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CINED: A COLLECTION OF MOVIES,
A CINEMA EDUCATION PROGRAM
CinEd’s mission is to bring the 7th art into light as a cultural object and a means to better know the world. With this purpose
in mind, we have developed a working method, starting from a collection of European movies made in the countries that are
partners in this project. Our approach is adapted to today’s needs, marked by quick, continuous and important changes to the
way we watch, perceive and produce images. We follow images on multiple screens: from the biggest, at the cinema, to the
smallest, on our mobile phones, keeping in mind TVs, computers and tablets. The cinema is a young art, that was presumed dead
more than a few times; needles to say that has not happened.
Such changes have repercussions over the cinema, its promotion having to be aware of the fragmented manner in which we
watch movies, on different screens. CinEd publications propose and sustain a malleable educational program and inductive,
interactive and intuitively, offer knowledge, instruments of analysis and opportunities to build dialogs between images and
movies. The works of art are approached on different levels, all together but also singling out fragments or highlighting different
time frames.
These educational files are an invitation to get closer to the cinema, with all the freedom and flexibility, one of the stakes of
the program being that it offers the possibility to understand the cinematic image from more perspectives: descriptive, as an
essential phase of any analytic analysis, the capacity to select images, classify them, compare and confront with other proposed
movies, as log as with other arts, literary or representative (photography, paintings, theatre, comic books etc.). The purpose
is that images should no longer be overlooked, but instead, become meaningful – from this point of view, the movie is an
extremely valuable synthetic material to educate the sight and the taste for art of the next generations.
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TECHNICAL SPECIFICATIONS

When first encountered, Radu Jude’s films may be shocking on account of their aggressiveness, but, before they’re over, they
prove to be more generous than that. One of the foremost members of the Romanian New Wave, Jude steadily distanced himself
from the realist formula that brought Romanian filmmakers to the attention of the world’s most important festivals in the mid2000's and found his own style, with a certain proclivity for the absurd and, in his latest film, the grotesque.

Country and year of production: Romania, 2008
Running time: 1h 40min
Format: color – 1.85 : 1 – 35 mm
Budget: € 650,000 (estimated)
World premiere: 7 February 2009 (Berlin International Film
Festival)
Romanian premiere: 26 March 2009 (Bucharest)

We are glad to include in the CinEd collection his feature film debut, The Happiest Girl in the World, a film that casts an amused,
but also clearheaded eye at what being a teenager is like. Youths have a lot to learn from it: the depicted themes are connected
to their concerns, while also stimulating their intelligence, as the characters and the atmosphere of the film are full of life.
They will discover in this film another way of narrating a story than they’re used to in mainstream cinema, a realistic aesthetics
in which variety is not achieved by quickly alternating shots, but with the abundance of details held within. Also appealing is
the fact that the film is not at all didactic and does not place the blame on either side. This vision of life, as a ridiculous to and
fro, might resonate with certain books that youths typically discover at this stage in life. We hope that the stylistic informality
of Jude’s film would inspire them to look for a personal style and maybe actually determine them to try and express themselves
through cinema even with the minimal resources that they might have available.

Romanian Poster

International poster

Crew
Director: Radu Jude; Screenplay: Radu Jude & Augustina
Stanciu; Director of photography: Marius Panduru; Sound:
Constantin Fleancu; Costume designer & Scenery: Augustina
Stanciu; Editor: Cătălin Cristuţiu; Producer: Ada Solomon
Casting
Andreea Boşneag (Delia Frăţilă), Vasile Muraru (Mr
Frăţilă), Violeta Haret (Mrs Frăţilă), Şerban Pavlu (the
director), Andi Vasluianu (the director of photography),
Doru Cătănescu (Arvunescu), Alexandru Georgescu
(the client), Luminiţa Stoianovici (the make-up artist),
Bogdan Marhodin (Viorel), Diana Gheorghian (the
producer)
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I -INTRODUCERE

Realist
Cinema

Absurdity

Publicity in
art

Parent-child
relationship

Non-professional
actors

Film about film

Key: Forced to give a big smile for the cameras to show just how happy she is for winning the
sweepstakes, Delia pulls a ridiculous face.
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FILM STAKES

ABSURDITY.
The characters in The Happiest Girl in the World orbit around
the same situations, endlessly repeating, which makes their
actions futile. Jude’s film shares obvious affinities to the
aesthetic of the absurd, particularly as it appears in the work
of Samuel Beckett, Eugene Ionesco or Albert Camus, where
ridiculous situations with no way out are to some extent
funny, but coming together to form a vision of existence, they
also reveal their tragic dimension.
NON-PROFESSIONAL ACTORS.
Even in the 1920’s, the Soviet cinema and afterwards, in the
1940’s, the Italian neorealist cinema used people that were
not trained as actors to star in films. Selecting them by their
particular physical traits or peculiar behaviors, filmmakers
strived for added authenticity when comparing their films to
those that employed professional actors, their standardized
training and their reliance on customary beauty standards.
This practice was passed on especially by realist films. In this
regard, as well, The Happiest Girl in the World is a mix: a nonprofessional actor for the character of Delia and for the rest,
actors of varying professional backgrounds.
FILM ABOUT FILM.
Throughout the whole history of cinema there have been
many films that have centered on the making of films,
such as Day for Night by François Truffaut or Bellissima
by Luchino Visconti. They are in some regards telling as

far as understanding the process of film-making and the
relationships between the different departments.
PARENT-CHILD RELATIONSHIP.
The relationships between characters in Radu Jude’s films
are always strained, sometimes bordering on hysteria. Each
character tries to manipulate the others and bend them to
their will. The interactions between her family’s members
aren’t any more harmonious. Often times, Delia’s parents also
reveal themselves to be immature. Strongly wanting to get
something from the girl, they go in for the kill and don’t notice
that they are hurting her feelings.
PUBLICITY IN ART.
The adoption of mass production techniques brought about
major change in society, in the process transforming the
way contemporary reality looked. At the beginning of the
20th century there were many who said that the new visage
of the world – vulgar and mercantile – was not worthy of
attention from the arts. However, movements like Pop Art
have facilitated the acceptance of advertising’s new images.
The way that advertising is depicted in The Happiest Girl in
the World also puts forward a critique of this field. It accuses it
of forcing the world to conform to a very strict set of designs,
a very limited vision.

Delia, an 18 year old girl living in a small health resort,
wins a car in a sweepstakes held by the manufacturers of
a fizzy drink. The girl is required to appear in a TV spot for
said company, which is how she ends up travelling with her
parents to Bucharest. First, her parents decide to sell the car
on the spot in order to make ends meet, disregarding the
girl’s desire to at least hang on to it for a little while. Then,
the shoot goes badly, with the crew showing little patience
for the confused young girl who doesn’t seem to find any
understanding anywhere.

I - OPENING

REALIST CINEMA.
For the most part, Jude’s film belongs to the realist tradition
that, going against the principles of mainstream cinema, tries
to depict on screen subject that are less out of the ordinary,
more in tune with the lives of regular viewers or to shed light
on the lives of societies’ outcasts. Opposing a glamorous
cinema, realist cinema refuses to employ a large palette of
audio and visual techniques that are meant to make the film
a more beguiling experience for the viewers.

SYNOPSIS

II - THE FILM
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II-THE FILM
CONTEXT
REFRESHING ROMANIAN CINEMA
In the 20th Century, socialism in central and Eastern Europe gave rise to totalitarian regimes
in countries like Hungary, Albania, Czechoslovakia, Bulgaria, Romania and others. This political
system has been introduced in those countries following World War II and used as its model the
Soviet Union as it stood after the Russian Revolution of 1917. One of the main measures that
describe this system is nationalisation – the transfer of private property to the state –, with the
aim of building a society in which, in theory, there were no upper classes, all citizens benefiting
from the same social and economic status. Each of these countries were one-party states,
called either “communist”, “socialist” or “workers’”, that controlled all the state’s activities, from
industry to agriculture, from the press and all that the population was told, to the different arts.
This way, it forced it’s vision on the way that all these activities were developed and carried out.
In all these states, the people’s freedom was heavily hindered, the most upsetting aspects
being the suppression of free speech and the impossibility (in most cases) of legal emigration.
From the end of 1989, for almost a year and a half, to 1991, all countries that had been up
to that point part of the "Soviet Bloc" were giving up the form of government based on sole
state control, through the single political party policy; and choosing to proceed implement a
capitalist economy. In some of these states, the transition happened violently. The bloodiest
of these revolutions was the Romanian one, in December 1989, whereas in other states it was
conceived as a high-level decision following the collapse of the Soviet Union and its influence.
THE IMPACT OF POLITICS ON CINEMA
There were great similarities between the film industries of socialist states in Central and
Eastern Europe. This is because, when the state took over the industries, the film industry was
not spared, which meant that author cinema or independent production companies were no
longer possible. Furthermore, all film projects were commissioned according to a thematic
grand design that was created by the political elite and the respective projects had to obtain
a host of permissions at different stages in the filmmaking process, in order to show that the
resulting films were going to play by the political party’s rule book. All film industries in the
newly founded socialist states that were established following World War II had imported
the dogma of socialist realism from the Soviet Union. According to it, all protagonists should
be unblemished socialist heroes, all stories should reflect the era’s political heading and the
atmosphere of all films should be nothing less than rosy.
As time passed, the socialist realist formula lost its potency in Romania, like in all other Eastern
bloc states, allowing the release of some more esthetically diverse works, illustrating the lives of
their characters with more nuance. After the 1960s, it was possible to make films that managed
to sidestep the obligatory propaganda, love stories, comedies etc., even if the triumphant
tone, meant to announce the “progress of socialism”, was still used in many visual productions,
especially in news reporting and documentaries.
Another thing was never let go of: the interdiction to be critical of the leadership, of exhibiting
frustration at some aspects of political life or to just create works with a gloomy outlook.

