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The sporadic and arbitrary interest of North American 
film-goers in Eastern European cinema has shifted its focus 
from country to country and from director to director over 
the past two decades. After the brief flurry of interest between 
1960 and 1964 in Andrzej Wajda's and Roman Polanski's early 
films, Polish films were virtually ignored until three or four 
years ago, when the work of Krzysztof Zanussi and the newest 
generation of film-makers began to receive some attention. 
Czech cinema took the limelight in the mid-1960s, but interest 
fell almost to nil after 1968. In the late 1960s and early 1970s 
Miklos Jancso enjoyed the status of a minor cult figure, although 
his films never achieved popularity. His recent work has been 
largely denigrated, however, in favour of the films of his ex-
wife, Marta Meszaros.1 

Film in Eastern Europe cannot, of course, avoid being in-
extricably entwined with the politics of both the present and 
the past, and major political changes have often been heralded 
and accompanied by a particularly creative outburst of 
film-making energies. The obvious examples are the Prague 
Spring of 1968 and the way in which the often banned films 
of Zanussi and his slightly younger disciples like Feliks Falk, 
Janus Kijowski, and Krzysztof Kieslowski pinpointed the exact 
grievances that led to the formation of Solidarity and the still 
(at the time of writing) unresolved upheavals in the Polish 
political system. It is worth noting too that the first major cre-
ative period of Hungarian cinema after the Second World War 
came in 1955-56, with films like Zoltan Fabri's Merry-Go-Round 
(Korhinta) and Imre Feher's A Sunday Romance (Bakaruhaban). 

A recent article in Sight and Sound quotes a Polish film 
critic on the moral and political responsibilities of an Eastern 
European film director: 



The cinema ought to ... indicate the things that 
disturb, discern among what is the expected out-
come of our action that which is incidental and un-
welcome, and point to what may, if not seen in time 
or discounted, be sources of our weakness. The list 
will include, as well as familiar and diagnosed ail-
ments which social policy is attacking, ones which 
are still embryonic and only glimpsed or sensed by 
literature and the cinema: examples are loss of moral 
sensibilities and bearings, of consumer attitudes 
developing into acquisitiveness, self-seeking and 
careerism, of instrumental and manipulative treat-
ment of people, of inability to adjust to advances 
in the democratisation of our lives, of the emergence 
of pseudo-elites arrogating to themselves special 
privileges, of hypocrisy, cynicism and opportunism. 2 

Such a specific program necessarily involves a more direct 
confrontation with contemporary realities than has normally 
been the case in Polish and Hungarian cinema, where the pres-
ent situation has traditionally been mirrored in films set in the 
historic past, rather than being tackled directly. In both 
countries, however, dissatisfaction with this approach seems 
to have become widespread in the past decade, and interest-
ing divergent solutions have been devised in each in an attempt 
to find an alternative. The Polish method of fiction films directly 
dealing with examples of corruption, intimidation, cynicism, 
egoism, and opportunism has virtually no parallel within 
Hungary. Films that resemble this method include Pal Gabor's 
Angi Vera (1978) and Ferenc K6sa's The Match (Merkozes, 
1980), both of which seek to find the roots of contemporary 
problems in the traumatic events of 1949-56. Instead, the 
youngest generation of film-makers has chosen to try to find 
a new film language, mixing elements of both traditional 
documentary and fiction techniques, in order to examine the 
nature of contemporary realities. 

The new approach, signalled most clearly by Istvan Darday's 
Holiday in Britain (Jutalomutazas, 1974) and Judit Elek's two-
part A Commonplace Story (Egyszeru tortenet, 1971-75) has 
been given several names, none of which is totally satisfactory, 
such as "pseudo-documentary," "quasi-documentary," "docu-
mentary feature," "fictionalized documentary," and even 
"film-fact novel." All the names at tempt to describe the unique 
mixture of fictional and documentary elements that charac-



terize the films to varying degrees. The intention is to produce 
something that is neither conventional documentary (i.e., 
recording a situation as it happens as accurately as possible 
and with, ideally, the minimum of interference and manipu-
lation by the film-maker) nor conventional fiction (i.e., using 
professional actors and an invented plot). The method most 
commonly chosen is to take a situation based on an actual 
incident and recreate it in as realistic a manner as possible, 
using non-actors whose own lives and careers parallel those of the 
screen characters as closely as possible. 

