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There have been several important polit-
ical movements and protests in Central and 
Eastern Europe since the Second World War, 
such as the Prague Spring and the Solidarity 
movement in Poland, but only Hungary and 
Romania had their own national, anti-com-
munist revolutions. These revolutions are, 
in fact, the most recent, signifi cant events in 
the history of both countries, involving tanks, 
street protests and fi ghts, changes in govern-
ment and, sadly, many casualties. And in dif-
ferent ways, these revolutions shaped the 
fate of the two countries for future decades. 
The cinematic representation of these events 
could not be delayed for long. As Doru Pop 
affi  rms, there is an important characteristic 
of the European Cinema, namely “a themat-
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ic development focused on national self-image, centered on recovering recent mem-
ory and providing a historical recording or recounting of contemporary historical 
events” (Pop 2010). This is true for Romanian and Hungarian cinema as well, which 
are “products of – and refl ections – of the same ‘trauma culture,’ in the sense that 
many of their protagonists face crises or traumas, or are on the way to processing 
traumas experienced in the recent communist past.” (Pieldner 2016). Andrea Virginás 
goes further and supposes “a generational resemblance and a common sensitivity” in 
the working and creating methods of Romanian and Hungarian fi lmmakers, especial-
ly those who started to make fi lms after 1989 (Virginás 2011).

Such statements might make us think that the cinematic process of reinventing 
history works in similar ways in Hungarian and Romanian fi lms, especially when 
the fi lms are made by members of the New Hungarian Wave and the New Romanian 
Cinema. In this article I will apply some classical assumptions presented in David 
Bordwell’s seminal article The Art Cinema as a Mode of Film Practice (Bordwell 1979), 
later developed further in his book Narration in the Fiction Film (Bordwell 1985, 2005). 
We will see what the narrative structure, the characters, the time and space construc-
tion, and the cinematic representation can tell us about the ways in which these fi lms 
try to re-invent history. However, fi rst of all, let us have a quick look at the rich land-
scape of Hungarian and Romanian fi lm reconstructing the two national revolutions.

Revolutionary landscape:
from fairytales to the Trilogy of Revolution

Hungary

In the case of Hungary, in the fi rst decade after the 1956 revolution – which at the 
time was offi  cially called a counter-revolution – fi lms which could be considered even 
slightly anti-regime were banned (Roman 2013). The extent of the paranoid censor-
ship is shown by the fact that even Tamás Banovich’s The Sneezed Empire (Eltüsszentett  
birodalom, 1956), an allegoric fairytale about a tyrannical king, was forbidden. 
Decades later the country continuing under a communist regime, the Hungarian rev-
olution was still not allowed as the focal point of any screenplay. Exceptions were 
made for the use of the revolution as a historical sett ing for personal and family dra-
mas, such as in Daniel Takes a Train (Szerencsés Dániel, 1983) by Pál Sándor, Whooping 
Cough (Szamárköhögés, 1987), a tragi-comedy by Péter Gárdos, and Géza Bereményi’s 
The Midas Touch (Eldorádó,1988). 

The fi ftieth anniversary of the Hungarian Revolution in 2006 fi nally off ered a spe-
cial occasion for fi lmmakers to show, without restraints, their version of a cinematic 
re-invention of this signifi cant slice of national history. The fi rst was Márta Mészáros, 
a doyen of Hungarian fi lmmaking and a survivor of the revolution, who retold the 
tragic story of Imre Nagy, the revolutionary prime-minister of Hungary, in her fi lm 
The Unburied Man (A temetetlen halott , 2004). Other directors who lived through the 
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events, although very young at the time, told the tragic stories of children and teen-
agers from during and after the revolution. In this category falls Mansfeld (Mansfeld, 
2006) by Andor Szilágyi, Boys from Budakeszi (Budakeszi srácok, 2006) by Pál Erdőss, 
and The Sun Street Boys (Nap utcai fi úk, 2007) by György Szomjas. Gábor Koltai’s 
Colossal Sensation (Világszám, 2004), again, simply uses the revolution merely as a pre-
text, this time for a comedy. 