Such attempts from certain artists were, at best, criticized for damaging the population’s
morale, while in other cases, the films were not released. There were some cases, such as
Mircea Daneliuc’s case, where the directors of some protest films were being blacklisted, their
projects rejected for a while, and forced to seek employment elsewhere. One solution that the
filmmakers came up with in order to sneak past state censorship was adopting a language of
metaphor, only referencing society’s problems. A different culture was born – one of watching
these films and trying to break the code, to uncover all the symbols, even when the author had
no such intention.
In the transitional period following the 1989 Revolution, Romanian cinema faced, like most
other industries, the chaos of regime change, the lack of legislation to regulate film funds and
to distribute the films fairly, based on merit. Therefore, in the last decade of the 20th century,
very little Romanian films were made. Most of them were created by daring filmmakers from the
old, pre-Revolution school, continuing to employ metaphors even as the constraints for using
this coded language were long gone. Their films veered more and more towards pessimism,
trying a lot of the times to display all the shortcomings of a society in mid-transition.

CHALLENGING THE PRECURSORS
The young Romanian filmmakers that made their debut after 2000 rebelled against what they
deemed to be “too loud” in propaganda films of the Romanian socialism, but also against the
metaphorical language and the hysteria of 1990’s Romanian cinema. One could explain in this
manner their embracing of the realist esthetic.
After the Romanian film industry failed to release a single film in the year 2000, an alarming
state of affairs that was telling for how disorganised said industry was, 2001 saw the release
of the film that ushered in the Romanian New Wave. Stuff and Dough, directed by Cristi Puiu,
depicted the car trip from Constanța to Bucharest of some young people who unknowingly
get involved in illegal activities and are supposed to deliver some drugs. The realist-minimalist
aesthetic of this and the next film directed by Cristi Puiu in 2005, The Death of Mr. Lăzărescu,
was taken over and innovated upon by the other filmmakers that were to be critically acclaimed
at international film festivals.

The Death of Mr. Lăzărescu ( photo taken on set)
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INTERNATIONAL REFERENCES
The Romanian New Wave took its cues from the Italian Neorealism that came after World War
II. It was the first time that everyday life non-events were systematically included, without
advancing the plot in any way, in order to better represent the way in which simple folk lived,
the subject it aimed to depict. Also, the improvisational character of the way in which American
director John Cassavetes worked with his actors and the candid look of his films were also
influential to contemporary Romanian filmmakers. As they were interested in a wider sense
about realism in cinema and the aesthetic and moral implications it might have, they also
studied the ciné-vérité documentaries of 1960’s France and the “observational cinema” in USA
and Canada, in the same decade. The techniques were developed there, in terms of how to
approach subjects and reality, were imported into fiction film during the 1990s, especially in
the works of directors like the Belgian brothers Jean-Pierre and Luc Dardenne, Ken Loach and
Mike Leigh from UK, Abbas Kiarostami and Mohsen Maklmalbaf from Iran, all of them regulars
of the festival circuit.

travels through the city in search of his stolen bicycle, without which he can't get a job. In Tube
with a Hat, the starring characters are also a father and son who make the trip to the city in
order to once again repair the huge, old family TV set, because they can’t afford a new one. Like
in the Italian film, the long trek through the city and the challenge this brings is more clearly
seen on the face of the child, unaccustomed to hiding his feelings. The problems of these
impoverished people are depicted with much sensibility. But it is not done in an emotional way,
as the characters all have a spring in their step, they never stop to reflect on their unhappiness.
As he drops the TV set that they managed to repair and have almost gotten home, the father
(played by Gabriel Spahiu, one of Jude’s favorite actors) starts swearing angrily as he is watched
carefully by his son. In another scene, some men in a bar where the father and son stop for a
little while are talking filth. These characters benefit from a touch of expressivity, but not the
harshness that would best describe Jude’s later characters.
His next two short films, Alexandra (2006) and Morning (2007), as well as his first feature,
The Happiest Girl in The World (2009), did not venture beyond the realist tradition. However,
there were certain visible accents here as well, moments when the characters would make
themselves noticed by some silly gesture. In Alexandra, a father enters her ex-wife’s house to
visit his daughter, who finds herself in the middle of her parents’ fights. When he is left alone for
a little while in the living room, the man tears one of the wife’s dresses with a pair of scissors,
taking revenge. Embarrassed by his gesture, he then tries to conceal the deed. The director
would later return to this situation in a feature that he made after a few years, Everybody in
Our Family (2012), testing the absurd limits of the set up. But even from the first feature, The
Happiest Girl in The World, one could see that the director was not interested in a rigorous and
programmatic realism, like that of Cristi Puiu or the Dardenne brothers; his style is a bit more
ludic.

JUDE'S PATHWAY
TOWARDS THE ECCENTRIC
Like the others directors of the Romanian New Wave who were impressed by the realistic
direction that Cristi Puiu brought to Romania’s national cinema, Radu Jude (who actually
was the 2nd assistant director on The Death Of Mr. Lăzărescu) employed this aesthetic when
directing his post-graduation shorts. The first of these, The Tube with a Hat (2006), enjoyed a
successful festival life and won numerous distinctions, being often times compared with one
of the Italian Neorealism’s masterpieces, Bicycle Thieves (1948), directed by Vittorio de Sica and
written by Cesare Zavattini. There, the story followed a poor man who, accompanied by his son,

Everybody in Our Family
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Most of them made their feature length debuts after 2005. They embraced the narrative choice
of depicting a single event taking place over a relatively short time span – from a few hours
to a single night or day –, which gives the impression that the event is being witnessed in
its entirety, with all its powerful, poignant moments, but also its lulls and trite details. This
compact duration allows filmmakers to restrain the action to just a few locations, like in 12:08
East of Bucharest (by Corneliu Porumboiu, 2006), 4 Months, 3 Weeks and 2 Days (by Cristian
Mungiu, 2007), Hooked (by Adrian Sitaru, 2009), The Happiest Girl in the World (by Radu Jude,
2009), If I Want To Whistle, I Whistle (by Florin Șerban, 2010), Tuesday, After Christmas (by Radu
Muntean, 2010), The Child’s Pose (by Călin Peter Netzer, 2013).
Furthermore, the characters in this film were simple people, not at all exceptional – unlike
the heroes of the Socialist realism bearing the stamp of the Soviet Union. In order to suggest
an even greater sense of objectivity, to highlight the way in which they do not interfere with
the events that they depict, the directors elected to not use any background music, usually
present in most films in order to enhance the mood of a scene or to comment on the action
or characters. The filmmakers of the Romanian New Wave only include diagetic music, which
always comes from within the scene’s space, like the stereo in Delia’s parents’ car in The Happiest
Girl in The World. Their intention was to reach a "more than pure" form of realism.
This minimalism that spread in 2005-2009 was, of course, not only a consequence of rebelling
against a cinema that had misused technical and narrative means in order to present a distorted
reality, but also a direct result of what little funds the filmmakers had available.

II - THE FILM
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BETWEEN THE RIDICULOUS AND THE FORMAL
After his first feature film, Jude began to discover a path forward for himself, one that carried
him even closer to burlesque and the theatre of the absurd. He points out that what is most
times described as realism in art is the result of statistics about how things usually happen in
real life, events often times happen in surprising ways (1). The director placed the derisory in
opposition with the formality that he disliked about the realist aesthetic. In his films made after
2009, his characters are often times in a great and regrettable rush, chasing things that they
may never have. The medium length production Film for Friends (2011) was made to look as
if it was a home video style clip recorded by a middle aged man, divorced and unemployed,
who decides to kill himself and leave behind this last communication to his close ones. During
his pitiful monologue, the man swings between accusations and terms of endearment when
talking about those that he loved, then he shoots himself in the head on camera. Only he
doesn’t manage to kill himself and the camera is left to film him as he crawls around covered
in blood, howling, for dozens of minutes. Behind this grotesque exhibition of the human body
staged by Jude in a manner that's scary and parodic at the same time one may see the
tragic dimension of his character. All his hopes proved to be in vain, this is more than personal
failure, it represents the way in which a universe that's immune to human sufferance functions,
a universe where the character is devoided even by the chance to perform a successful suicide.
In the short films Shadow of A Cloud (2013) and It Goes Through The Wall (2014) death and
infirmity are also present, the absurd of human suffering and torment gaining a prosaic
meaning, but also a solemn one. The director sometimes steps back from the chaotic and
ridiculous going-ons in order to capture important details, pointing to a much larger context,
unexpected moments of grace that the characters fail to notice.

Shadow of A Cloud
(1) “Radu Jude – Toward an impure cinema”, interview by Andrei Rus and Gabriela Filippi, Film
Menu No. 15, June 2012, p. 24

FILMOGRAPHY
The Tube with a Hat (2006, short film)
Alexandra (2006, short film)
In the Morning (2007, short film)
The Happiest Girl in the World (2009)
A Film for Friends (2011)
Everybody in Our Family (2012)
Shadow of a Cloud (2013, short film)
It Can Pass Through the Wall (2014, short film)
Aferim! (2015)
___________________________

THE HAPPIEST GIRL... IN THE CONTEXT OF JUDE'S
FILMS
A CONSTANT PREOCCUPATION
Most films that Radu Jude released up to today, with the exception of the short film In the
Morning, center on parent-child relationships, containing a commentary of the way in which
people get educated and children are inoculated their parents’ ideas. That’s why, in terms of
approaching the film’s subject, the period film Aferim! (awarded the Silver Bear at the 2015 Berlin Film Festival), set in Wallachia 1830, is not, in fact, so different from The Happiest Girl in The
World. The strength of Aferim! comes from the fact that it not only depicts the epoch through
its most visible elements, exotic to the contemporary eye, such as set design and costumes, but
also tries to analyse the way in which that society functions and how its rules are enforced. This
is an important aim shared with The Happiest Girl in The World (see also Correspondences).
Actually, Jude's 2009 debut film has all the hallmarks of his recent concerns. Characters are
always trying to get something and the interactions they share most times amount to negotiation or blackmail. Violence is always present. Even if it doesn’t manifest itself in a straightforward way, but rather like a constant pestering, it eventually builds up and takes the center
stage.
Formally, however, The Happiest Girl in The World represents the transition from a rigorous
realism to a more relaxed convention (see Analysis of a sequence and Cinema issues).
Radu Jude has worked at this feature film with a few constant collaborators, such as the producer Ada Solomon, the editor Cătălin Cristuțiu, director of photography Marius Panduru and
the actor Șerban Pavlu. The budget, estimated to be 650 000 Euros, was at that time a medium
sized one in Romanian film production and very close to the next budget that the director had
to work with for his film Everybody in Our Family (2011). Aferim! (2015) had a bigger budget
to draw upon, of 1.25 million Euros, as one would expect for a logistically more demanding
period shoot.
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CONNECTIONS
II - THE FILM