Some of the directors most deeply involved in this approach 
have explained their reasons for adopting it. According to Bela 
Tarr, still in his twenties, with two feature-length films be-
hind him: 

... the documentary-feature film may be made in 
the most intensive and quickest way if I organize 
the real situations of conflict selected by myself, 
supplemented by situations created out of reality 
which I came to know, into a story. For this story, 
which is fiction, I select the interpreters who are 
in an identical situation of life, and thus carry the 
conflicts within themselves. But as the conflicts do 
not happen with them, they are also able to keep 
a distance. 3 

Ideally, then, these films take as their subject some particularly 
acute social problem or conflict (e.g., housing shortages, the 
backwardness of village life, bureaucratic rivalries and incom-
petence) to which a purely documentary film-maker would 
not normally be given privileged access. The essence of the 
conflict is recreated in dramatic form, but a sense of immediacy 
is retained by using non-actors whose own experiences allow them 
to understand and identify with the problems of the characters 
they are portraying. If it succeeds, the method should combine 
the rawness and intimacy of a true documentary with a sense 
of dramatic shape and purpose, thus avoiding the extremes of 
formlessness and unwarranted manipulation that often char-
acterize a purely documentary structure. Judit Elek has 
emphasized this element of structural control by the film-maker: 
"fiction may slip into the clothes of the documentary; may 
employ non-professional interpreters, may use improvised 
dialogues, but only within a structure constructed in ad-



vance." 4 Or in the words of Gyorgyi Szalai, who has been in-
volved as scriptwriter or co-director in almost all the most 
significant films of this type, "'shapeless' everyday reality ... never 
appears in the documentary-feature films as direct reality, 
but as film-reality reorganized in the sign of a certain 
observation." 5 

Sceptics, however, have not been slow to point out some of the 
obvious disadvantages of the style. The choice of non-profes-
sional actors was influenced partly by the fact that in a small 
country like Hungary the best professional actors are liable to 
suffer from overexposure, while there is also the problem (related 
to me by the director Istvan Gaal on my recent visit to Budapest) 
that it is becoming increasingly difficult for film-makers to 
lure actors away from the more lucrative field of television. The 
unknown faces in the "pseudo-documentaries" may offer 
freshness and a kind of realism, but by definition they lack the 
particular technical skills that allow a professional to repeat, 
vary, and develop a performance. As a result, most scenes can be 
shot only once; to compensate for this restriction and allow some 
degree of choice in the editing directors usually employ two 
cameras operating f rom different angles. In such situations it is 
also safer to concentrate on faces rather than on often awkward 
body movements and postures. Most of these films present a 
montage of "talking heads" and are thus more suited to television 
than to magnification on a large screen, and they can easily 
become stylistically monotonous. 

Furthermore, it is almost impossible for a non-actor (unless 
controlled by a director of genius like Robert Bresson) to create 
a sense of change and development in a character. The figures in 
the "pseudo-documentaries" are almost always static; they reveal 
their essence at the start of the film and merely continue to 
illustrate it as the film proceeds. In most cases, where the 
situation rather than the personalities is central, this drawback 
is not severe. But it adds yet another limiting factor to the whole 
technique. A final disadvantage, linked both to the use of 
non-actors and to the desire to recreate the overall rhythm of 
the real-life situation presented, is the often inordinate length 
of many of the films; several last well over two hours, while 
Darday's Film Novel (Filmregeny, 1977) is over four hours in 
length. Not surprisingly then, the style has roused more 
enthusiasm among intellectuals than among the general public, 



with a few exceptions, such as Holiday in Britain and Ferenc 
Kosa's The Portrait of a Champion (Kiildetes, 1977). 