Finally, there were a few younger fi lmmakers, in their thirties or even twenties 
who had a diff erent take on the Hungarian Revolution. Att ila Vidnyánszky’s Liberté 
56 (2007) and Kriszta Goda’s Children of Glory (Szabadság, szerelem, 2006) both plant a 
love story in the midst of the events, on the fi ercest days of the Hungarian Revolution.

Romania

Romania needed less than two years for the fi rst features about the 1989 revo-
lution to be produced. Unlike Bathunting (Vânătoare de lilieci, 1991) directed by 
Daniel Bărbulescu, which is no more than an “incoherent subgenre detective mov-
ie” (Caranfi l 2013), Red Rats (Șobolanii roșii, 1991) by Florin Codre achieves an “objec-
tivity fi ltered through personal experience and sensitivity” (Azap 2012), spotlighting 
the problem of those who served and benefi tt ed from the old communist regime, and 
who subsequently grabbed power and success in the young and fragile Romanian de-
mocracy.

Red Rats signals the start of a long line of movies, continued by Nicolae Mărgineanu‘s 
Look Ahead in Anger (Privește înainte cu mânie, 1993), Stere Gulea’s Hunting Fox (Vulpe 
vânător, 1993) and State of Things (Stare de fapt, 1995), and Marius Theodor Barna’s 
Timişoara Syndrome – Manipulation (Sindromul Timișoara – Manipularea, 2004) and 
Report on the State of the Nation (Raport despre starea naţiunii, 2004). All emphasized 
the deep delusion of Romanian post-revolution society, when ordinary people real-
ised that the agents of the communist secret police, the “Securitate”, had not lost their 
power after the revolution, but instead were thriving and remained infl uential, not 
just overshadowing, but frequently continuing to ruin the lives of their former vic-
tims. Călin Căliman went even further when affi  rming in connection with Look Ahead 
in Anger that “honest people had litt le chance to survive in the Romanian society [of 
transition)” (Căliman 2012). But these movies often slip into the pitfall of a fervent an-
ti-communist att itude, very understandable from a socio-historical point of view, but 
one that unfortunately leads to a biased narrative.

Just like Gulea, Sergiu Nicolaescu, the most prolifi c of Romanian fi lmmakers, well 
known for his adventure and crime genre movies, directed two movies about the 
Romanian revolution. First, he wrote and directed Point zero (Punctul zero, 1996), a 
crime-detective movie set in the days of the Romanian revolution, and using a large-
ly English language dialogue in order to target the US audience (Fulger 2014). Nine 
years later, he co-wrote and directed “15” (2005), a drama retelling the fate of a sailor 
killed in Timişoara on the fi rst night of the anti-communist demonstrations. “15” re-
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visits the main plot motif of State of Things, one of the cruelest atrocities and unsolved 
crimes of the Romanian revolution: the execution of wounded, hospitalized revolu-
tionaries by agents of the Securitate. While Nicolaescu’s fi rst movie is mostly an im-
itation of Hollywood B-series action movies, the second has notes of nostalgia and 
melancholia, and an altogether more Eastern-European style of storytelling.

A decade later, surprisingly in the same year, 2006, when most of the Hungarian 
fi lms on the Hungarian revolution were released, the so called Trilogy of Revolution 
was presented in Romanian fi lm theatres. The three movies, which hit the screen 
in the same year, within a period of six weeks, were directed by members of the 
Romanian New Wave. The Way I Spent the End of the World (Cum mi-am petrecut sfârşit-
ul lumii, 2006), the directorial debut of Cătălin Mitulescu; 12:08 East of Bucharest (A fost 
sau n-a fost, 2006), the fi rst feature fi lm of Corneliu Porumboiu; and the second feature 
of Radu Muntean, The Paper Will Be Blue (Hârtia va fi  albastră, 2006), have small story 
elements in common. But as Tinu Pârvulescu mentions, “... as we move away from 
1989 and investigate it more impassively ... the relevance of these three feature fi lms 
increases, and the interpretation given by them of the 22nd (TN: 22nd of December, 
1989) increases in its pertinence. This, fi rst of all, is by virtue of their immunity to the 
anticommunism virus. Free of this disease, the stories of their fi lms are quieter and 
less prone to accusations” (Pârvulescu 2013).