FILMING IN THE STREET

À bout du souffle
(1960, Jean-Luc Godard)

The Happiest Girl in the World

Ayneh/Oglinda (1997, Jafar Panahi)

Il posto (1961, Ermanno Olmi)

The Happiest Girl in the World

Monty Python and the Holy Grail

Duck Soup (1933, Leo McCarey)

RECLAMA ÎN FILM

Will Success Spoil Rock Hunter? (1957,
Frank Tashlin)

BURLESCUL

The Happiest Girl in the World

(1975, Terry Giliam and Terry Jones)
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TRAVELLING TO THE BIG CITY
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TESTIMONIALS

Hair (1979, Milos Forman)

Urok/Lecția
(2014, Kristina Grozeva, Petar
Valchanov)

The Happiest Girl in the World

The Happiest Girl in the World

Polițist, adjectiv
(2009, Corneliu Porumboiu)

AȘTEPTAREA

Moartea domnului Lăzărescu
(2005, Cristi Puiu)

RIDICOLUL EXISTENȚEI

La grande bouffe/ Marea crăpelniță
(1973, Marco Ferreri)

Holy Motors/Motoare sfinte
(2012, Leos Carax)

The Happiest Girl in the World

RADU JUDE
Actually, I never knew for sure what’s this story about. I
thought it could be about many different things. About
how the people think about what’s good for them. About
compromises and lies. About the language of a film being
used in order to cheat. About being a scared teenager and not
having the guts to fight your parents to the end. About what
it is to be a parent who must take profit of his/her own child in
order to fulfill the future plans. About happiness, sadness and
consume. About capitalism. About the way sun goes down in
University Square during the summer.
Seeing the film completed, I don`t know how many of the
above mentioned remained. I don`t know if the film is good or
bad. I don’t have nor the skill, neither the distance to realize it.
And fortunately, it`s not my business to do it. I only hope that
whoever will see the film will find in it something meaningful
and emotional.
(Taken from the press kit for The Happiest Girl In The World)

CĂTĂLIN CRISTUȚIU
One of the most acclaimed and sought after Romanian editors
working today, Cătălin Cristuțiu edited all of Radu Jude’s films.
[The Happiest Girl In The World] tells its story almost in real
time. Radu Jude told me that he wanted each cut to create
an ellipsis, even if sometimes the end result might suggest
continuity. The initial idea was for the film to look like a
making of video about that particular commercial shoot.
That’s why he decided on using a tripod and going for a lot of
pans, trying to capture that feel of an amateur video made by
somebody who is trying his best. So, in the end, if you would
have wanted to mimic what you saw on the final making of
tape, you couldn’t have had continuity between two cuts,
between the moment where the camera stops and the one
where you turn it on again; there would have been an ellipsis.
I know it sounds sort of formal, but I thought that it was the
organic result born out of what was shot and how it was
edited. It was a weird way to work, not only because I saw the
new shooting day’s material every evening, but also because I
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MARIUS PANDURU
Another frequent collaborator of Radu Jude’s, Marius Panduru has also
worked with other well-known filmmakers, on film with different stylistic
and aesthetic preferences. He was director of photography on films such as
The Way I Spent The End of The World (directed by Cătălin Mitulescu, 2006),
12:08 East Of Bucharest (directed by Corneliu Porumboiu, 2006), The Rest Is
Silence (directed by Nae Caranfil, 2007), Police, Adjective (directed by Corneliu
Porumboiu, 2009), Closer to the Moon (directed by Nae Caranfil, 2013), Why
Me? (directed by Tudor Giurgiu, 2015).
[On The Happiest Girl In The World] all I had to do was handle the light
changing when the evening comes in the film. In this film, the photography
has a functional role – it records. I spent a lot of time talking to Radu (ed.n.,
Jude), but it mostly had to do with the idea, the script. We didn’t have a
lot to talk about the visual aspect – that’s the truth; I was more like a film
consultant. However, it’s clear to me that if another team was to handle
the photography on this film, with the same budget, it would have looked
differently. Each of our personalities find their way in the film. I cared a great

deal about the project and I felt it was not important for me to show my
skills and prove I’m a well versed DOP, but rather to understand what was
going on in front of me and react within the story, the visual aspect being
restricted to a sort of mediator with the public. I think the illusion of a good
film has also to do with what happens behind the scenes, the passion and
the calm with which everybody supports the same thing.
(“On cinema photography with Marius Panduru”, interview by Andrei Rus
and Gabriela Filippi, Film Menu #11, June 2011, p.37)

Director Radu Jude on set at The Happiest Girl in the World.

II - THE FILM

was editing every night. Radu ended up sleeping very few hours – we would
be up until eleven or twelve o’clock at night and the following morning, Radu
would have to be on location at seven in the morning. In Jude’s case, a cut is
generally speaking a matter of instinct. I tried to cut the film so that each cut
would bring a little energy, without being aggressive; every cut had to push
you somehow. This is why some of them don’t look right when compared to
how traditional, academic cinema looks – you’re not supposed to cut inside
an actor’s line or you shouldn’t match shots that look in a similar fashion,
make them as different as possible so they look pleasing, don’t cross the
axis etc. I think, however, that it’s useful to know all the rules so that you can
break them. When you’re working on a limited budget it’s useful to edit at
the same time as the film is being shot because should anything go wrong
or not work at all, something that you can’t just cut out of the film, you get
the chance to do a quick reshoot. Especially in the case of The Happiest Girl
In The World, where there were three locations, one of which accounted for
almost 90% of the film, it was obvious that a shot that was not right could
be tried again. I don’t recall there being the need for that, though. Editing
along with the film being shot, you get to clarify the tone of the film, as well,
especially since Radu shot the film in continuity, in the order in which the
scenes appear in the script.
(“Cătălin Cristuțiu and the part of editing in cinema”, interview by Gabriela
Filippi and Andrei Rus, Film Menu #18, April 2013, p.36)
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SEQUENTIAL DECOUPAGE
Observation: This list of scenes makes the repetitive character of the story quite obvious. Generally speaking, in a minimalist film the backgrounds and the
actions involved are less varied than in classic cinema, but in this case, this lack of diversity is pushed to its extremes, inching the film ever closer to the theater of the absurd. This particular form of art explores the lack of meaning in the actions that men choose to perform, the impossibility to break a sequence
of events that repeats over and over again to no end and no transcendence. Exponents of such a way of perceiving the world are the characters in Waiting
for Godot by Samuel Beckett or Albert Camus's Sisif, the mythological character who is condemned to roll an immense boulder uphill only to watch it roll
back down.

1 –Credits (0 - 1:53)

2 – Car trip (1:54 - 4:49)

3 – Getting ready for the meeting: the three characters slip into something more elegant in the restroom of a gas station (4:50 - 9:18)

4 – Entering busy Bucharest (9:19 - 12:58)

5 – Introductions: the Frățilă family get their first
taste of the shoot and meet a part of the crew
(12:59 - 16:25)

6 – Touching up: Delia’s look must be adjusted to
the Capital’s tastes (16:26 - 20:55)

7 – The ad company’s representatives examine the
girl (20:56 - 23:00)

8 – The day of shooting begins with a lull (23:01
- 24:09)

9 – The argument in the trailer between mother
and daughter: the reason behind the tensions is
revealed (24:10 - 32:13)

10 – Another lull – this time, mother and daughter
stand in opposite corners (32:14 - 33:22)

11 – Initiation: Delia is told how the shoot will happen and the first takes are filmed (33:23 - 38:57)

12 – Break – time passes slowly as Delia finds something to do (38:58 - 44:07)

13

14 – Waxing the upper lip (51:17 - 54:07)

15 – Resuming the shoot: Delia is badgered by the
crew, who want to get a specific performance out
of her, but also by her family, who try to get her to
sign the contract (54:08 - 58:23)

16 – Changing the background: the agency and
the client agree to change the background (58:24

17 – Pressures: the father pretends to understand
the girl’s reasoning and insults his wife (1:01:15 1:10:36)

18 – Technical issues: the generator breaks down
and the shoot comes to a halt again (1:10:36 1:15:09)

19 – Blowback: the father resorts to blackmail and
accusations (1:15:10 - 1:21:53)

20 – Delia hides in the toilet and cries (1:21:54 1:23:12)

21 – Loneliness: Delia returns to the place where
the quarrel with her father occurred; a few feet
apart the technicians pass their time telling dirty
jokes (1:23:13 - 1:25:45)

22 – Surrender: Delia agrees to sign, but holds on
to a part of the sum that she won (1:24:04 - 1:28:35)

23 – Last takes: everybody is in a frenzy, yelling
about not having enough daylight left to finish the
shoot (1:28:36 - 1:32:31)

24 – The end of a disappointing day (1:32:32 până
la 1:35:54)

25 – End credits (de la 1:35:55 până la 1:38:55)
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13 – First obstacles: the recorded reality does not
match the client’s needs (44:08 - 51:16)
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CINEMA ISSUES
AN EXPANDED NARRATIVE
The Romanian New Wave was consolidated around a certain preference for a style that
fragmentizes as little as possible the time and space where the narrated events take place. This
characteristic derives from the influence of the Italian Neorealism. Emerged after the Second
World War, Neorealism was taking its subjects from the brutal, impoverished reality of those
times. And it was engaging in a debate with the classical narrative style – to be found in most
American productions – where the filmic event as being made out of a succession of relatively
short shots and only describing the significant elements concerning the narrative itself,
the elements pushing along the action to its denouement. Neorealism, on the other hand,
introduces long takes, interspersed with what one may call "idle moments", with the purpose of
reconstructing the existential conditions of the simple man whose life is most often lacking the
spectacular. Cesare Zavattini, renowned screenwriter and scholar of the Neorealism, expressed
his desire of making a film about one character, watching him during an ordinary day of his life,
for 90 minutes, with no ellipses of time. And yet, the Neorealist films were far from Zavattini's
proposal, as their action spread over several days, even months and the moments selected
were the ones relevant from a dramaturgic point of view, much as in the classical paradigm,
but there were also present moments of suspension that didn't contain pertinent narrative
information. These moments were scrutinizing the environment of the characters or showing
how a certain character performs an ordinary task around the house, in long takes which were
essentially conceived so that the viewer may gain a certain access to the characters' world,
breathe in their situations, and ultimately to facilitate a deeper understanding of the context
in which the characters evolve.
The Romanian cinema of the years 2000 pushed the boundaries of such an aesthetics to a
degree that exceeded the expectations Zavattini might have had. In The Death of Mr Lăzărescu
– the film that, in 2005, was blazing the trail for a whole generation – the protagonist is an
old man, living alone, who gets sick and is transported by a medical nurse and the driver of
an ambulance from one hospital to another, as none care to admit him. All the action takes
place during one single night, showing how the state of the old man progressively degenerates
until he drifts into death. That is the reason why, with every reiterated attempt, the refusals of
the hospitals become more and more tragic. In The Happiest Girl in the World the action also
happens in one single day and most of the film revolves around one spot in the center of
Bucharest. But this global look-in revealing one day (or one night) in the life of a human being
is accompanied, both in Cristi Puiu's and in Radu Jude's cases, by a meditation upon existence
itself.