Yet the "pseudo-documentaries" do include many works 
of real significance and have contributed to a renewal of some 
aspects of film language that should certainly be recognized 
outside Hungary. The film-makers involved are not always from 
the younger generation. Some, like Elek and Kosa, made their 
reputation with fiction films, while others, like the team of Imre 
Gyongyossy and Barna Kabay who made A Quite Ordinary Life 
(Ket elhatarozas, 1977), one of the most highly acclaimed of these 
films, operate on the basis of completely different philosophical 
and social assumptions from people like Darday and Tarr . The 
title "Budapest School," which is currently used freely in 
Hungary, is thus somewhat misleading and refers to an overall 
similarity of technique rather than to a shared political or social 
vision. It is no coincidence, however, that most of the films have 
come from a group of younger film-makers, who often 
collaborate with each other and interchange roles from one film 
to the next. All were trained at the Bela Balazs Film Studio, 
which is specifically designed to allow film students to experiment 
in every possible way, both stylistically and thematically. 

One major theme of the "pseudo-documentaries" has been 
the crucial conflict within Hungarian society between the values 
of the village and those of the city and the dangerous tensions 
that result when an attempt is made to impose modern techno-
logical values on an archaic social structure. The result is all 
too often a rootless and alienated younger generation immersed 
in pop culture and seduced by the glamour of the big city, yet 
tied to a traditional family structure that they resent but from 
which they cannot easily escape. At the same time, the 
assembly-line jobs available to them from the attempts to 
establish new industries in the countryside offer little real 
satisfaction, and night life is a pale copy of the city scene that 
they witness on television. 

Judit Elek's A Commonplace Story, the first film to attempt to 
examine these discrepancies in detail, is more traditional in 
its style than are some of its successors, but it exposes the 
problems in exemplary fashion. The film follows four years in the 
lives of two village girls, from the time they leave school to the 
point where they seem to have reached a decision about the 
direction their lives are to take. In this film the actual 



unpredictable events in the lives of the real characters are 
recorded as they take place. The camera is allowed privileged 
access to intimate family situations (some of which, for obvious 
technical reasons, must have been especially staged or restaged 
for it); and occasionally the characters are interviewed about 
their problems and feelings, and they respond directly to the 
camera. 

One of the young women, Ilonka, is totally enmeshed in 
the traditional village family structure and has few ambitions 
beyond perpetuating this pattern through her own early 
marriage. Her choice of partner — an impecunious young miner 
— rouses her family's disapproval, however, and only after a 
series of family quarrels, an attempted suicide, and Ilonka's 
pregnancy is the couple allowed to marry and move into her 
parents' home. The other woman, Marika, comes from the 
poorest section of the village, but has ambitions to escape by 
becoming a teacher. She is hindered by family commitments 
and by hostility and inertia within the village. She drifts into 
a series of dead-end jobs, is nearly raped by two young men 
and is forced by her mother to give evidence against them in 
court. After much discouragement she is able to enrol in a nearby 
training college. Her mother is prompted by this action to change 
her own pattern of life and moves to the town with her two 
younger children. 

The strongest impression left by the film is of the despair 
and lack of purpose of life in such a village. The younger gene-
ration appears to be offered no meaningful choice between 
mindless acceptance of an outworn traditional pattern and 
escape to a more expansive environment. 

A more recent film, Peacetime (Bekeido, 1979), directed by 
Laszlo Vitezy, examines a possible solution to the problem 
through the renewal and revitalization of village life. Here the 
method is more truly that of the "pseudo-documentary," with a 
fictionalized structure that parallels an actual occurrence and 
a cast of non-actors who play parts closely linked to their own 
real-life roles (the co-operative chairman, for example, is played 
by someone who is in fact the chairman of a co-operative). The 
film opens in a dying village whose remaining inhabitants are 
on the point of leaving. Bencsik, the chairman of the local co-
operative farm, is determined to keep the region economically 
viable and advertises jobs and free houses for families with large 
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From "Peacetime" (Bekeido); debates and discussions 
characterise these films, usually with food and drink in hand. 