The selection of the two fi lms:
Children of Glory and The Paper Will Be Blue

The previous paragraphs demonstrate that there is an abundance of fi lms to 
choose from when it comes to comparing a Hungarian and Romanian movie re-in-
venting this specifi c chapter of a national history. So, why choose these two fi lms over 
the others?

To avoid those movies which were either produced under communist censorship, 
such as the Hungarian fi lms made between 1957 and 1989, or those with a biased an-
ticommunist att itude, which is the case of many Romanian movies made between 
1990 and 2000, I confi ned myself to the rich output of the year 2006 and chose the 
most relevant movies from both countries. The term relevant here may require some 
explanation. While in Romania, The Paper Will Be Blue with its six international prizes 
and thirteen nominations is clearly the fi lm with the biggest international impact and 
recognition, there is no such standout fi lm in the case of the Hungarian movies. But 
Children of Glory, although having only one international prize, was a widely circulat-
ed, internationally premiered movie, and garnered the biggest domestic and interna-
tional box offi  ce from this thematic group (Varga 2007).

Though it is not a necessary criterion, what makes the comparative process even 
more interesting is the fact that the directors of Children of Glory and The Paper Will Be 
Blue are both members of Generation X, both falling within the criteria mentioned by 
Virginás above, by starting to make fi lms after 1989. Beside this, both directors are al-
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most at the beginning of their careers, the chosen movies being their second feature 
fi lms, which makes the comparison even more interesting.

Similar and diff erent story elements

Both movies are based on the historic facts of the Hungarian and Romanian revo-
lutions. Children of Glory is built around the main stages of the revolutionary events in 
Hungary; while The Paper Will Be Blue focuses on the night of December 22 and tells 
the story of the accidental massacre of a militia unit. Both fi lms basically tell the sto-
ry of two young men, friends, who drift into the turmoil of revolution. Karcsi and 
Tibi in Children of Glory are members of the Hungarian water polo team. They spend 
their evenings fl irting with Viki, a leader of the student movement and, because of 
her, fl irting also with the idea of joining the revolution, while during the day they 
train for the Melbourne Olympics. Costi and Dragoş in The Paper Will Be Blue are sol-
diers in the Romanian Militia. They and their unit are ordered to patrol the streets 
of Bucharest with their ABI (Romanian abbreviation for armoured squad car) on the 
night of the Romanian revolution.

In both movies, the friends face life changing decisions: shall they join the revo-
lution and abandon their athletic training or military patrolling, or shall they close 
their eyes to the fi ght for national freedom around them and stick to their appointed 
tasks? More precisely, what is one’s duty in a time of revolution? In both movies, the 
two protagonists choose diff erent or opposite paths and try to convince their friend 
about the rightness or justness of their own decision and the wrongness or dangers of 
the other. In both movies there is an important third person. In Children of Glory this 
is Viki, the student girl with a symbolic name (Viki, short for Viktória=Victory). She 
challenges Karcsi, testing his courage, drawing him into the events of the revolution, 
so that for Karcsi, fl irting with revolution and fl irting with Viki are inseparable from 
each other.

In the case of The Paper Will Be Blue, Lieutenant Neagu is the character who has the 
biggest infl uence on the two soldiers, but in the opposite direction. He tries to keep 
them in their platoon, att empts to keep them safe, away from the turmoil at the TV 
station and other hot spots in the city. 

In Children of Glory we have also the somewhat schematic Telki, the water polo 
coach, but his actions do not go beyond the regular ambitions of a coach, who wants 
to keep his team together and enable them to defeat the Soviet team in the Melbourne 
Olympics.