attract attention from passer-bys. In the logic of this fiction, it would not be appropriate for the
passer-bys to look straight into the camera shooting the commercial, however it also pretty
unusual for the to look into the actual camera shooting the film, breaking the fourth wall. Even
so, some of the passer-bys manage to find the camera and look at it. Specifically in order to
integrate these spontaneous occurrences, Jude borrows for his film the visual aspect of streetbased documentaries or, as the editor of the film confessed (cf. Testimonials), playfully mimics
the usual set up of a making of.
The style of The Happiest Girl in the World references ciné-verité documentaries, often shot in
the middle of crowds. This form of documentary has been employed for the first time by the
director and ethnologist Jean Rouch in 1960s France. At the same time, a similar direction was
developed in the USA and Canada, known by the monicker of “direct cinema” and seen in the
works of documentary filmmakers D.A. Pennebaker, the brothers Albert and David Maysles and
others. The two approaches, on the two different continents, shared an interest in capturing
their subjects in the context of their usual lives, in the places that they belong to, and giving up
on carefully blocking their shots in the name of authenticity. Picture and sound quality in their
films were sacrificed in order to facilitate a quick and efficient recording of real life.

Photogram 1

CINÉMA VÉRITÉ.
Besides Neorealism, which never ceased to be influential in the development of realist fiction
cinema and an important reference point in the films of Radu Jude, The Happiest Girl In The
World directly references another esthetic from the realm of realism.
Shot in a circular space from downtown Bucharest, the film camera is placed many times at
some distance from the actors and the film’s action – another film shoot –, so that it does not

GOING AGAINST THE CLASSICAL STYLE.
The authors of fiction films – those that shoot a story based on a script and feature in their works
made up characters – adopted the unchiseled look of these documentaries. The new waves of
the 60’s – the French, Polish and Brazilian ones, were, in part, indebted to the breakthroughs
in documentary cinema. Later, especially in the 1990’s, it became common practice in realist
fiction film to mimic the spontaneous look of ciné-verité. Therefore, actions written in the script
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SOUND
Taking into account the inspiration behind it, the sound in The Happiest Girl In The World is
not shaped like in the classical tradition, where the dialogue is always clearly heard. The noises
of the street, which in some shots actually drowns out the dialogue, is a constant presence,
adding to the nervousness and violence of each shot.

BLURING THE VIEWERS' ATTENTION
The feeling one may experience while viewing this film by Radu Jude is that of an amorphous
material. From one point onward, when characters cave in to boredom and irritation, even
the style of the film is pervaded with a similiar feeling. For instance, the scene in which Delia's
moustache is being removed is filmed in a manner that amplifies the general feeling of
boredom. Numerous actions take place at the same time – in the short breaks between the
shots, Delia’s parents keep harassing her, the crew faces all sorts of difficulties and so on. It
is as if the narration cannot focus on just one action, drifting between many. Characters are
heard off-screen a lot of times (they are only heard, not seen) and their lines get lost in the
sea of noise, they become unimportant. The permanent murmur of the street nearby is also
a distraction. Visual and audio elements are not clearly defined, like in the Hollywood style,
where cutting between a wealth of shots at an accelerated rhythm has the specific purpose
of preventing the audience from getting bored. In the classical style, significant actions would
be isolated – for example, the argument between the parents and the girl would be shown as
a single action. Then, actions would be presented in a livelier manner, using different kinds of
shots – from wide shots of the square to close ups of the actors. In this movie, however, one
shot is used to survey the Frățilă’s argument, the filming of the commercial and the tasks that
the crew has to deal with. The visual monotony that Radu Jude and his director of photography,
Marius Panduru, strive for is designed to numb the audience’s senses.

Photogram 2
Photogram 4

Photogram 3

Photogram 5
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are blocked so that they seem looked at by an anonymous observer, who doesn’t know what
is going to happen next and who has to keep up with what’s going on in front of him in one
continuous motion. This is how the preference for long shots is explained in films such as The
Happiest Girl in The World. Additionally, the actors are not always in sharp focus (in the place
where they are seen with most clarity) or framed in a “pleasing” way. So cutting together two of
these shots can be jarring and create an unwanted effect.
A lot of these realist fiction films have used film-based shoots, letting their actors blend in with
the crowd that’s going about its daily routine. It is, therefore, permitted in this artistic tradition
that sometimes accidental witnesses to these shoots to look at the camera, as it can be seen
in The Mirror (1997) by Iranian filmmaker Jafar Panahi or in The Happiest Girl In The World by
Radu Jude (cf. Analyse d’un plan). This tradition opposes the strict principles of classic cinema.
In classical convention – established in Hollywood in the 1910’s and used ever since in the
majority of films – it is prohibited for people on screen to look at the camera because this would
take the audience out of the film world. If this should happen in a take, it would be left on the
cutting room floor.
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TENSENESS
ANALYSIS OF A SHOT: INTRODUCTION (SCENE 5, TIME CODE: 14:21 TO 15:21)
Context. Having recently arrived in the University Square, the Frățilă family approaches the film
crew. The crew is right at that moment busy with filming another sweepstakes winner who, like
Delia, also has to communicate his joy to the camera and to endorse the drink Bibo Multifruct.

1

2

3

4

5

6

Balance of power. As soon as they get there, the three family members are reprimanded for
being in the way by an assistant. After letting him know that they are there for the shoot, as
well, the assistant assumes that they must be some extras. (A comical element, sneaked in by the
screenwriters, as we are about to see, is that there are no extras being used, because they are only
shooting testimonials of the winners. From the start, the characters are refused their right to be the
leading figures, an early light act of shaming.) Without knowing what’s going on, a bodyguard joins
the party trying to help out the assistant – lacking a backbone, he is unable to assert himself and
eject the family from the area of the shoot. Finally, Delia’s father, out of curiosity, gets a little too
close to the shooting area, so the director yells at him. This first contact of the family with the film
crew is telling for the kind of interactions that take place for the whole duration of the film between
different characters: tense, based on a balance of power and on intimidation.
Outline. The shots in The Happiest Girl in the World are longer than those used in conventional
cinema. Here, the action isn’t cut up into pieces that point out the different character reactions
or narrative elements, like in most pictures from Hollywood using the classical convention. (see
Analysis of a sequence).
This particular shot, in which the Frățilă family members make their first contact with the film crew,
is of a considerable length – almost a minute – and is very rich visually. The scene is set up on
three layers: in the foreground, we see the passer-bys, in the middle layer we see the action itself,
the shoot, family and the crew, while in the background we can see the bustling crowds on the
street. By choosing not to cut up the event by editing, the director has to guide the focus of the
audience in another way. That’s why, although the shot is a fixed one, there are small adjustments
being made, to the left or right, in order to follow certain characters as they cross the screen. When
the father approaches the car to get a better look, the camera pans a little to the right, following
him. It is not a very noticeable movement, as you can see by comparing the two images at the
beginning and at the end of the pan (Photograms 5 and 6), but it is enough to suggest a certain
direction, as well as give it an energetic feel. The same reasoning is behind how the two actions
are presented – the assistant’s conversation and the shooting of the commercial – even if they are
virtually simultaneous, the two actions are timed to interlock so that the audience can focus on
each one individually.
Humor. Just like in the rest of the film, this shot contains elements of humor. It is not the kind of
humor that invited loud laughter, but more likely a dry, restrained one. The clothes of the family
members, coming from the country, looks a bit old-fashioned and out of place. The powerful colors
– the mother’s ochre and the intense blue of the daughter – make their clothes stand out and are a
constant reminder of the effort that went into making them look elegant, effort that will soon prove
to have been misplaced. Also, the bodyguard’s macho walk is funny and his stance (Photogram 3),
as well as the father’s impatience to check out in front of everybody the car that his daughter won
(Photograms 5 and 6). A certain dark humor can be noticed when the old man with the crutch
crosses the frame while looking into the camera (Photogram 2). It is impossible to tell if he was just
passing through Universității Square when the camera was rolling or if he was an extra placed there
by Jude’s team. If it was by chance, it is possible that this is the reason why the director used this
particular take in his film. Clearly, there was some intention in this regard, because this sort of thing
happens numerous times in the film, pushing it into a sort of absurdity. In a later scene, the drama
that the girl in the film goes through is reframed when, as she is sitting there, pouting, there’s a very
old man with a can passing her by slowly.
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THE SHOT BY SHOT DEVELOPMENT OF THE SCENE.
III - ANALYSES

ANALYSIS OF A SEQUENCE: THE ARGUMENT IN THE TRAILER
(SCENE 9, TIME CODE: 24:10 TO 32:13)

CONTEXT.
While waiting for the shoot to start, Delia and her mother get out of the heat and enter the
make-up trailer, which is equipped with an air conditioning unit. In this scene the reason for
the girl’s angry tone of voice when talking to her parents is revealed. They are planning to sell
the car that Delia won and reinvest the money in a business opportunity that would offer them
a better life than the meager one they lead now. The girl, however, who has also suffered from
the financial hardship endured, wants to enjoy her prize as soon as she can, not to wait until her
family’s business would eventually turn a profit. She wants to get her driver’s license and drive
her friends to the sea-side, as promised.
SPEECH.
The argument between mother and daughter is carried out in a tone of voice that is incensed
and emotionally charged. They can’t hear each other’s reasons at all, they only want to attack
each other and fend off the other’s cutting remarks. Since they’re not comfortable, the characters talk in a squeaky, high pitched way. Not even the third character that enters the scene,
the make-up artist Gabi, who walks in towards the end and scolds the two for getting in the
trailer without permission, is not speaking her lines clearly. She talks in a way that suggests her
superiority, a little louder than she might otherwise. Generally speaking, in Radu Jude’s films –
including The Happiest Girl In The World – the way that characters articulate their lines plays an
important part in painting the picture of the relationships that they share. Also, because the
lines are not articulated “correctly”, clearly and with proper phrasing, like professional acting
standards would suggest, they sound fake and contribute to the uncomfortable feeling that
watching the film creates.
DESCRIBING THE SPACE.
This scene is one of the few interior scenes in the film. Even though the cars and people overcrowding Universității Square are gone, the interior of the trailer is also crowded. Other than
all the make-up and beauty things that are kept here, other things are also stored here, such
as bottles of different colors and shapes near the window (Photogram 4), posters cut out from
papers and put up on the walls, as well as some other knick-knacks. To the side there’s a cord,
on the other side there’s a shirt. This space is a good fit with the mess in which the characters
are living. Still, in composing this scene, special attention was paid to the colors, because since
it’s an interior shot it might have risked appearing flat. A strong contrast was created between
cold colors (the sunlight streaming through the window, the girl’s clothes and the shirt on the
hanger) and warm ones (the make-up table, the mother’s outfit), making everything in the
space stand out.

