEPTION: EXCHANGING IDEAS 
NARRATIVE. CHARACTERS. HISTORICAL CONTEXT

• After seeing the film, would you say that it modified your expectations or the way you 
interpreted the roles of the characters and their relationships between them based on the 
original film poster, the two frames or the music?  
• How would you describe the characters to someone who hasn’t seen the 
• Approximately how long would you say that the action lasts?
• Name a few examples of how the characters are related or how they come to interact with 
one another.  
• Try and remember what were, judging from your point of view, the most important actions in 
the unfolding of the story.  
• Why do you think Eva has difficulties at school? 
• Why do you think she decided to return home, as opposed to continuing to cross the border 

   BEFORE THE SCREENING

1. COMPOSITION ANALYSIS OF THE ORIGINAL POSTER
• How is the original film poster elaborated? (p. 3) How do you imagine the two worlds of 
the characters, seeing that they are separated and collated (the world of the children from 
the foreground and the world of the young girl from the background)? From whose point 
of view do you imagine that the story is told in the film: from the children’s point of view or 
from the girl’s point of view? What does the poster suggest and why?     
• The work on the original film poster can also be taken even further, by comparing it to 
different posters of the film (p.3).

2. TEENAGE CHARACTERS AND COMING OF AGE FILMS
• You could start by asking the students to name their own examples of other films they’ve 
seen in which the main characters are children confronted with an initiation experience 
(including other films included in the CinEd collection). Ask them to specify details about 
the characters (ex. name, age, family background) and the plot and introduce the notion 
of coming of age films. 
• Choose a frame from the film dealing with the theme of coming of age and ask the 
students to describe it and to imagine the possible relations between the characters

3. IMAGINING THE SETTING 
• Observe these two frames from the film. Judging by the architecture displayed in the first 
image, in what part of Europe would you say the action could be set?  

EDUCATIONAL LEADS 

• Describe all the set-design elements and costumes displayed in the second image. Try to 
determine whether you can identify any contemporary elements. Would you say the action is 
set in our days or that it could be a period film? 

• Playback the patriotic song featured in sequence 12 (cf. p. 11), Țara noastră / Our Country 
(composed by Nicu Alifantis)  and, based on its lyrics and rhythm, try to imagine the context 
in which it could appear in the film and analyze whether it, too, works as an element of 
establishing the historical timeframe of the action.  
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with Andrei? Do you think that her decision could have been anticipated? If so, why ? Replay 
the sequence in which Eva and Andrei try to elope and analyze how it is filmed. Compare it with 
other sequences related to eloping, available in the didactic film S’ECHAPPER (CinEd platform).  
• Do you consider that Eva and Lalalilu have changed over time? If so, what has influenced their 
change and how are they different towards the end of the film?
• What do you think about the title of film? Why is 1989 referred to as “the end of the world” in 
relation to the characters, the setting, and the ending of the film? 
• How do you imagine the characters’ lives would look like in 10 or 20 years from now?

2) OBSERVE - DESCRIBE - ANALYZE

What we see

• Playback sequence 11or sequence 12 (cf. Cinema Issues – Music – p. 13) without sound and 
observe the non-verbal language of the teachers and of the students. Playback the sequence 
once again, with sound, and discuss how the music modifies the effect the sequence has on 
the viewer.
• Playback the party scene and observe the exchange of looks between the characters from the 
shot analyzed in the booklet (Cf. Shot Analysis, p. 40). Pay attention to the non-verbal dialogue 
articulated as an exchange of looks, in the absence of dialogue. What feelings do you think 
the actors are conveying? By analyzing the camera positions and movements, what is “said” in 
terms of mise-en-scène and cinematography? 
• Observe and analyze the frame referenced in the section 2 (cf. p. 16),  in which the family is 
seated around the table. By comparing it with other dinner scenes (the other frames extracted 
from other Romanian films in this section might work as examples), analyze the relation 
between how the three are disposed at the table and their status and role within the family.  
You can also choose sequences from other films, as shown in the didactic film A TABLE (CinEd 
platform).

What is said and understood 

• Playback sequence 5, in which Eva’s classmates are voting for her exclusion from UTC (The 
Communist Youth Union). How would you characterize the rapport between what is said and 
what is not said, and how would comment on Vomică’s vote (what is done) and Eva’s reaction? 

3.INTERACTING WITH FRAMES, SHOTS AND SEQUENCES   
WORKING WITH STATIC IMAGES

Working with static images

• Based on the Enjeux section (cf. p. 5), choose along with your students (if possible) an image 
and observe which enjeux are echoed by the image and which aren’t, in relation to the film as 
a whole.  

• Choose a frame (cf. p. 19), establish the context, describe the composition (ex. the space, how 
the characters and elements of the setting are disposed, the color scheme), analyze along with 
the students the effect it entails and ask them whether it anticipates subsequent actions. 

• Based on the Bonding images section (cf. p. 19), choose a frame from the film and discuss 
possible associations with similar images, regardless of their artistic medium and language. You 
could invite the students to recreate the image chosen from the film (photography, drawing 
etc.). 

Working with dynamic images 

• Ask the students to pick their favorite shot of the film, to describe it, to speak about the way it 
is elaborated and to justify their choice. 

• Choose a sequence (cf. p. 17) and try to pay attention to how it evolves, shot by shot. Establish 
the role, position and movement of the characters. Pay attention to where and at what angle 
the camera is placed and if it is fixed or moving. Does it seem like the point of view is subjective 
or objective? What about the lighting and the colors? In what way do they influence our 
perception of the characters and of the action? Which are the transformations that occur during 
the sequence, from beginning to end, and in what way do you think that all these choices shape 
or nuance the storytelling? 
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