Birth of two screenplays

While we can fi nd several similarities on the level of story elements, we should ex-
amine more carefully how each movie originated. In the case of Children of Glory, pro-
ducer Andrew Vajna was the catalyst. The successful Hollywood producer, who left 
Hungary as a child with his parents after the revolution in the winter of 1956, hired 
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another Hollywood professional of Hungarian origin, screenwriter Joe Eszterhas, to 
sketch the treatment for a drama about the revolution and Eszterhas added the love 
story line to the historical drama. Then, three other screenwriters from Hungary, Éva 
Gárdos, Géza Bereményi and Réka Divinyi were commissioned to produce the fi nal 
screenplay. From a statement in the offi  cial press release by Réka Divinyi, it is obvi-
ous that Vajna had a very close control over the screenwriting process: 

“I have never met a producer who knew so strongly what he wanted. Andy and 
Kriszta (TN: the director) made me rewrite the dialogues until they were both satis-
fi ed. I have never rewritt en anything as many times as this.” 

Vajna’s very personal involvement becomes even clearer when we read the dedi-
cation at the beginning of the fi lm, which is repeated before the end credits: “This fi lm 
is dedicated to the loving memory of Clara and George Vajna, who made all this pos-
sible.” Vajna produced a personal tribute fi lm to the revolution and to his own par-
ents, in Hungary, but in a Hollywood style. He found someone to write the treat-
ment for him and the screenwriters, whom, under his close supervision, shaped the 
fi nal screenplay. And only then did he bring in the director, Kriszta Goda. Goda was 
a Hungarian director, but was also an alumna of NFTS London and the fi lm depart-
ment of UCLA, Los Angeles, known at that time for her only feature length light ro-
mantic comedy, Just Sex (Csak szex és más semmi, 2005), and some TV productions.

Though The Paper Will Be Blue has three screenwriters as well, the process of writ-
ing was more of a collaborative eff ort led by the fi lm director, Radu Muntean, with 
the participation of novelist and screenwriter Răzvan Rădulescu and screenwrit-
er Alexandru Baciu. Beside the historical facts, Muntean also drew on his personal 
memories from his time as a soldier in Bacau during the revolution. As he reminisced 
for the newspaper Romanian Libera, he had been permanently on duty and alert for 
more than a week, waiting for the so called terrorists to pounce. (Blaga 2006)

Ways of re-confi guring history

1. History and handrails. Strict causality versus verism

Bordwell mentions strict causality as one of the hallmarks of Hollywood storytell-
ing, while realism is a prominent particularity of art cinema (Bordwell, 1979). Pop, 
when referring to the grammar of the New Romanian Cinema explains that one of the 
major characteristics of these productions is “the preference for verism, the closeness 
of cinema to realism, that is, the importing of documentary style fi lming.” (Pop 2010) 
How are these characteristics refl ected in the two movies under discussion?

Children of Glory could be easily used as a teaching aid in any history class about 
the Hungarian revolution, since it is constructed from scenes in strict chronological 
order, thoroughly respecting the cause-eff ect logic. The opening polo match scene, in 
which the Hungarians are defeated due to cheating by the Soviet team and a biased 
judge, not only adumbrates the hopeless but heroic fi ght of a small nation against op-
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pression, but also lays down the causes of the general dissatisfaction which lead to the 
upcoming revolt. This is further strengthened by the scene in which Karcsi is inter-
rogated by “Feri bácsi”, the ÁVO (acronym for the Hungarian Secret Police between 
1945 and the end of 1956) agent. The cinematic narration fi rst presents all the caus-
es which led to the revolutionary explosion, then all the signifi cant stages of the rev-
olution, from the spontaneous student rallies to the siege of the Radio Centre, from 
street fi ghts and several changes of government to the departure of Soviet tanks, and 
fi nally their sly return under cover of night to crush the revolution. During the whole 
fi lm, through radio news, loudspeakers, posters or characters occasionally announc-
ing events as they unfold, fi lm viewers are constantly and continuously informed; 
they are off ered handrails in order that they might know exactly what event causes 
what and in which phase of the revolution we are at any moment.