From, "Holiday in Britain" (Jutalomutazas); UPPER: the hoys 
parents are depicted,showing their suspicious and hostile attitude. 
LO WER: depicting a bureaucrat and his (allegorical?) puppets. 



From "Family Nest" (Csaladi tuzfeszek); UPPER: the patriarch 
{on left}plans his moves, and LOWER: those whom the 

patriarch 'outmanoeuvres'. 



numbers of children who are willing to settle in the village. 
The response is enthusiastic, and Bencsik pushes ahead with 
modernization, installing electricity and water supplies and 
initiating a modest local industry by building a slaughterhouse. 
Tensions arise between the newcomers and the local people, 
however, and Bencsik's somewhat high-handed methods of 
getting his way rouse considerable opposition, especially from the 
local party secretary, who feels he has been pushed aside. When 
Bencsik tries to build a new road to open up communications 
with the nearest large town, he is subjected to a disciplinary 
inquiry and reprimanded, although he retains his job. Because 
of local rivalries and jealousies the road remains unfinished, and 
the last shot of the film, from a helicopter overhead, shows it 
trailing away into dust in the middle of nowhere. The main 
problem with the film, for an outsider, is to decide on the 
attitude it takes towards Bencsik himself; his energy and enter-
prise are admirable, and his opponents generally petty and 
self-seeking, but he certainly is ruthless and arbitrary, trampling 
not only over privileged bureaucrats but over the rights of quite 
ordinary people in order to achieve his aims. 

Stratagem (Harcmodor, 1979) directed by Istvan Darday, 
tackles a somewhat related theme, again in the manner of the 
"pseudo-documentary." Dr. Toth, the head of a regional medical 
council, is shocked by revelations on a television program of 
the deplorable plight of old people in her district, and becomes 
determined to have a home built for them. Realizing that 
operating through conventional channels will take years, she 
decides to circumvent the normal bureaucratic system and obtain 
backing in various unorthodox ways. By pulling strings of all 
kinds, making use of her husband's influential connections, 
flattering, threatening, and cajoling, she finally gets the project 
underway and even persuades a few local functionaries to lend 
a hand with physical labour on the site. Like Bencsik, however, 
she tramples on too many toes in the process and threatens 
entrenched power structures. Her main (and initially reluctant) 
ally in the bureaucracy seizes a chance to wriggle out of the 
project and the regional council, with much fanfare in the 
media, announces its own rival old folks' home. At the last 
moment it runs into problems and is unable to make the widely 
publicized opening date. The only remaining alternative is to 
ensure the completion of Dr. Toth's scheme and then claim credit 



for it. At an elaborate opening ceremony, presentations are 
made to every bureaucrat in the area, including those who had 
opposed the plan throughout and had done their best to destroy 
it; the only exception is the one local functionary who had 
supported it from the beginning but ran foul of his colleagues 
for doing so. 

All three of these films seem to agree that some degree of 
modernization is desirable to bring the villages into the 
mainstream of contemporary life. Their scepticism is directed 
against the bureaucratic system that is normally entrusted with 
this job, because it is riddled with inertia, entrenched privilege, 
and moral cowardice. For Imre Gyongyossy and Barna Kabay 
in A Quite Ordinary Life, on the other hand, the traditional 
patterns and beliefs of village life are too valuable to be jettisoned 
overnight. They provide a link with the historic past and a sense 
of stability and belonging, and it is perhaps the loss of these that 
causes the rootlessness and aimlessness that other film-makers 
have chronicled. As in Elek's films, the method employed is that 
of traditional documentary, and the film follows some weeks in 
the life of an old peasant woman, listening to her as she talks 
about her life and her family and performs the routine tasks of 
her daily existence. The seventy-four-year old woman is indeed 
a "discovery"; she is articulate, energetic, humourous, and 
lively, despite the fact that her life has been full of tragedy. 
She has suffered the loss of her father, brother, husband, and 
four sons, almost all victims of the various wars and political 
upheavals in which Hungary has been involved this century. 
She has two ambitions that she is determined to fulfill before she 
dies: to visit her son, who had left Hungary in 1956 and now lives 
in Britain, and to clear and replant a section of the family 
vineyard. The film records the achievement of the first of these 
tasks, as she takes the unprecedented step of visiting Budapest 
and travelling on a plane.6 Her preparations are shown, 
including the ceremonial baking of a batch of loaves. The 
underlying spirit of the film is not calculated to arouse sympathy 
in a society that is officially committed to modernization and 
the elimination of superstitious and backward relics of the past, 
and it has in fact been most warmly received outside Hungary. 
In their own way, however, Gyongyossy and Kabay provide a 
necessary perspective on these aims and warn that much that is 
valuable and essential might be swept away along with the dross. 