Photogram 1

Photogram 2

Photogram 3

Photogram 4

Photogram 5

Photogram 6

Photogram 7

Photogram 8

Photogram 9

Photogram 10

Photogram 11

I. 24:10 –> 24:25 Close-up of the girl laying on the bed (Photogram 1)
II. 24:25 –> 26:35 The mother inspects the professional make-up kit and then takes a seat in
front of Delia (Photogram 2). A static shot of the two talking, the girl reclined with her face not
visible, her legs and chest being pointed out (Photogram 3). Delia gets up, sits on the bed, her
face obscured for most of the time by the make-up kit (Photogram 4).
III. 26:35 –> 29:02 Close-up profile of Delia (Photogram 5). At 27:25 the camera pans
and settles on the mother’s profile (Photogram 6). At 28:30, another pan that returns to
Delia’s profile (Photogram 7).
IV. 29:02 –> 30:50 Both characters are in the same shot again, a medium shot (Photogram 8).
V. 30:50 –> 32:13 Delia's profile (Photogram9). Gabi, the make-up artist, enters the trailer.
She can only be heard. The camera pans to reveal her (Photogram 10). She asks Delia to let
her apply the make-up and suggests that the mother leave (Photogram 11).
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LONG SHOT.
The scene, which goes on for about eight minutes, is made out of only five shots, which makes
it stand apart from the classical shooting style, in which, when you have two characters talking,
as is the case here, the scene is usually made out of many more shots, because there are usually
cuts from one character to the other multiple times, presenting the characters talking in a
constant and predictable back and forth movement.
The style of blocking that Radu Jude uses does not cut up the event, so that it shows only the
interesting aspects that are important from a narrative point of view, like in classic cinema.
But although he could have shot this scene in the trailer in a single shot, Jude sidesteps this
daring feat (distancing himself from a more rigorous realism) by cutting four times within the
scene. He also uses in his film visual gags, creating comedy through blocking choices. Delia,
whose make up will soon be brutally removed, whose hair will soon be combed in a painful
manner and who will later have her upper lip waxed in public, not to mention her car being
sold against her will, is also harassed by the playful blocking. For a portion of the scene, her
face is completely hidden by the make-up kit that’s on the table in the trailer (Photogram 4).
Also, when she wants to sit down, the mother has to straddle and step over the girl who is
laying down (Photogram 2). But, apart from the immediate comedy that these situations give
rise to, the claustrophobic space of the RV dictates the mood of the scene, highlighting the
pressure that the girl is placed under. The blocking is designed to hide Delia’s face, denying
it its importance, regarding the girl’s visage as just another object in the cramped RV - and
thus mirroring the attitude that the other characters exhibit when it comes to the girl. It’s not
only that her desires go unheard by her parents. Sometimes the other characters don’t even
acknowledge her presence, ignoring her completely.
Another comedic touch can be seen in the way that the scene is shot, the way in which the
movements inside the shot are conceived. They seem to be somewhat random. Shooting the
argument between mother and daughter, the camera itself seems to have lost interest and
pans over to the face of the other person (Shot III).

DEPICTING WOMANHOOD.
Even the first shot of the scene (Photogram 1) is echoing the shot that opens the film. In both
shots, Delia is reclined on a bench, staring into the middle distance, with a fashion magazine
sitting close by from her slightly pimply face. This teenager looks very differently from the
way women are portrayed on the covers of those magazines and, generally, by all mass-media.
She is chubby, somewhat lethargic and - as we can see in the exterior scenes - has a heavy
swagger when she walks. When her mother enters the trailer, the teenager is seen reclining in
an unbecoming position, emphasised by the film camera’s position. Delia is seen in racourci
(a tilted perspective), legs spread, chest poking forward, with her face hidden (Photogram
3). But, going against the caricatural tendencies of this kind of shots, a stance against this
kind of beauty norms and unrealistic expectations gradually appears throughout the film (see
Correspondences). Although the teenager doesn’t adhere to the beauty norms being pushed
by mass-media, it is precisely her lethargy and held back agressivity that make her stand out,
maker her appear authentic and invites empathy.

SHOW US HOW
HAPPY YOU ARE!
ANALYSIS OF A PHOTOGRAM
(MIN. 47:23)
CONTEXT.
After another one in a seemingly endless series of takes, the ad agency representative approaches
Delia and insists that she should look happier in the clip: “ – Remember to smile like this, widely,
from the heart. Try to be happy for real. You have to show us how happy you are – for the whole
thing, but, most importantly, when you’re drinking the soda”. Right as Delia is listening to these
directions, a camera technician steps forward and measures the distance between Delia and the
camera, in order to adjust the lighting for the next take.
DESCRIPTION.
The distance-measuring technician’s belly is in shot for a few seconds, taking over the foreground,
slightly blurry as it is out of focus, and hiding behind it the actual protagonists of the scene. The
man’s face is not visible, only his torso from the shoulders down – the somewhat bulgy torso of a
man in his 50s, with a little hunchback and sun burnt, not at all in line with mass-media’s beauty
guidelines. Behind him, also partially visible, is the big, red bow pompously adorning the car that
is being offered as prize.
APING A REALIST CONVENTION.
Usually, in a classical convention (cf. Cinema issues) the characters are centered in the frame
and their interaction is most times presented to the audience from the best angle possible. Only
when the point is to hide some bit of information from the audience, in the interest of suspense,
are this guidelines broken. But, as we have seen, The Happiest Girl in the World is built in a realist
convention that mimics certain practices of documentary filmmaking. It is a usual occurrence in
a documentary film that is being shot on the street, for passer-bys to mind their own business
without realizing that they are being filmed, by walking between the camera and its subject.
These unplanned moments, in which real, undirected life bursts onto the screen, have come to
be regarded as guarantees of the film’s authenticity. But, through this shot in his film, Jude not
only mimics elements of ciné-verité films or of behind the scenes footage, but he also lampoons
the depicted reality, in which somebody talks about happiness, but all that you can see is the
flabby gut of an older man.
This kind of commentary sends everything into the derisory, including the pretence of employing
a realist aesthetic in order to access a reality that is “behind the scenes”, an in depth look at an
event or into some lives. It is one of the smaller details that can go unseen, but that contributes
to the cynical vision that pervades The Happiest Girl In The World. A similar approach, only
in terms of sound design, can be observed when Jude chooses to cut a scene in the middle
of a character’s line of dialogue, forbidding them to fully communicate their thought. Again,
the unchiseled aesthetic of documentary filmmaking is aped, exaggerated. All these function
together to create an aggressive style that underlines the aggression that the characters exert
on each other.
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2. FILM ABOUT FILM
Even in the Age of Silent Cinema, the idea of making a film about the process of film-making
existed. Roughly in the same period, 1928-1929, two films were released that would become
famous – a US production and a Soviet one. The first of these, The Cameraman (1928), the
character portrayed by the comic Buster Keaton decides to become a film-maker in order to
spend more time in the company of a lady employed by MGM film studios and get a chance
to impress her (Photogram 1). The second film, Man with a Movie Camera (1929), directed
by Dziga Vertov, was an avant-garde film that used many technical tricks – superimpositions,
slowing down and speeding up of the film etc. – supporting the general theme of progress and
the performance of the movie camera’s optical instruments when compared to the human face
(Photogram 2). In the course of history, these two films were joined by homages brought to
the profession of filmmaker and to filmmaking itself in the form of films. Some of the most well
known are Singing in the Rain (1952), directed by Stanley Donen and Gene Kelly, 8 1/2 (1963),
directed by Federico Fellini (Photogram 3), Day for Night (1973), by François Truffaut or the
more recent The Artist (2011), directed by Michel Hazanavicius (Photogram 4).