The Paper Will Be Blue is pervaded by the huge confusion so specifi c to the days of 
the Romanian revolution. Who is shooting whom and why? Who is the enemy? What 
orders are to be followed? And what is the current password? A wrong answer to that 
fi nal question costs the life of the protagonists. While the Hungarian movie has a con-
ventional linear narrative, the Romanian fi lm has a circular one, beginning at the end 
and then telling the story in a linear fashion until reaching the chronological closing 
scene, which has already been seen at the beginning. Using this single, but very sig-
nifi cant, fl ash-forward in the opening scene, is a risky directorial decision, as Daniel 
Goace mentions in his review (Goace 2006), because if one misses the fi rst scene, he 
will not see the tragic ending of the fabula. But it is also a bold and wise decision, 
through which the fi lm resembles a Greek tragedy. The viewer knows from the fi rst 
moment that every member of the patrol will die. And he will wonder, what could 
they have done diff erently, in order to avoid the tragedy? As in any classical trage-
dy, they couldn’t have done anything. The diff erent journeys of the rebel Costi and 
the compliant Dragoș converge to the same fateful end, independent of their decisions 
along the way. And no matt er how hard Lieutenant Neagu tries to avoid the hotspots 
of the revolution in Bucharest and protect his subalterns, whom he repeatedly calls 
“my children”, we know from the opening scene that his eff ort is utt erly futile. 

According to Bordwell, “the fl ash-forward is unthinkable in the classical narra-
tive cinema, which seeks to retard the ending…” (Bordwell, 1979). By divulging the 
fi nale in the fi rst scene – in sharp contrast with Children of Glory – the creators of the 
Romanian fi lm relieve the spectator from any pressure to conjecture when building 
the fabula from the syuzhet, and encourage a more meditative approach and immer-
sion in the dramatic and ironic documentarism of the movie.

2. Goal-oriented versus disoriented characters?

While classical narration uses psychologically defi ned, goal-oriented characters, 
art cinema narration uses “realistic” – that is psychologically complex – characters ac-
cording to Bordwell (1979). Starting with the antagonists, in Children of Glory they are 
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either ruthless villains like the secret police agent “Feri bácsi”, or faceless mercenar-
ies (no matt er whether Soviet soldiers or Hungarian ÁVO agents) whose only goal is 
to trample the revolutionaries. Viki’s motivation is the clearest from the fi rst moment 
and it does not change during the movie. Her parents were killed by ÁVO agents, so 
she fi ghts against them, and all her decisions and relationships are subordinated to 
this freedom fi ght.

Tibi, Karcsi’s closest friend, is playing the opportunist type of character, who 
breaks under pressure. He cooperates with the ÁVO and reports on Karcsi, but he 
sincerely hopes that in this way he can help him and pull him back on the “right 
track”. His only motivation throughout is survival, something he even admits explic-
itly in the form of a personal philosophy, when trying to convince Karcsi to return to 
the team.

However, Karcsi, the protagonist of the Hungarian fi lm, has a dilemma: to join 
the revolution for the sake of Viki and risk not being allowed to go to the Melbourne 
Olympics and possibly bringing trouble upon his family, or to follow his dream as a 
professional polo player? The decisive point comes when he witnesses the murder of 
his university friend in the shooting at the Radio Centre. Then he joins the students 
and fi ghts alongside Viki, but no longer merely because of Viki. Now he fi ghts for the 
cause of the revolution, until “the Ruskis”, aka. the Soviet army, leave his country – 
at least it seems so. He is the typical developing hero, so familiar from the classical 
Hollywood narrative, who only gradually becomes conscious of his calling. In a way 
Children of Glory is also a kind of coming of age movie, where adulthood equals true 
patriotism, versus adolescent egocentrism.