Another group of films deal with the interrelated problems 
of the erosion of the traditional family structure, the conflict 
between generations, and the rootlessness and alienation of large 
numbers of young people. The gentlest and most light-hearted 
(though nevertheless penetrating) of these works is Holiday in 
Britain, while the most savage and disorienting is Family Nest 
(Csaladi tuzfeszek, 1978), directed by Bela Tarr. Holiday in 
Britain deals with the search to select a group of talented 
youngsters who are to make a visit to Britain. One of them, a 
young boy from the countryside with some musical ability, finds 
his mother suspicious of the whole project and unwilling to allow 
him to go. The mother is presented, not as an ogre, but as bland, 
homely, and immovably narrow-minded; she just knows that it 
is not good for her boy to go so far f rom home and mix with 
foreigners. The organizers of the trip plead and argue with her, 
but to no avail; for her stubborn intractability wears them down 
in the end. The boy himself is allowed little say in the matter , and 
the bureaucrats in charge of the project themselves are quietly 
mocked for their total lack of understanding of the people they 
are dealing with and their own single-minded certainty that they 
know exactly what is best for the ignorant masses. Finally the 
mother wins; the boy is replaced at the last moment by a 
singularly untalented young girl and is left to wile away the 
summer in the company of his friends. 

In essence the conflict is similar to that of Darday's later 
Stratagem-, namely, that it is vital to change the mentality and 
attitudes of the rural population if progress is to be made, but 
attempts to do so by force, brow-beating, and intimidation 
will quickly prove self-defeating. And when decisions are made 
by an entrenched bureaucracy and passed down dogmatically 
without any consultation with the' people whose lives are to be 
affected, they are liable (and justifiably so) to be sabotaged 
through passive or active resistance. 

Family Nest is very different in both tone and mood and is 
one of the most memorable of recent Hungarian films and also 
one of the most exhausting and painful. More than any other of 
the "pseudo-documentaries" it has the raw immediacy of real life, 
even if that life is somewhat one-sided in its relentless harshness, 
abrasiveness, and permanent conflict. The film is set in an 
overcrowded, one-room flat occupied by three generations of 
the same family and dominated by a repulsively authoritarian 



patriarch who spends all his time sitting, dressed only in his 
undershirt and trousers, directing a constant stream of orders, 
criticism, and abuse at his unlucky relatives. The main target of 
his attack is his daughter-in-law, who is forced by the housing 
shortage to live in his flat and whose efforts to find a home of 
her own are met by the official response that her situation is not 
nearly critical enough to give her any priority in the allocation of 
flats. The father succeeds in turning his easily manipulated 
son against the hated daughter-in-law, and in desperation the 
young woman leaves with her child and becomes a squatter in 
an abandoned house, in the (probably vain) hope that her plight 
will at last force the housing officials to act. 