1 – Photogram from The Happiest Girl in
the World

2 – A „meme” created by the Internet
users after a Pop Art model

3 – A Photogram from the film Il posto
by Ermanno Olmi, 1961
Photogram 1

Photogram 2

Photogram 3

Photogram 4

4 – Painting by Toulouse Lautrec, La
buveuse, 1889

5 – Coca-Cola commercial from the
1920

6 –A Photogram from the film
Margarete by Věra Chytilová, 1966
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The Happiest Girl in the World is also a film about film, but it is also a film about the world
of advertising. It can be, in some respects, informative as to how a film shoot takes place –
be it cinema or a TV ad – how sequences get filmed, split into shots, how certain effects in
films are accomplished using a crane, filming actors against a blue or green screen in order to
digitally replace the background with another image etc. Relationships that develop between
the crew members can be also observed and since it is a TV ad shoot, one can also witness the
relationship between the crew and the ad agency.
The Happiest Girl also muses on the practice of using nonprofessional actors. In the film, the
excuse is provided by the shoot for a TV commercial in the vein of a testimonial, but it has
broader implications, especially in the context that Jude, like his generational colleagues, casts
in his pictures nonprofessionals alongside seasoned actors, for the added authenticity and the
extra personality that they bring to the film. Andreea Boșneag, the teenager who plays Delia,
after making this film, chose to go to acting school and have a career in film. The mother is
played by an actress known especially for her important theatre roles, while the girl’s father,
Vasile Muraru, is best known in Romania for his appearances in variety shows and TV specials.
Appearing as members of the crew are two actors that often get cast in recent Romanian films
– Șerban Pavlu, playing the director, and Andi Vasluianu as the director of photography –, but
there are also several nonprofessional actors.
THE NONPROFESSIONAL ACTOR
Italian Neorealism is the starting point for the practice of casting in starring roles people with
no previous education in the dramatic arts. This happened because of a social ante that the
Italian filmmakers of the ‘40s would raise with their films. At the beginning of that decade,
Italian directors Giuseppe de Santis and Mario Alicata made the following plea in favor of a
realist direction in cinema: “We are convinced that one day we will create our most beautiful
film following the slow and tired step of the worker who returns home) (1). To portray this
worker and, in general, the simple folk which the neorealist method preferred, a new kind of
actors was required, fresh faces that would break the mold of perfection and beauty maintained
by mainstream cinema or by advertising and that would lack the diction and habits of a trained
actor. In the present day, a large part of European art films use this approach, seeking a wider
palette of expressiveness that what acting schools are offering.
The Happiest Girl in the World, through its subject, also brings to mind an Italian neorealist
film directed by Luchino Visconti in 1951, Bellissima. In that film as well there’s a girl, although
much younger than Delia, who must for the first time act in front of a camera. Her mother, a
film buff and a little too excited about cinema, signs her up for an audition to appear in a film,
hoping that this would offer the little girl a better life than she had. In reality, however, the
world of filmmaking doesn’t hold on to any of that magic that’s conveyed in the various movies
it produces (Photogram 5). The things she witnesses come with a hefty dose of cynicism and
the impersonal, as mothers line the studios’ hallways, all of them coveting the starring role
(Photogram 6). Although the director – played by one of the famous Italian directors of the
day, Alessandro Blasetti – is revealed to be a kind and sympathetic person, the young actresses
end up feeling disappointed or even hurt by the studios’ employees. This theme is continued
and fleshed out further in The Happiest Girl in the World, where, pressured by the film shoot,

the crew don’t have time to spare the girl’s feelings. They don’t care that Delia is very embarrassed
to have her upper lip waxed in public, what they care about is getting the image that they want,
as attractive as it can be.

Photogram 5

Photogram 6

Photogram 7

Photogram 8

In Bellissima, there is a touching scene that depicts the possible voyage that non-professionals
actors undergo. Chosen for their faces or their particular traits to play a role in an important film
or maybe two, they cease to be casted once their freshness is gone. The film editor Iris – played by
Liliana Mancini who, in reality, had appeared as a nonprofessional actress in the starring role from
Sotto il sole di Roma, directed by Renato Castellani in 1948, as well as a few other appearances,
like in this scene from Bellissima – tenderly and with great resignation tells the story of how she
became famous when she played in Sotto il role di Roma and how disappointed she felt when she
didn’t get another starring role (Photogram 7).
However, as a counterexample to Bellissima’s case, there are also success stories of people who,
following their first screen role, wanted and were given the opportunity to carry on with their
acting career. This happened to the child actress from The Spirit of the Beehive (1973), the highly
talented Ana Torrent. The subtle reactions that appear on her face in Victor Erice’s film bring to life
the girl’s taciturn world, with all the fears and curiosity of childhood. After her appearance in that
film which brought her fame at the age of 7, Ana Torrent was cast in another lead role of a film
that was destined to greatness, Cria cuervos (1976) by Carlos Saura. She is still acting today, having
appeared in Spanish and international productions.
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(1) Kristin Thompson and David Bordwell, Film History – An Introduction, 2009, p. 359

INTRUSION OF COMMERCIALS IN ART
Although the depiction of advertising in The Happiest Girl in The World is mixed, it is in no way
a rejection of the field. Advertising is well established and is a given within the contemporary
world that’s being discussed. However, before it was embraced by the arts, a few debates had
to be had in cultural circles.
The advertising industry was starting to bloom at the beginning of the XX century. Standardizing production in order to make it more efficient, resulting in mass production, created a
new type of demand: that of a group of buyers for mass produced goods. To this end, the old
working class was elevated to the rank of middle class, people with more free time and at least
some buying power. This, in turn, creates the kitsch, a pet product of capitalism.

IV - CORRRESPONDANCES

DIFFERENCE OF VISION
An important difference between the Italian Neorealism and the Romanian New Wave is
that the first is, in the end, optimistic. Even in the bleakest of neorealist films the characters
discover some sliver of hope. In Bellissima, Anna Magnani’s character realizes that, even if her
daughter won’t have the fantastic life that she had dreamed up and even though they won’t be
anything else other than a humble family, the love and trust that they share is more important
(Photogram 8). The Romanian New wave films never end on such an uplifting note, but more
usually they go for a flat one.
This approach that pitched family values against the commercial - or at least dishonest world
of film (and, by extension, of advertising) was still fashionable in the 50s when Bellissima was
made. But the distinction between true values and society’s artifice ran out of steam during
the 60s. An important role was played by the Pop Art movement, the first works of art that
did not cast a critical gaze on consumer society and the images it produces, as if they were
completely cut off from the core values of humanity. Pop Art was placed at the beginning of
an intellectual process that took place in the second half of the 20th century, questioning the
values that up until then were considered inherent to all humans, showing how preference
and ideals of different ages fluctuate according to socio-historical factors. This suspicion of the
so-called universal values can also be felt in Jude’s film. The characters from The Happiest Girl
in the World can’t seek refuge from showbiz society’s cynicism in the protecting bosom of the
family. Their own relationships within the family are here determined by the state in which that
society finds itself.

Photograms 1-4
In the art world, it was especially those that dealt with direct depictions of the real world
(plastic arts or its more figurative branches) that could not remain passive to the changes
that society went through (Photograms 1-4). In this context, there were only two possible
choices: to completely ignore the new images that were produced by society, branding
them vulgar and deeming that they would only infest the art world, or include them in
works of art. But even when they were included, that did not mean that they, or the course
that society seemed to embark on, were welcomed. Instead, they could be regarded as
portraying a varying degree of skepticism. Advertisements and packaging began featuring
in the cubist montages, pictures and pencil drawings of the 1920’s, which were later seen as
examples of proto-Pop (1). For example, the 1914 pencil drawing “L’assiette au petit beurre”
by Pablo Picasso (Photogram 5). Another example of proto-Pop is the 1922 painting “Razor”
by Gerald Murphy, an artist living in France (Photogram 6).

Photogram 5

Photogram 6

©Lucy R. Lippard, Pop Art, Thames &
Hudson, 2004.
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However, the first to actually make mass culture its subject was the Pop Art movement,
during the advertising and consumerism boom that followed the Second World War in the
United States and Western Europe. But even if the works of art were impregnated with this
dominant culture, most times the artists maintained a critical barrier between themselves
and their depicted objects. It is the case of Richard Hamilton’s famous collage, “Just what is
it that makes today’s homes so different, so appealing?” (Photogram 7), a parody of that
emerging way of life. On the other hand, mass culture was truly and fully embraced by the
New York Pop Art: in the 1960’s artists such as Andy Warhol and Roy Lichtenstein began
painting celebrities, cartoon characters (Donald Duck and Mickey Mouse in “Look Mickey” by
Lichtenstein, Photogram 8) or brands of products (such as Campbell’s tomato soup painted
by Warhol, Photogram 9) – familiar sights for any contemporary American citizen. Their style
was hugely influenced by comics and textile patterns. After some hesitation, Pop Art was
allowed to join the ranks of artistic currents, which led to a complete collapse of the hitherto
unbreakable barrier that separated high art and mass culture. Pop artists were fascinated by
mass culture and would adhere to it without any trace of condescension.

coming from the West were imported or rather childishly imitated without a social foundation on
which to build upon.
In the films of the generation debuting after 2005, these mismatches are demoted from being the
actual subject of the films, in part because in most of Romanian cities and especially in Bucharest’s
middle class, from where many filmmakers of the Romanian New Wave come from, the differences
are not as evident. They creep up, however, in the background of some of the recent Romanian films
even though they have contemporary subjects, like The Happiest Girl in the World.

Photogram 10

Photogram 7

Photogram 8

Photogram 9

But, even if they are viewed as criticism or celebration of mass culture, the images that Pop
Art and advertising have created are themselves reflections of general ideas about happiness that have been at a certain point endorsed by society.
The luckiest and happiest girl in the world
The subject of Radu Jude’s film is based on a true event that the director witnessed. Jude
himself directed commercials many times in order to earn money. In real life, the girl that
they were supposed to film, who was coming from a poor family, was unable to be believable
as a happy contest winner.
If in Jude’s film one can detect an underlying criticism, it is not directed at advertising per se,
but at the often times ridiculous expectations about the world that it creates.
A large part of Romanian films made after the fall of Communism studied this mismatch
between the local reality and the western model that the new capitalist Romanian society
admired. Filmmakers active in the 90s, like Mircea Daneliuc or Dan Pița have explored in
a bitter-sweet way the aberrations that this situation created, in which values and images

Advertising in the 90s was a relatively new field. In western countries it gained traction in the
50s and further evolved from there. However, in former Communist states, where markets were
devoid of competition, advertising had had a much smaller role. It took some time for advertising
companies established after the revolution to hone their skills and train an audience that was
able to understand the new language. The commercial that the crew is shooting in the film is a
shrill, unsophisticated example, where the prize, a car, is wrapped in a big, red bow (Photogram
10). The director and the director of photography are bored with their work that doesn’t require
any creativity. The filmmakers, as well as the ad company’s people struggle to adapt the concepts
and (and rather limited) ideas that they have about beauty to the reality around them. One of the
assistants remarks in a condescending way the manner in which small town Delia is dressed. Not
even the buildings in downtown Bucharest, where the ad is being shot, are deemed adequate for
an “inspirational” background. (Photograms 11, 12)
In The Happiest Girl in the World the irony, but also the tenderness come from the observing this
clash between the ideals that people on both sides of the fence – Bucharest’s middle class and the
small town folk – have created for themselves and the reality that refuses to conform to their wishes.