As we can see, in the Hungarian movie all the characters in the fi lm are psycho-
logically driven and goal oriented. But this is not the case in The Paper Will Be Blue. 
The characters of Muntean’s movie are all carried along by events, and we are shown 
their diff erent reactions, not actions. We could call them all reactionist, not in the po-
litical but in the narrative sense of the world. Though Costi takes the initiative to go 
and fi ght at the Television Building, this is more of an instant reaction to the emer-
gence of a group of revolutionaries, than a goal-oriented decision. Dragoş follows 
the orders of Lieutenant Neagu, fl irts with a prett y woman whom he will never see 
again during a routine check, becomes angry when Costi leaves, and smokes when al-
lowed. Muntean’s movie could be the object-lesson of the Bordwellian idea of the art 
cinema as being less concerned with action then reaction.

Hollywood screenwriting guru Robert McKee states that the “true character is al-
ways revealed under pressure” (McKee 1997). This is true for both movies, where the 
biggest pressure comes from the huge social force at work, namely the revolution it-
self. In the Hungarian movie this force helps in crystallizing the morality of its ro-
mantic characters, making it possible for them to make life and death choices, like 
saving their own life (Tibi), winning a match for their country (Karcsi), or even mar-
tyrdom (Viki). In the Romanian fi lm, this social force is rather infringing on them, and 
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reduces their choices to almost zero. They can choose on which street they want to 
drive their ABI, but they don’t have the chance to make conscious decisions between 
life and death.

3. Narrative construction of time and space

The timespan of Children of Glory encompasses months of historical events, from 
which the relevant episodes for the story are extracted. The Paper Will Be Blue does 
not expand beyond the events of one night, maybe from midnight till dawn, so the 
fi lm’s syuzhet time does not exceed fi ve or six hours. “Most of the fi lms that belong to 
the new generation of directors take place during one day and one night”, says Pop, 
and this is perfectly true for this movie. This technique makes possible a much high-
er degree of unity in time and space, which is a constant interest for the Romanian 
New Wave directors (Pop 2010). This is valid also for the space construction of the 
fi lm. Muntean’s fi lm has three main locations: the interior of the ABI vehicle, the 
Television Building and Costi’s parents’ house. The Hungarian movie uses dozens 
of locations, not just in Budapest but also in rural Hungary, as well as having scenes 
in Moscow, Prague and Melbourne. Children of Glory’s expansive and comprehensive 
time and space management is in sharp contrast with The Paper Will Be Blue’s reduc-
tive economy.

While in the case of the former movie the goal of narration is to represent as clear-
ly as possible the cause-eff ect chain without altering too much the historical facts, the 
latt er movie stresses a documentary factuality. We hear long conversations about the 
quality of Kent cigarett es produced in Serbia versus Germany, or about popular disco 
hits. We witness a dinner in Costi’s parents’ house with Lieutenant Neagu and Dragos, 
while waiting for the return of Costi, and we listen to phone calls between offi  cers and 
soldiers and their superiors or their loved ones to reassure them. But beside the role 
of the verisimilitude so specifi c to the art cinema, these temps morts, which fi rst ap-
pear to be only continuous chit-chat, have another important role in the fi lm; namely, 
to sketch a society in a complete state of confusion, where Costi’s internist MD father 
is believed to work for the Ministry of the Interior, where a Roma revolutionary is mis-
taken for an Arab terrorist, and where conspiracy theories about the Ceausescu’s fl ee-
ing in a Dacia having his birth date as registration number are easily believed. In this 
context the sentence spoken by a weird middle-aged revolutionary man, who curious-
ly gives orders to soldiers who are shooting at other soldiers without knowing − “we 
give you a fair trial, then we execute you!” − seems entirely normal.