The style of the film is intensely claustrophobic. The 
portrayal of the confined space of the overcrowded flat is 
intensified by the huge close-ups of the characters, especially the 
flabby, overweight patriarch. It is a film of this type that fully 
justifies the "pseudo-documentary" method, for one cannot 
imagine any family allowing a film crew to witness and record 
scenes as harrowing, intimate, and unflattering as these. Yet 
the fact that the characters themselves are linked by family ties in 
real life must have given them a genuine insight into the feelings 
of the figures they portrayed. 7 

Bela Tarr's most recent film, The Outsider (Foldfolt, 1980), 
also deals with a group of basically unsympathetic characters, 
although behind them one glimpses a society that has failed 
to live up to its stated obligation to provide the opportunity 
for a decent life for all its citizens. The central figure is a young 
"village Beethoven," a man of considerable musical talent who 
has been unable, partly through his background as an orphan 
and partly through his own vacillating character, to establish 
or stick to any goals in his life. He drifts from one temporary 
job and from one sordid lodging to another, drinks heavily, in-
dulges in occasional sexual orgies with prostitutes, and mingles 
with alcoholics, drug-addicts, and other frustrated and embit-
tered failures like himself. He is unable to accept any kind of 
authority, discipline, or restraint; for example, although he has 
fathered an illegitimate child and is prepared to acknowledge it, 
he will do nothing to support it. He finally meets and marries 
another woman, but again he cannot accept boundaries, and the 
marriage quickly disintegrates as he seeks brief satisfactions 
elsewhere. Although the focus is on the central character and 



he is held fully accountable for his own inadequacies, it is made 
quite clear that he is far from unique and that he typifies a social 
malaise that has ramifications in a whole underworld of derelicts 
and petty criminals. This underworld is growing rather than 
diminishing, and it includes on its fringes people who have 
deliberately chosen to abandon a society that they feel has 
nothing meaningful to offer them. 

Gyuri (Cseplo Gyuri, 1978), directed by Pal Schiffer, also 
examines a character on the margins of orthodox society, but 
in this case a member of a social group that has traditionally 
resisted or been refused full assimilation into a respectable 
environment. In another variation on documentary technique, 
here we have neither the recording of a life as it happens nor a 
"factual" presentation of a "fictional" event. The central figure 
of the film is a young gipsy whose history is reconstructed and 
relived for the camera; we first see the young man in his rural 
gipsy community, par t of a close-knit and independent yet 
backward and poverty-stricken world. He decides to leave for 
Budapest with two friends to acquire an education and a job. 
His two companions are quickly discouraged by initial set-backs 
and return home. Gyuri remains, finding work on a construction 
site and later enrolling in evening classes. He becomes outwardly 
assimilated to urban society, but he is lonely and disoriented 
and is finally driven to return home in an attempt to re-establish 
contact with his roots. He has changed too much, however, 
and realizes that he can no longer be contented with the old way 
of life. At the close of the film he returns to Budapest. 

Gipsies were at the centre of two important earlier Hungarian 
films: Sandor Sara's Gipsies (Ciganyok, 1962) and Imre 
Gyongyossy's Legend about the Death and Resurrection of Two 
Young Men (Meztelen vagy, 1972), each chronicling, though 
in completely different styles, the misery and frustration of 
their existence. Although Schiffer's film is partly in this tradi-
tion, it is not so much an indictment of official neglect and 
prejudice toward a particular segment of society as an 
examination of the kinds of problems dealt with in The Outsider. 
Unlike Tarr 's hero, Gyuri is industrious, sober, and reliable; 
but his dilemma is very similar, in that there is nowhere in the 
social framework where he can feel he belongs and where his 
abilities will be fully utilized. He is caught between the urban 
and gipsy worlds in much the same way that the "village 



Beethoven" straddles both the underworld and respectable 
society without being at home in either. Despite his return to the 
city, it seems probable that he will never be able to adapt 
completely to urban existence. 

A final thread in the pattern of contemporary Hungarian 
documentaries is represented by films such as The Portrait of a 
Champion directed by Ferenc Kosa, and The Valley of Blows 
(Pofonok volgye, 1980). Both are essentially interview films, 
although, unlike A Commonplace Story and Gyuri, their 
characters are not anonymous, commonplace figures but persons 
well-known in Hungarian society — namely, a former Olympic 
pentathlon medalist and a boxing champion. They talk about 
their past lives and present situations, and newsreel footage 
of their sporting triumphs are intercut with their account. 