Photogram 11

Photogram 12
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3. DIALOGUE BETWEEN FILMS

Photogram 1

Fotograma 2

Fotograma 3

Photogram 4

Photogram 5

Photogram 6

Frail relationships
Amongst the sources of humour in the two films, one that makes them seem kindred spirits
is the vision of maturity that the filmmakers paint. Both The Happiest Girl in the World and
Shelter use as their main subject the way in which parents and children relate to one another,
and sometimes the parents prove to be as infantile when it comes to communication as
their children. Both films have a dramatic structure that permits them to focus on examining
moments of interaction between the characters. Shelter commits, at least at the beginning, to
a classical trajectory, in which characters have a purpose and, in trying to achieve said purpose,
they are pressured by time. Rado’s parents go to the police station to report that their child has
been missing for two days. Tragic outcomes are projected, but the viewers’ expectations are
turned around as the boy returns unbothered before the half hour mark of the film.
Upon seeing the boy, the father, scared stiff up to that point, confronts him with a bit of
emotional blackmail: “Do you want to see us dead?”. Later, when trying to get his boy to offer
guarantees that he will not run away with his new punk friends, he takes the 12 year old aside
for a “man to man” talk. (Photogram 7). But Rado remembers that his father resorted to this
tactic of flattering him before, when the father said that he thought the boy was grown-up
enough to be able to buy whatever he wants from the money that he saves, only to change his
mind when the boy wanted to buy a loud electric guitar.
Similarly, the father in The Happiest Girl finds a moment to have a talk with Delia (Photogram
8), alone, feeling that it would be more easy to convince her to give up her car if the wife is not
around to intervene in their discussion. He first describes the difficulties he had to live with
only to provide for his family, how he worked in the toxic environment of the factory, how he
had only bread to eat at his meals and he got diabetes because of prolonged effort and so on.
And only then, after seeding the sense of guilt, he shows his daughter the contract and meekly
promises her that in two years he will buy her a car. But exactly like Rado, Delia reminds her
father of the moment when he had promised her that she could go to camp if she did well
enough in school, only to break his promise later. The screenwriters don’t take the part of the
children throughout the films either. They are, in an obvious manner, lacking in autonomy –
Delia wants to keep the car so that she can brag to her friends, while Rado is quick to take
down the Avril Lavigne poster in his room at the slightest sign of disapproval from his new
punk friend. The situations are presented so that we can understand both points of view – the
children’s and the parents’. However, in both feature films, our empathy is not directed at the
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The Happiest Girl in the World and Shelter: An implied social critique
The script for Dragomir Sholev's film Shelter was the result of collaboration between Dutch
filmmaker Melissa de Raaf and the Romanian screenwriter Răzvan Rădulescu, screenwriter
for some of the most emblematic films of the Romanian New Wave, such as The Death of Mr.
Lăzărescu, 4 Months, 3 Weeks and 2 Days and The Child’s Pose. The Bulgarian feature is also made
out of sequence shots but, similarly to The Happiest Girl, but it does not employ the stylistical
sobriety that was a standout feature of the Romanian films recently acclaimed in international
film festivals.
In Shelter, the sequence shots are exhilarating and the camera sometimes enjoys creating
visual trickery, a forbidden thing in the serious style of the Dardenne brothers or Cristi Puiu.
Rado’s parents are led by a police officer to the station, a place they’re not familiar with, as
they are "decent" folk. As they pass by some men bound by handcuffs to a rod on the wall,
the father slows down and looks at the three criminals. The film camera, that up to that point
had focused from behind on the visitors (Photogram 1), also stops on the faces of the men,
mimicking Rado’s father point of view (Photogram 2), but then deftly slides forward and pans
around to reveal the character’s worried face (Photogram 3). Comprising a single shot, the
playful camera movement provides a comedic counterpoint for the action, creating a collision
between two worlds with distinct, incompatible visions. At the same time, the camera assumes
the role of the character by providing us with his perspective on things, only to then immediately distance itself from him, mocking the horror that can be seen on his face as the character
has contact with the criminal’s world. In The Happiest Girl in The World, such comedy is created
through blocking. For example, in a long shot, Delia is shown entering the trailer (Photogram
4). The camera pans slightly to the left, from where the girl came, framing the father. From
where the camera is standing, from where we are looking at the scene, it looks as if the father is
coming after his daughter and is about to enter the trailer (Photogram 5). But the camera pans
to the right and we see that he is coming from behind the trailer and that he is walking past it
(Photogram 6). This resembles a visual gag taken from the silent comedies of Charlie Chaplin.
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grownups, who use their authority over the children in order to manipulate them and are not
aware of the emotional abuse that they are carrying out. It is this ignorance that seems to be
indicative of a broader problem with the societies that the depicted characters are a part of.

Photogram 7

Photogram 8

In both films there is an un-interrogated respect towards authority that has an inhibitory effect
on the dialogues. It can be speculated that this education model based on the emotional
blackmail that we see in both The Happiest Girl in the World and Shelter helps in preserving
a society in which social hierarchy is very strong. This similarity in themes can be explained
not only by the fact that both films have a Romanian screenwriter, who could have employed
a local trend when it comes to depicting society in film, but also by the many similarities
between Romania’s and Bulgaria’s recent histories. Both countries have emerged at the end
of the last century from under a socialist regime that, despite its progressionist values that it
upheld, had endorsed backward looking social practices. The family model was traditional to
the core. What’s more, there was no freedom of expression, people were not allowed to stage
any form of protest to express their discontent. Echoes of these practices are still felt in both
societies, as the two films show.
In both films, the men are the decision makers and represent the family. They even bark at their
wives when they show initiative. In The Happiest Girl in the World he even resorts to insults.
But both these “head of the family” types are put in their place by someone representing
authority, to which they comply. Rado’s father in Shelter is lectured by the officer (Photogram
9), while Delia’s father gives up his macho authority when the assistant director threatens to
have him pay for the day of shooting if he doesn’t let his daughter return to work immediately
(Photogram 10). The human interactions in the two films are strongly based on hierarchy and
rules. This is why Delia’s reflex is to give timid thanks at the end of the discussion she has with
the representative of the ad company after she insults her, saying that her sandals are fit for a
“peasant woman”.

Photogram 9

Photogram 10

4. PERCEPTION OF THE FILM: CROSSING
VIEWPOINTS

“The Happiest Girl in the World”, Arnaud Hée, Critikat, December 2009
[...] Delia is the lucky winner of a beautiful car, a brand new Dacia-Renault hatchback, having
gotten first place at a sweepstakes held by a company that makes orange juice. She is travelling
to the capital city in order to collect her prize and, before that, to star in a TV spot praising the
drink that makes you the happiest on Earth. Reaching Bucharest also mean reaching a world of
audiovisual artifice, full of machines, sets and production vans. The Happiest Girl in the World
unfolds within the confines of the classic unity of space and time; the afternoon and early
evening are experienced without any breaks in the continuity. A make up session – more like
torture –, a text to memorize; Delia is only a model that needs to enter the stage and do her bit,
something that will not be an easy task.
Radu Jude manages to maintain tension on the set – a question creeps up in the audience’s
mind about how much is fiction and how much is reality. What is the origin of these bodies that
keep getting between the camera and its subjects, the film’s characters? What about the backgrounds, are they also controlled? There is a porous border defining the film set of a rude fiction
and all that it surrounds it, which makes for a portrait of the whole society, running through
the fake advertising people down to the simple workers, lumping them all together, winners
and losers of this Post-communist era. It’s interesting to note in the film the cleverness of the
director of focusing on a family of uncertain means and status, neither poor, nor rich, more
like failures aspiring to the rank of champions. After throwing his characters into a narrative
of repetitive shots using time-space unity, Radu Jude takes his time and lays down a diffuse
double dynamic. Delia, turns out, is a mediocre actress. The family argues about what to do
with the car. If at one point they had decided to sell it – the parents’ planning on this in order to
make life easier –, the daughter is now hesitant and would much sooner like to keep it in order
to take her friends to the sea-side.
Using this rather petty starting point, the filmmaker scales the tone progressively, until reaching unthinkable heights. The characters’ materialism is referenced in a satirical tone of voice,
even a humiliating one. “This girl has some hair on her lip”, “I thought you were dead” – such
words are thrown around Delia as she is expected to ingest liters of that strange liquid. The
daughter’s relationship with her parents are becoming more and more aggressive, like in the
shocking scene of a verbal dispute between father and daughter, in which the one that failed
in his life claims the right to decide what the best course of action is in order to prevent his
daughter from failing her life. The parents’ sacrifice invites the daughter’s.
Radu Jude fills this unique time-space with the tensions that arise between generations with
contrasting aspirations and divergent interests; a small-scale theater oscillating between the
absurd, the ferocious and the tragic, a theater that he spins in favour of a dead-pan cinematic
message, both focused and subtle. The social historic imagination of Romania is also implicitly
active in the realm of reality. For example, Delia’s father seems to be caught in the trap of older
authoritative reflexes; to the audience, he appears to be an obsolete clerk of Ceaușescu’s regime, a small cog doing its part to keep the whole machine working. While Delia is a new comer
at this, only 18 years old, she could have been born in 1989 and soon after. The Happiest Girl in
the World unfolds without grandeur or pretense, presenting a variation on the theme of man’s
difficulty when trying to build a present and future for himself, in which Romanian mannerism
do not obscure the universality of this unstoppable satire.