4. Cinematic representation: fi lming, editing, use of music

The way in which the creators of each fi lm use cinematography, editing and sound 
design also betrays the kind of cinema tradition they want to identify with. Children 
of Glory uses a wide array of shots from close ups to extra-long shots enhanced with 
CGI imagery when showing the siege of Budapest, with several camera angles and 
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movements (dolly and pedestal with predilection) mixed with hand held camera im-
ages when showing close combat scenes. The movie is dense with graphic images of 
explosions (sometimes in slow-motion), human bodies being pierced by bullets, and 
spatt ering blood, all to create a strong emotional impact on the spectator. The pace 
of editing is varied from medium in love scenes, to very fast in the action scenes. 
Crosscutt ing and montage sequences are also used in the classical narrative cinema 
manner. 

The Paper Will Be Blue uses only a relatively static hand held camera with medi-
um, medium long and a few long shots, medium long shots being the most prevalent. 
Several minute long one shot scenes strengthen the verism of the movie and the con-
tinuity of time and space. There is a complete lack of graphic violence. Gun fi re is un-
predictable and very loud, while killing is fast, accidental and does not spare the pro-
tagonists as it does in Children of Glory, where they survive several intense gunfi ght 
scenes with no or litt le injury.

The Hungarian movie uses several non-diegetic mood music elements, ranging 
from motifs of the Hungarian anthem and other popular marches played on string 
and brass to Soviet-Russian army songs. The Romanian fi lm uses only diegetic music 
(with the exception of during the closing credits) coming from a jammed Bulgarian ra-
dio station, and recognized by the soldiers as the popular hit called “Lambada”. Both 
fi lms use some documentary footage from their respective revolutions. In Children of 
Glory the American Movietone newsreel called “Hungary’s Agony” is non-diegetical-
ly inserted in the fi lm’s narration, with cross-dissolve from and then back to the fi ght 
scenes. However, in The Paper Will Be Blue the only scene from the fi rst broadcast of 
the Free Romanian Television is seen on a real TV set in an army crisis cell room locat-
ed in the besieged National Television Building; the sign on the door ironically reads 
“Scenography”.

5. Genres, sentiments and a conclusion

Children of Glory is situated clearly within the boundaries of two well defi ned clas-
sical fi lm genres, namely the action movie, mostly rejected by the European rooted art 
cinema (Pop 2010) and the love story. The Paper Will Be Blue can only be called, more 
vaguely, a drama, like most of the fi lms belonging to the New Romanian Cinema. The 
Hungarian fi lm tries to stir strong national sentiments, not only by presenting its pro-
tagonists as romantic heroes of a lost, but noble cause, who can only retaliate for their 
crushed revolution in the fi eld of sport, but also by using some strong visual symbols, 
like the falling and breaking of the red star on the ground fl oor of the university at 
the beginning of the movie, or the smashing of the Hungarian fl ag by a Soviet tank to-
ward the end of the fi lm.

The Romanian fi lm is far from stirring any national sentiment. Costi, who in a cer-
tain moment is overcome by a revolutionary fervor, is presented in an ironical man-
ner and later has to pay heavily for his pathetic sentiment. The Paper Will Be Blue is 
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more like a verist ballade or a lament for a revolution, where the cause might be no-
ble, but has somehow become lost under the mountains of miscommunication, mis-
understanding and mistrust, a total confusion which leads to a fateful end. 

Despite the many similarities specifi ed at the beginning, if we thoroughly analyze 
the characters and the narrative and cinematic elements, we can see two distinct mov-
ies, belonging to very diff erent cinema traditions. The Paper Will Be Blue is perfectly 
consistent with the art cinema tradition “where the New Romanian Cinema perceive 
themselves as belonging” (Pop 2010), while Children of Glory defi nitely speaks the lan-
guage of the classical Hollywood narration, at least partly due to the strong infl uence 
of its Hollywood-educated producer, and does not blend into the landscape of New 
Hungarian Wave. It is more in line with a few isolated Hungarian big budget produc-
tions such as Sacra Corona (2001), The Bridge-man (A hídember, 2002) and, more recently, 
Kincsem (2017), all worth further research and all which use Hollywood’s classic cine-
matic language to re-invent history in Hungary and to strengthen national sentiment. 
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