Kosa's film is more interesting, and it caused a scandal when 
it appeared because of the protagonist's frank and often bitter 
comments on the way he had been treated by the sporting 
authorities after his retirement. Most unusually for a sporting 
hero in Eastern European society, he had refused to exploit 
his fame and spend the rest of his life in comfort, living on the 
various sinecures and financial perquisites readily available 
to him. To the amazement and disgust of officials, he actually 
preferred to continue with his modest way of life and to find a 
job where he could be of some use to the new generation of 
athletes. Even worse in official eyes, he openly condemned the 
system of privilege and corruption that he was rejecting. As a 
result, he suffered from increasing hostility and ostracism and 
finally found it impossible to obtain any kind of employment 
where his knowledge of sport could be fruitfully exploited. 

Although allowances probably must be made for exaggera-
tion and (doubtless justified) resentment, his story fits in well with 
the analysis presented by the other films discussed. A society is 
depicted where individual talent is stifled or frustrated by a 
system geared to conformism, self-interest, and the scramble 
for privilege and security. All kinds of people fall by the wayside, 
from those who, like the "village Beethoven," might well be 
misfits in any society, to others who look no further than 
attaining a moderate degree of justice and happiness, a decent 
job, and a home, and who find that bureaucratic inefficiency 
and inertia deny them even those goals. 

One can find in these Hungarian films all the ingredients 



of the new Polish cinema mentioned earlier: "loss of mor-
al sensibilities and bearings," "acquisitiveness," "self-seeking 
philosophy and careerism," "instrumental and manipulative 
treatment of people," "authoritarianism, elitism, and oppor-
tunism. They are generally presented within the framework of 
specifically Hungarian realities, most notably the problems 
of village life and of urban development; or of a bureaucratic 
system that has crystallized around the defence of its own 
privileges and has lost touch with the people whose interests it 
ought to be serving. The essential conflicts are the same as those 
of any advanced or developing society, whether socialist or 
capitalist, and the method chosen to depict them, particularly 
that of the "pseudo-documentary," allows them to be perceived 
with an unusual degree of freshness and spontaneity. It is perhaps 
too early to say whether the technique is capable of being 
extended further, or whether a certain degree of monotony and 
repetition will ultimately become evident. Films such as Holiday 
in Britain, Family Nest, and Peacetime, however, already 
represent a solid achievement on which to build. 

NOTES 

1. Lengthy defences of two of his latest films, Hungarian Rhapsody and Allegro 
Barbaro, however, appear in a recent issue of Film Quarterly (Fall 1980), together with 
reviews of several other Hungarian films. 

2. Jacek Fuksiewicz, quoted in David Robinson, "Gdansk 1980," Sight and Sound 
(Winter 1980-81): 38. 

3. Quoted in a pamphlet, Budapest Film School, made available by Hungarofilm to 
visitors to the 1981 Filmweek in Budapest. This extract is taken from an article, "Precise 
Facts in Dramatic Structure" by Laszlo Zoldi (9). These articles, together with some 
additional interviews and filmographies, have since been published by Hungarofilm in 
Budapest as The Budapest Film School (1981). 

4. Quoted by Laszl6 Zoldi in Budapest Film School, 8. 
5. Ibid. 
6. Much has been made by some Hungarian critics of the alleged fact that the old 

woman was not permitted to visit Britain and that the scenes supposedly filmed at London 
airport were actually shot in Prague. If this is true, it would not necessarily destroy the 
meaning of the film and would simply place it even more firmly in the "romanticized 
documentary" tradition of Robert Flaherty. 

7. Something of the same kind has been attempted, using traditional documentary 
methods, by film-makers like Allan King and television series such as An American 
Family. It would take an extraordinary combination of exhibitionism, lack of perception, 
and masochism, however, for any real-life person to approve of the portrait of the father 
that emerges from Tarr's film. 