25

trages that pass unnoticed (a protest that is warranted even by the fact that audience members see the film and then think that “nothing happens”), a protest carried out against the
penury of kindness in the world. (Not only the Romanian world: it’s natural for these protests
to be born in semi-civilized societies like ours, but that doesn’t mean other societies can’t see
themselves in it – what they once were, what lies beneath the thick veneer of civility, what can
one day return). The ad people from the film are denizens of the big city – always growling
(the director), always bearing teeth (the producer) or just plain scaly, protected by a thick
outer shell (the make-up artist, the client’s representative); this ferocity and this harshness,
they think, stand for “competition” and “professionalism”. Delia’s parents are denizens of the
country side – less arrogant, but equally ferocious in trying to secure their own gain; they call
that “wisdom”, “taking care of our girl’s future”. They want to sell the car in the same day and,
when Delia protests, they lay on her everything that they can – emotional blackmail, reasons,
and righteous parental anger. With the help of the ad people, they bend her until she breaks.
The beauty that Jude’s camera unveils on the girl’s face is pure Neorealism – and, in turn,
invites us to discover it as well: the beauty of her determination to resist both camps – to
not sign the deal and sell the car, to not breakdown in front of the crew. And that is beauty,
indeed.
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“Just The Happiest Girl In The World”, Andrei Gorzo, Dilema Veche, May 2009.
The star of Radu Jude’s debut film, The Happiest Girl in the World, is a teenager from the
country, Delia (Andreea Boșneag), who wins a car in a sweepstakes held by a sugary drink company and who comes to Bucharest, along with her parents (Vasile Muraru and Violeta HaretPopa) in order to film the unavoidable commercial: Delia sitting behind the wheel of the car,
declaring herself to be The Happiest Girl in the World and enjoying a drink of Bibo. When she
gets to the film shoot, she first meets the make-up artist (Luminița Stoianovici) who, without
beating around the bush, brutally untangles her hair in the name of her mother’s notions of
elegance, and the director of photography (Andi Vasluianu) picks on her blue shirt, neither of
them talking at her, but around her – as if she’s not even there. At the producer’s orders, her
shadow of an upper lip hair is brutally waxed off. At the orders of the drinks company, Coke is
mixed with the drink she’s supposed to have in order to give it a better color. This is how it goes,
take after take, with the director (Șerban Pavlu) insisting on expressing his discontent at each
step that he takes, without stopping to consider that the girl might feel part of that. Nobody in
that place asks himself or herself that question.
Nobody, with the exception of Jude, who worked in advertising and who wants for the audience to understand what happens to a nonprofessional when he arrives at this kind of shoot.
Advertising is his target and he hits it seemingly effortlessly, stacking up proofs of the crew's
lack of empathy, in such a way that none seems out of place and no character seems to automatically become the villain whenever they open their mouths. The director of the clip yells
once at Delia, but occasionally remembers that he’s working with a nonprofessional who needs
a bit more care when handling; the director of photography also offers comforting words once
in a while. The camaraderie between them is clear; seen from another angle – i.e. not Delia’s –,
they would actually make a funny team. But Jude, who was assistant director on Cristi Puiu’s
Death of Mr Lăzărescu, knows how to pay attention to the way in which people mistreat each
other on a daily basis.
[...] Jude’s Humanism – just like Puiu’s – stems from noticing how close we are to animals, from
acknowledging the amount of cruelty within every day relations. It’s a protest against the ou-
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V-PEDAGOGICAL LEADS & ASIGNMENTS
FOR CLASS

1. BEFORE THE SCREENING

- Is it ironic? Why? Does the girl seem to be comfortable? Can we expect a comedy or a sad film?
Or both of them?

The scene in which the Frățilă family arrives in University Square will be screened without audio
(from 12:58 to 14:20)
- Is it a fiction film (with a script and made up characters) or a documentary film?
- Could you think of some of the differences between a fiction film and a documentary?
- What are the differences between a fiction film and a documentary? In this case, what would
make us consider it a fiction film or a documentary, if not both?
- The Happiest Girl in the World has been presented as a fiction film, but it is also true that it has
the aesthetics of a documentary. Could you give examples that place the film in each category
(fiction/documentary)?
For instance: the shot is often times crowded, there are numerous persons and objects coming
between the camera and its subject. In the scene we have just seen, the characters are followed
from a distance by the camera, as if to provide ample room for them to move unhindered like it is
sometimes required in the documentary film when the filmmakers don’t know beforehand how the
people they’re filming will move. In Jude’s film, this technique is only mimicked, as the actors follow
predetermined paths and their reactions are taken from the script and rehearsed before the camera
rolls. How do we know that? (cf. Cinema issues)

This question will be revisited after the film is screened. Like the poster announces, the film is to some
extent a comedy. But by building upon absurd situations and by frustratingly repeating the same
discussion, even by showing how the shoot never goes according to plan, the film develops a more
somber tone.
The pupils will be asked to compare the Romanian poster with the international one.
- What new elements does the international poster feature? Does this poster influence the
expectations that a potential viewer might have of the film or is the suggested atmosphere the
same as in the Romanian poster?
- Why do the pupils think that two versions of the poster exist, one for local advertising, the other
for international advertising?
2. AFTER THE SCREENING
Soundtrack
- Do the pupils remember hearing music in the film?

The next scene in the film, also without audio, will be screened: the meeting between the Frățilă
family and the crew (from 14:20 to 15:23).
- What are the elements of the scene that make you think that The Happiest Girl in the World is
a fiction film and what traits make it look like a documentary?
For instance, people pass through the shot like in documentary films. Some of them actually look at
the camera, a thing that is generally forbidden in classic fiction films (cf. Cinema issues and Shot
analysis).
Clues that betray the real nature of the film, however, are the comedic touches. It is possible
that some pupils have already noticed the caricaturistic flourishes in this scene: the bodyguards
rigid posture, the awkwardness of the three family members, the curiosity of Mr. Frățilă (cf. Shot
analysis).
- What might be happening in this scene? What is likely to happen in the film after the scene?

The film features a single piece of music: the song Rent by Pet Shop Boys, heard right in the first scene
of the film. (cf. Contexts)
Generally speaking, there are two ways in which music is used in films. Either it is coming from a radio,
stereo, speaker etc. that appears in the shot (i.e. a character puts on a record on his stereo and the
audience hears it playing or some characters walk into a club and we can hear music - even if we
can’t see the actual origin of the music, we can guess what it is). The second method is to have it
used as “background music”. This means that it is not justified by something within the story’s reality,
it’s only used to induce or amplify a certain feeling or to comment the action in some way (i.e. shots
of two lovers in a field of flowers may be accompanied by dreamy music, funny characters may be
accompanied by some music that highlights their main trait or that makes fun of it: a bouncy rhythm
may be used for a wise guy, etc.)

The Romanian poster for the film will be shown.

- Where does the music come from in this scene? Why does Radu Jude choose a music that seems
to come from a source within the story?
- What sounds from the film do they remember?

- Judging by the poster, which genre do you think that The Happiest Girl in the World belongs
to?

After going through the sounds that caught their attention, a fragment of the film may be screened
again. It is suggested that it be the one in which the characters are waiting, from 32:14 to 33:45,
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- What is the effect of the continuous noises in the University Square in Bucharest, the place
where the film is set? How does it contribute to creating the world vision that is found in The
Happiest Girl in the World? (cf. Shot analysis)
- What are some of the differences between the way sound works here and the way it works
in a Hollywood picture? (cf. Cinema issues)

with people not aware of the camera, like in a documentary.
At the end, all scenes that have been filmed will be viewed and compared.
- How does the meaning of the scene change when filmed in different styles? With editing or in a
long shot? In a quiet interior or in the world? Close by or keeping a certain distance between the
characters and the camera?
- Which character do the pupils empathize with? Did they attempt, aware or unaware of their
choice, to favor one of the characters through the arrangement of their set?
Image comparison

Filming a situation
The pupils will improvise a situation and then film it, having as a starting point the scene of the
argument that the Frățilă family members have, from 1:03:06 to 1:10:35.

Pupils will be asked to compare the image of Delia from the chapter Stakes of the film with the one in
the Coca-Cola ad used in the chapter Bonding images.

At the beginning, the parents join forces to convince Delia that she should sign over the deed so
that they can sell her newly won car. They remind her of the hardships that they had to endure
in order to raise her. The mother tells her this with a reproachful tone, an echo of the fight
that they previously had. The father tries, for starters, to sweet talk her into agreeing, but still
using emotional blackmail: “We have this chance – what chance, it’s a certainty! – to solve our
problems and to live out the remainder of our lives in peace” (an exaggeration and victimisation
from his part, considering the fact that both of Delia’s parents are middle-aged).
The parents are also fighting each other. Mr. Frățilă, unhappy that his wife keeps joining the
conversation, violently puts her in her place. Then he switches gears and promises the daughter
that the B&B will be in her name.

- How are they different? Which one is better looking and why? Which one is more authentic?
- How would one describe Delia, as she appears throughout the film?
- What are the differences between the two societies that produced the two images?

Keeping the dramatic dynamics of the scene: at the beginning, one character (A) tries to convince
another one (B) to do something. Then a third character (C) interferes, wanting to convince (A) of
the same thing. But then B and C start fighting each other. The scene finishes when all characters
(A, B, C) reach a point where they no longer agree on anything and everyone ends up by himself.
The pupils will film the scene in several different manners (they could work in groups).

- For instance: in a Hollywood film could actions and backdrops be as repetitive as in this Romanian
film? Why is that?

First, the pupils will film the scene using different kinds of shots that will have to be edited
(full shot, medium shot, close-up etc.). They have to think about different points of view (is the
camera with A, with B or with C?).
Then, the pupils will film the scene in one continuous shot, from the beginning to the end (a long
shot).
They can choose to film the characters positioning the camera very close by and then from a
certain distance.
And they should try filming the scene in a quiet interior and then in a space that is populated,

Retelling in the Hollywood style
- How would the situation in The Happiest Girl in the World play out in a "classical Hollywood
movie"?
By imagining how the action in the film would be adapted in order to fit a mainstream movie, the
pupils are required to discover the elements that set it apart in the first place.

In order to adapt the story to Hollywood, other actions and even another narrative should be inserted
alongside the story about the ad shoot. Also, it is often times the case in Hollywood films that the
protagonist should go through a change by the end.
- Is it the case for Delia and the other characters of Radu Jude’s film? Do the characters become
wiser or more accomplished by the end of the film? Or they remain the same?

V - PEDAGOGICAL LEADS & ASIGNMENTS FOR CLASS

featuring the sounds of the water in the fountain, the pigeons flapping their wings, birds
chirping, car noises, an ambulance’s siren, honking.
This time, the pupils will be more careful in noticing the way in which sound for film is built and
will try to remember and describe as much of these sounds as possible.

DIGITAL PLATFORM DEDICATED TO CINEMA EDUCATION
CINED PROPOSES
- A free platform with multilingual content that is accessible in 45
European countrie, for the organization of public projections
with noncommercial purpose
- A collection of European films dedicated to young people
between the age 6 to 19 years old
- Teaching instruments to use alongside the projetions: film
file, work plan for teachers, file for the young audience,
educational movies to compare film fragments
CinEd is a European cooperation project dedicated to cinema
education.
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